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Abstract

 This study seeks to clarify the limits of knowledge regarding Azuchi Castle (Azuchi-jō) 

and, in turn, offers a multifaceted interpretation of its crowning glory―the six-story, lavishly 

decorated, timber-framed tower known as a tenshu (donjon). Azuchi Castle was located on a 

small mountain on the eastern shores of Lake Biwa. Completed in 1579, it was conceived and 

constructed to be a capital for the first of the so-called “three-unifiers” of Japan, Oda Nobunaga 

(1534-1582). Due to its landmark importance in Japanese history, Azuchi has not suffered from a 

lack of attention. However, owing to its short, three-year life and the tantalizingly vague and 

often contradictory records that remain of it, Azuchi has often been the subject of unfettered and 

under-qualified speculation. The first part of this dissertation is thus dedicated to surveying and 

simplifying the issues that have inspired the contentious and confusing image of Azuchi that 

exists in scholarly discourse. To this end, the disparate written primary sources on Azuchi, the 

waves of archeological digs, and the numerous reconstructive models of the tenshu are explored 

and the known perimeters of the “object” at the center of this study is as best as possible, 

defined. The second part of this dissertation is focused on the Azuchi tenshu. The case will be 

made that the tenshu represents a unique product of class, technology, and ideology. I contend 

that the tenshu as an evolved form of yagura (unembellished towers used in sieges) represents an 

unique expression of provincial warrior identity. This expression was elevated to a level of elite 
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status by means of a new breed of master carpenter versed in the newly capable technology of 

architectural drawing. Finally, I argue that the architectural and painting programs of the Azuchi 

tenshu’s keep framed Nobunaga as both heir to his predecessors in the Ashikaga shogunate and 

through evocation of the Chinese imperial building known as a Mingtang (“Bright Hall”), the 

unimpeachable recipient of a “Mandate of Heaven” to govern.   

iv



TABLE OF CONTENTS

Abstract..........................................................................................................................................iii

Table of Contents............................................................................................................................v

Acknowledgments.........................................................................................................................xii

A Note On the Translation of Japanese Names and Terms..........................................................xvi

List of Figures and Tables .........................................................................................................xviii 

INTRODUCTION ..........................................................................................................................1 

PART 1 |  THE FORM OF AZUCHI

CHAPTER 1 |     TERMS AND PRIMARY SOURCES

    Introduction ...........................................................................................................21

Azuchi’s Basic Layout and Landmarks..................................................................26

Primary Sources Related to Azuchi........................................................................44

 a. The Azuchiyama Screens and the Philips van Winghe Sketches..........46

 b. Nanka Genkō’s Azuchiyama-ki.............................................................70

c. Ōta Gyūichi’s The Chronicle of the Lord Nobunaga - Part 1: 
Introduction and Azuchi-Related Descriptive Episodes.....................76

d. Ōta Gyūichi’s The Chronicle of the Lord Nobunaga - Part 2: Azuchi 
Nikki & The “Program of the Azuchi Tenshu”...................................97

e. The Jesuit Record: Cartas & Luis Fróis’ History of Japan.................120

Conclusion........................................................................................................134

v



CHAPTER 2 |     THE SITE AND RECONSTRUCTIVE MODELS

            Introduction..........................................................................................................143

Azuchi’s End and Reinvention,1582-1868...........................................................146

Azuchi Castle Enters the Modern Era, 1868-1977...............................................182

The 1989-2009 Archeological Survey and The Satō Model.................................230 

Conclusion............................................................................................................242

PART 2 | READING THE TENSHU

CHAPTER 3 | MILITARY ARCHITECTURE AND WARRIOR IDENTITY

            Introduction..........................................................................................................246

The Yagura: Man-Made Heights Before Azuchi .................................................248

Siege: The Cost and the Limited Returns of Fortifications..................................271

Warrior Identity and Warring States Castles.........................................................295

Conclusion............................................................................................................329

CHAPTER 4 | THE TENSHU’S ARCHITECT

            Introduction..........................................................................................................331

Okabe Mataemon Mataemon, Nobunaga’s O-daiku.............................................335

The Giant Boat & Architectural Drawing.............................................................365

Conclusion............................................................................................................379

CHAPTER 5 | THE TENSHU, THE ASHIKAGA, AND THE MINGTANG

            Introduction..........................................................................................................381

vi



The Form of the Keep...........................................................................................384

The Parallel Tracks of Securing Legacy and Inculcating Loyalty........................395

The Keep As A Functional Expression of Ashikaga Legacy.................................423

Nobunaga’s New Dimension: Tentō......................................................................442

The Mingtang For A Japanese Warrior Elite.........................................................451

Conclusion............................................................................................................464

APPENDICES

List of Appendices.......................................................................................................................469

Appendix A | Primary Sources Related to the Azuchiyama Screens

1. Attributed to Emperor Ōgimachi 正親町天皇, Oyudono no ue no nikki 『御湯殿上日記』, 
entries for the 13th and 14th day of the 8th month, Tenshō 8 (1580)............................474

2. Excerpt from Gaspar Coelho, “Annual Report for Japan written by Father Gaspar Coelho in 
Nagasaki on the February 15, 1582 for the Father General of the Company of Jesus” 
published in Cartas, 1598 [original in Portuguese] ......................................................476

3. Excerpt from Luis Fróis, “Of How the Visiting Father Went To The Capital to Visit 
Nobunaga, And From There Went To See Azuchiyama Again” in Historia de Iapam, 
Volume 3, Chapter 31, written between 1583-1597 [original in 
Portuguese] ...................................................................................................................480

4. Excerpt from Urbino Ambassador to Rome, (possibly Danielle Annibale also named as 
Annibale Ariosto), “Report of the Urbino Ambassador to Rome” (possibly to the 
Cardinal d’Esta), dated March 30, 1585 [original in Italian] .......................................482

5. Excerpt from Teodosio Panizza, “Letter to the Cardinal of Este,” dated April 5, 1585 
[original in Italian] ........................................................................................................485

6. Excerpt from Alessandro Benacci, Relatione del viaggio et arrivo in Europa, Roma et 
Bologna, dei Serenissimi principi Giapponesi, published 1585 [original in Italian] 

vii



7. Excerpt from Alessandro Valignano & Duarte de Sande, De Missione Legatorum Iaponen 
sium ad Romanam curiam, rebusq; in Europa, ac toto itinere animaduersis dialogus ex 
ephemeride ipsorvm legatorvm collegtvs, & in sermonem latinvm versus ab Eduardo de 
Sande sacerdote Societatis Iesv, Dialogue 24, written and translated 1587-1589, 
published 1590 [original in Latin] ................................................................................486

8. Excerpt from Philips van Winghe, “Letter to Abraham Ortelius,” July 15, 1592 [original in 
Flemish] ........................................................................................................................488

9. Excerpt from Daniello Bartoli Dell’Historia della Compangne di Geisù il Giappone, 
Seconda Parte dell’Asia, 1660 [original in Italian].......................................................490

Appendix B | Annotated Translation of Azuchiyama-ki..............................................................493

Appendix C1 | Annotated Translations of Jesuit Writings (Related to Azuchi Castle)

a. Excerpt from Gnecchi-Soldo Organtino “Regarding A [Letter] from Father Organtino 
from Miyako [Kyoto], 1577” published in Cartas 1598 .....................................502

b. Excerpt from Lourenço Mexia, “Letter of Father Lourenço Mexia, for the Father 
General of the Company of Jesus, from Japan in the year of 1580” included in the 
section “Regarding the Houses and Residences of the Miyako [Kyoto]” dated as 
“[written in] Bungo, October 20, 1580” published in Cartas 1598 ....................504

c. Excerpt from Giovanni Francesco Stephanoni, “Letter of Father Joáo Fráncisco, 
[who] wrote from Miyako on the First of September, 1580” published in Cartas 
1598 .....................................................................................................................507

d. Excerpts from Gaspar Coelho, “The Annual Letter from Japan which was written by 
Gaspar Coelho from Nagasaki on February 15 in the year 1582 for the Father 
General of the Company of Jesus,” included in the section titled “The Houses and 
Residences of Azuchiyama” published in Cartas 1598 ......................................509

e. Excerpt from Luis Fróis, Historia de Japam Volume 2, Chapter 84, “Other Things 
That Nobunaga Made Progress On In His Government” ....................................519

f. Excerpt from Luis Fróis, Historia de Japam Volume 3, Chapter 31, “Of How The 
Visiting Father Went To The Capital to Visit Nobunaga, And From There Went To 
See Azuchiyama Again” ......................................................................................522

viii



g. Luis Fróis, “A letter from Father Luis Fróis about the death of Nobunaga, for the 
much revered General Father of the Company of Jesus, from Kuchinotsu, at the 
5th of November of 1582.” published in Cartas 1598.........................................527

Appendix C2 | Annotated Translations of Jesuit Writings (Related to Other Castles)

a. Excerpt regarding Tamonyama Castle and Nara’s temples by Luis De Almeida, 
“Letter from Brother Luis Dalmeida, brothers of the company that made way with 
Father Luis Fróis to Miyako, written in facunda, 25 October 1565” published in 
Cartas 1598 .........................................................................................................548

b. Excerpt regarding Nijō Castle by Luis Fróis, “A letter from Father Luis Fróis in 
Miyako for Father Belchior de Figueiredo on the 1st of June, 1569” published in 
Cartas (1598) ......................................................................................................554

c. Excerpt regarding Gifu Castle by Luis Fróis, “A letter from Father Luis Fróis in 
Miyako for Father Belchior de Figueiredo in Bungo on the 12th of July, 1569” 
published in Cartas (1598) ..................................................................................557

d. Excerpt regarding Osaka Castle by Luis Fróis, “The wars of Hideyoshi, Lord of the 
Tenka, & the destruction of three or four republics of bonzes, and the buildings of 
the new city of Osaka” published in Cartas (1598) ............................................560

e. Excerpt regarding Luis Fróis’s tour of Osaka Castle in “Some things taken from a 
letter that Father Luis Fróis wrote in parts of Japan to Father Alexander Valignano 
who had been going for Visitor & another Father Pero Gomez superior in Bungo” 
published in Cartas (1598)...................................................................................561

Appendix D1 | Annotated Translations of The Chronicle of Lord Nobunaga

a. Book 9, Episode 1: The Construction of a Castle at and Transfer to Azuchi [First 
month, Tenshō 4 (1576)] .....................................................................................564

b. Excerpt from Book 11, Episode 1: Tea Ceremony [First month, first day of Tenshō 6 
(1578)] .................................................................................................................565

c. Excerpt from Book 13, Episode 4: Presenting Estates Beneath Azuchi [Third month, 
sixteenth day of Tenshō 8 (1580)] .......................................................................566

d. Book 14, Episode 1: The Construction of Stables Below Azuchi [First month, first day 
of Tenshō 9 (1581)] .............................................................................................567

ix



e. Book 15, Episode 1: New Year’s Attendance [First month, first day of Tenshō 10 
(1582)] .................................................................................................................567

Appendix D2a | Comparative Translations of Azuchi Nikki 「安土日記」 and “The Program of the 
Azuchi Tenshu” 「安土御天主之次第」.........................................................571

Appendix D2b | Companion Notes to the Comparative Translations of Azuchi Nikki 「安土日記」 
and “The Program of the Azuchi Tenshu” 「安土御天主之次第」.................586

Appendix E | Translation and Companion Notes to Tenshu sashizu (Plan of the Tenshu)..........633

Appendix F | Translation of the Painting of Azuchi Castle in Gamo District, Ōmi Province.....654

Appendix G | Comparisons of Azuchiyama Tenshu Reconstructive Models

1. Azuchi Tenshu Exteriors......................................................................................................657

2. Azuchi Tenshu Interiors.......................................................................................................662

3. Miyakami & Satō Reconstructive Models, 1st-3rd Floors.................................................666

Appendix H | Data for Tables 2.1 and 2.2 (Comparison of Possible Azuchiyama Tenshu Aspect 
Ratios with Other Tenshu)................................................................................669

BIBLIOGRAPHY........................................................................................................................671 

FIGURES ...................................................................................................................................696

x



Dedicated to my parents, Hein & Karin,

 my wife, Yukako

 & my daughter, Lilika. 

xi



ACKNOWLEDGEMENTS

 For every dissertation I have had the pleasure of reading, I have always delighted in 

reading the acknowledgements. Within these (often hastily) written, short testaments of gratitude 

lies both a map of the personal and professional links that comprise a discipline and a survey of 

the friendships and kindness that make the advancement of knowledge possible. As I now find 

myself coming to the end of my own dissertation and am faced with writing my own list of 

thanks, I am learning new truths about this unique genre: the ineffable depth of gratitude with 

which each doctoral candidate typed or penned every character of every name and the immense 

amount of support required for one scholar to make one small contribution to the knowledge of 

the world. An army of families, teachers, friends, colleagues, librarians, administrators, and 

bureaucrats all did their part, sometime small, often large, to make that student’s work possible. 

Even if this text only ends up covered in dust on a library shelf, a forgotten PDF file tucked 

away in a folder within a folder within a folder on someone’s computer or tablet, left waiting on 

a dissertation database or somewhere in the ever expanding maze of information that is the 

internet, I hope that each of the people that I mention here know the depth of my gratitude and 

that the reader knows well that my research efforts were only made possible because of their 

kindness, guidance, and great patience. If I make any omissions in my thanks here or if I fall 

short in the pages beyond, the fault is mine alone.

 Like all those authors of dissertation acknowledgements before me, I want to first and 

foremost express my deepest gratitude to my three advisors and committee members: Professor 

Yukio Lippit, Professor Melissa McCormick, and Professor Eugene Wang—each has been great 

in their generosity and unwavering in their support during my years at Harvard. My primary 

xii



advisor, Prof. Lippit was the first to encouraged me to enter the sub-field that is Japanese 

architecture when I first fell under the spell of the never-ending riddle that is Azuchiyama in one 

of his seminar classes. For this, the example he has shown me of how to conduct oneself as a 

teacher and a scholar, as well as the guidance, support, patience, and the freedom to grow that he 

has granted me, I will be forever indebted. My other committee members have likewise helped 

me in more ways than I can express. Prof. McCormick taught me the importance of rigorous 

examination and the fundamental skill of visual analysis. I would hold no claim to the title of art 

historian without the education that she gave me. Prof. Wang has always pushed me to think 

more creatively and test any and every historical narrative and blindly-repeated truth. His delight 

in pushing limits has always invigorated me to expand my own. 

 My time conducting research in Japan was sponsored and facilitated by a number of 

generous people and institutions to whom I am likewise deeply appreciative. My research was 

graciously funded by the Japan Society and the Edwin O. Reischauer Institute for Japanese 

Studies. My advisor at the University of Tokyo was Professor Fujii Keisuke who gave me 

unconditional support in this project as well as an unparalleled education in the fundamentals of 

Japanese premodern architecture. I would like to also acknowledge the time, advice, support, 

and guidance of a number of other scholars of Japanese art and architecture from whom I learned 

more from in single meetings than all my years staring at books: Inagaki Tomoya, Kawamoto 

Keiko, Kawamoto Shigeo, Matsushita Hiroshi, Miyake Hidekazu, Nomura Shun’ichi, Ōnishi 

Hiro, Ōta Shōkō, Takemoto Chizu, and Tsunoda Mayumi. 

 There are other scholars, teachers, and mentors who don’t fit into any simple overarching 

category, but whom I wish to acknowledge and thank here. These people shaped my education, 

xiii



assisted me to overcome many hurdles, grappled on my behalf with innumerable questions, 

provided me with encouragement and introductions, and helped to get me to the point where I 

could produce this text. They are Lee Butler, William Coaldrake, John T. Carpenter, Kushida 

Kuyomi, Sura Levine, Elizabeth Lillehoj, Kathleen M. Ryor, Timon Screech, Cornelius 

Schuddeboom, Anton Schweizer, and Miriam Wattles. I also want to express my gratitude to 

Bébio Amaro for his translation work and putting up with my endless inquiries on sixteenth-

century Portuguese texts and Jesuit culture. Let me offer a final and special thanks to John M. 

Rosenfield who, much to my sadness, was unable to see the final results of my research efforts, 

but in his life and work inspired me with his own unending dedication and good humor to stay 

the course and see this project through to its completion. 

 I owe equally sizable debts to my senpai and peers at Harvard and beyond who trail-

blazed the path before me and help make the journey not only possible but invigorating. My 

senpai Karen Hwang-Gold, Youn-Mi Kim, Michelle C. Wang, and not least Akiko Walley; my 

peers: Alan Yeung, Rachel Saunders, Ren Wei, and Yurika Wakamatsu. The support and 

friendship of the following individuals is also acknowledged here: Arai Ryūji, Hasegawa Kaori, 

Anna Huber, Kawamoto Yukiko, Kim Byungjin, Kim Suk Hyun, Kimura Masaki, Li Hui, Naitō 

Kosuke, Nakatani Aya, Alejendro Martinez, Sakai Teisuke, Tanokura Tetsuya, Ross Wakefield, 

and Wen Jin. Last, but by no means least in this grouping, I want to make known the special 

debts I incurred to a core group of peers and friends: Chloe Berwind-Dart, Daphne Berwind-

Dart, Thomas Brechenmacher, Phillip Bloom, Andrew Blumberg, Kit Brooks, Kristina 

Kleutghen, Wil Lautenschlager, Amanda Morrow, Nozomi Naoi, Elisheva Perelman, Erik 

Schicketanz, and Hsuan Tsen. Without your proofreading powers, feedback, patience in taking 

xiv



endless trips to obscure locations, inexhaustible words of encouragement, and moral support 

during graduate school, I would never have finished this project. 

 For lack of any other occasion to do so, I also want to offer a heartfelt thanks the 

administrative staff of the Department of the History of Art & Architecture as well as other staff 

and administrators at Harvard in general. Much of your work goes on behind the scenes and 

while I have never met many of you, I know that you are critical to facilitating the work of every  

student and professor. My father worked for decades in the background at Harvard and through 

him I saw up-close the challenges involved and the importance of your duties. Those I can name, 

I will: Deanna Dalrymple, Deborah Sears, Luis Rego, and Moira Harding. I know that I am 

missing many here. My apologies for not mentioning you; my gratitude remains.

 Finally, I wish to thank my family, the people who know the least about what I do with 

my time, but have invested the most into facilitating my doing it: my parents Hein and Karin, my 

sister Mia, and my longtime partner-in-crime Nicolas Olivieri. My aunt Sara Odqvist for her 

generous and long-time support. My aunt Ingeborg Revord for her encouragement and help at a 

critical juncture. I also am indebted to my in-laws for their unwavering kindness and selfless 

backing: Murayama Kin, Murayama Masataka, Murayama Masami, Murayama Karin, 

Murayama Kurumi. Finally, to my wife Yukako and daughter Lilika, my gratitude is beyond any 

words that I could possibly put down here. I am sorry about all the long nights and time spent 

away from you. I would have preferred your company to my books and computer. I only wanted 

to make life for the next person who climbs the mountain that is Azuchi just a little bit easier, a 

little more accessible, and, hopefully, a little more interesting.

xv



A NOTE ON THE TRANSLATION OF JAPANESE NAMES AND TERMS

 I have attempted in the following pages to balance the quirky norms of the field with an 

earnest desire to create a text that is easily accessible to newcomers. To these ends, I have set on 

the following standards regarding proper nouns, technical terms, and other jargon. For persons’ 

named: in the initial mention of any Japanese or Chinese person the surname/last name is listed 

first, followed by the given/first name. Thereafter, in the case of premodern persons, the given 

name by which that individual is best known is used; in the case of modern persons, the surname 

is used. For mythological or other divine beings, the Japanese name is employed and, when 

appropriate, an English, Sanskrit, or Chinese translation in parenthesis alongside the first 

mention is added. For titled objects such as books, paintings, or specific buildings: I have largely 

conformed to the standard of using romanized Japanese. However, as many works related to 

Nobunaga and Azuchi Castle have identical or almost identical names of a generic nature, 

English translations are employed to decrease potential confusion. Building typologies and 

specific parts of buildings are referred to by their Japanese names when there is no suitable 

equivalent (i.e. tenshu, yagura). Exceptions are made, however, for those types that have come 

to receive unambiguous translations (i.e. pagoda, main hall, octagonal hall). For dates: in the 

case of those events that occurred in Japan, the Gregorian calendar year is used alongside a lunar 

calendar month and day; for events that occurred outside of Japan, the Gregorian calendar year, 

month, and day are used. The former, mixed method is, admittedly, clunky—especially so given 

the fact that the Gregorian calendar was introduced exactly contemporaneous to Azuchi’s end in 

1582. This system is employed, however, so as to encourage an easy contextualizing of the years  

in question, but respect the months and dates as they are originally given in Japanese primary 

xvi



and secondary sources. To use Western calendar equivalents for months and days would 

ultimately cause greater confusion as any comparison to other, particularly Japanese discussions 

of these topics, might be interpreted as in error. Finally, every effort has been made to both 

respect Japanese place names and not be redundant. The incorporation of suffixes such as -yama 

(mountain) and -kawa (river) and -ji or -dera (temple) into Japanese proper nouns gives rise to a 

frustrating challenge when writing in English as the name and the essential character of a subject  

are conflated. For example, to those familiar with Japan and the Japanese language, stating 

“Sōkenji Temple” is jarring as it appears as “Sōken Temple Temple.” For those unfamiliar with 

the Japanese language, however, stating “Sōkenji” without qualification can alienate a reader 

who is unaware of the imbedded meaning. I have striven to accommodate both audiences and be 

as clear as possible without polluting the text with unnecessary verbiage.

xvii



LIST OF FIGURES 

INTRODUCTION

Figures

0.1     “Map of Central Kansai Region, Japan” adapted from images in Google Earth, 2015.

0.2     Naitō Akira 内藤昌, “Naitō Azuchi tenshu reconstructive model 内藤安土天主復

元” (view of southeast corner), 1976; image from Miura Masayuki 三浦正幸 ed., Rekishi 
gunzō shirizu•derakkusu 2 yomigaeru shinsetsu azuchi-jō—tettei fukugen ◊ haō nobunaga 
no maboroshi no shiro 『歴史群像シリーズ・デラックス よみがえる真説安土城―徹底復

元 ◊ 覇王信長の幻の城』. 2006.

0.3     Miyakami Shigetaka 宮上茂隆, “Miyakami Azuchi tenshu reconstructive model 宮上安

土天主復元,” (view of southeast corner), final version 1995; from Miyakami, Fukugen 
mokei Azuchi-jō 『復元模型安土城』, 1995.

CHAPTER 1

Figures

1.1     Shiga Prefectural Board of Education 滋賀県教育員会, “Survey Map of the Special 
Historical Landmark Azuchi Castle Ruins” 「特別史跡安土城跡平面図」, photographed 
March 1975, analytical stereoplotting done October 1976; adapted from map provided 
courtesy of the Shiga Prefectural Board of Education 滋賀県教育員会提供.

1.2     Map of the Old Azuchi Castle, Gamō District, Ōmi Province 「近江国蒲生郡安土古城

図」, ca. 1687; hanging scroll, ink & colors on paper, 135 × 115 cm; Tanba City 
Kashiwabara History & Folklore Museum 丹波市立柏原歴史民俗史料館蔵, Tanba City, 
Hyōgo Prefecture, Japan.

1.3     “Map of outer and inner enceinte of Azuchi Castle;” adapted from image in Miura 2006.

1.4     Niōmon 仁王門, Sōkenji 總見寺, Azuchi-cho, Ōmi-Hachiman City, Shiga Prefecture, 
Japan; built 1571, transferred to current site c. 1576; photo by author, May 2013.

1.5     Three-level pagoda 三重塔, Sōkenji 總見寺, Azuchi-cho, Ōmi-Hachiman City, Shiga 
Prefecture, Japan; built 1454, transferred to current site c. 1576; photo by author, May 
2013. 

1.6     Felippo Ferroverde, based on sketches by Philips van Winghe, “Folio 569 (Azuchiyama 
Tower)” in Lorenzo Pignoria’s addendum “Second Part of the Images of Indian 

xviii



Gods” (“Seconda Parte delle Imagini de gli Dei Indiani”) to Vincent Catari, Images of the 
Gods and Ancients (Imagini delli Dei de gl’Antichi), published in Padua 1626 (original 
sketch 1592); woodblock print, 21 × 15 cm; Private Collection, Kawasaki, Kanagawa 
Prefecture, Japan.

1.7     Felippo Ferroverde, based on sketches by Philips van Winghe, “Folio 570 (Azuchiyama 
Gate)” in Lorenzo Pignoria’s addendum “Second Part of the Images of Indian 
Gods” (“Seconda Parte delle Imagini de gli Dei Indiani”) to Vincent Catari, Images of the 
Gods and Ancients (Imagini delli Dei de gl’Antichi), published in Padua 1626 (original 
sketch 1592); woodblock print, 21 × 15 cm; Private Collection, Kawasaki, Kanagawa 
Prefecture, Japan.

1.8     Felippo Ferroverde, based on sketches by Philips van Winghe, “Folio 550 (Quezalcoatl)” 
in Lorenzo Pignoria’s addendum “Second Part of the Images of Indian Gods” (“Seconda 
Parte delle Imagini de gli Dei Indiani”) to Vincent Catari, Images of the Gods and 
Ancients (Imagini delli Dei de gl’Antichi), published in Padua 1626; woodblock print, 21 
× 15 cm; Private Collection, Kawasaki, Kanagawa Prefecture, Japan. 

1.9     Pietro del Ríos, “Ríos 36 (Folio 31r: Quezalcoatl)” in Codex Ríos (also known as Codex 
Vaticanus 3738), c. 1580; manuscript page, ink and colors on paper, 46.5 × 29.5 cm; 
Bibliotheca Apostolica Vaticana, Rome, Italy.

1.10   Claude-Nicholas Fabri de Peirese, copied from sketches by Philips van Winghe “Folio 
36v (Quezalcoatl)” in Codex van Winghe-Peirese (also known as Codex 10545); 
Bibliotheca Apostolica Vaticana, Rome, Italy.

1.11   Kanō Eitoku 狩野永徳, Uesugi screens 上杉本洛中洛外図, ca. 1565; pair of six-panel 
folding screens; ink, colors, and gold on paper, each 160 × 364 cm; Yonezawa City 
Uesugi Museum 米沢市上杉博物館, Yonezawa City, Yamagata Prefecture, Japan.

1.12   “Folio 569 Reversed” image digitally modified by author.

1.13   “Folio 570 Reversed,” image digitally modified by author.

1.14   “Folio 569, reversed with moya and back corner eave traced,” image digitally modified by  
author.

1.15    Kanō Eitoku, “Detail of Shōkokuji 相国寺,” Uesugi screens, left screen, panel 3. (Green 
arrows added to highlight examples of a back right corner extended eave; green box added 
to highlight an example of a surrounding corridor).

1.16   Kanō Eitoku, “Detail of Hosokawa Mansion gates 細川殿の門,” Uesugi screens, left 
screen, panel 3; (Green arrows added to highlight examples of eburi-ita 柄振板).

xix



1.17   Kanō Eitoku, “Detail of Manjuji 万寿寺,” Uesugi screens, right screen, panel 1; (green 
rectangle added to highlight similar composition of roofs to those in Folio 569).

1.18   “Kido interpretation of New Year’s 1582 Visitation as described in The Chronicle of Lord 
Nobunaga;” adapted from Miura 2006.

1.19   “Matsushita interpretation of New Year’s 1582 Visitation as described in The Chronicle of 
Lord Nobunaga;” adapted from Miura 2006.

Tables

Table 1.1 - Summary of Structures on Mt. Azuchi circa 1579-1582 mentioned in The Chronicle 
of Lord Nobunaga

Table 1.2 - Summary of Structures on Mt. Azuchi circa 1579-1582 mentioned in Primary 
Sources

CHAPTER 2

Figures

2.1    “Survey Map of the Azuchi Tenshu pedestal with variant interpretations of Ōta Gyūichi’s 
North-South 20 ken by East-West 17 ken first floor specifications superimposed,” adapted 
from survey map included in Shiga-ken kyōiku iinkai ed., 滋賀県教育委員会 2009, 
Tokubetsu shiseki Azuchi jōseki hakkutsu chōsa hōkokusho II — shukaku • karamete-michi 
no chōsa oyobi sōkatsu. 特別史跡安土城跡発掘調査報告書 II.

2.2    “Area of burn residue discovered in the outer and inner enceinte of Azuchi Castle;” 
adapted from image in Miura, 2006.

2.3    Shitomi Kangetsu 蔀関月 & Nishimura Chūwa 西村中和, “Azuchiyama Sōkenji 安土山

總見寺” in Ōmi meisho zukai 『近江名所図会』 published by Hata Sekidan 秦石田 & 
Akizato Ritō 秋里籬島, 1815; woodblock print, ink on paper; Shiga Prefectoral Library 
滋賀県図図書館.

2.4    Inouemon Nobutsugu 猪右衛門延世, based on work by Ikegami Uhei 池上右平, “Detail 
of basement floor,” Tenshu sashizu 「天主指図」, part of Banshō hishorui 『番匠秘書類』, 
1760 (original c. 1679); hand scroll, colors on paper, 36.4 × (full scroll) 197.3 cm; 
Ikegami-ke shoden 池上家所傳 in the Sekaidō Bunko 静嘉堂文庫, Tokyo, Japan.

2.5    Inouemon Nobutsugu, based on work by Ikegami Uhei, “Detail of first (ground) floor,” 
Tenshu sashizu.

xx



2.6    “Detail of central enceinte,” Map of the Old Azuchi Castle, Gamō District, Ōmi Province 
近江国蒲生郡安土古城図, ca. 1687; hanging scroll, ink & colors on paper; Tanba City 
Kashiwabara History & Folklore Museum 丹波市立柏原歴史民俗史料館蔵, Tanba City, 
Hyōgo Prefecture, Japan.

2.7    Okumura Katsuyoshi 奥村得義, “Azuchiyama Tenshu Reconstructive Model” in Kinjō 
Onkoroku (『金城温古録』, Record of Past Learning on the Golden Castle) Book 10, 第十

之冊, “Compilation of Go-Tenshu 4, Considering Tenshu” 「御天守編之四, 天守考部」, 
1858; ink and color on paper 31 × 22 cm; Nagoya City Hōsa Library, 名古屋市蓬左文庫

蔵 Nagoya, Aichi Prefecture, Japan.

2.8    Nagoya Castle Tenshu 名古屋城天守 Naka-ku, Nagoya, Aichi Prefecture, Japan; built 
1610; photograph on albumen paper embellished with pigments, c. 1880, 24.9 x 19.2 cm; 
Wikimedia commons.

2.9    Iwasaki Ōu 岩崎鴎雨, Ōmi-kuni Gamō-gun Azuchi-jō no zu 「近江国蒲生郡安土城之図」 

(Painting of Azuchi Castle in Gamo District, Ōmi Province); 1855, preface 1896, colors 
on silk, 87.8 × 121.9 cm; Osaka Castle Museum 大阪天守閣, Osaka, Japan.

2.10   Iwasaki Ōu, “Detail of niōmon,” Painting of Azuchi Castle in Gamo District, Ōmi 
Province.

2.11   “Bracket set on niōmon 仁王門,” Sōkenji 總見寺, Azuchi-cho, Ōmi-Hachiman City, 
Shiga Prefecture, Japan; built 1571, transferred to current site c. 1576; photo by author, 
digitally filtered to enhance contrast, May 2013.

2.12   “Tenshu entrance [southeast stairs], pre-restoration state 天主登口（在来の破壊状態）,” 
1940; photo from Shiga-ken ed., Shiga-ken shiseki chōsa hōkoku dai 11-satsu azuchi-
jōshi, 『滋賀県史跡調査報告第十一冊安土城阯』, 1942.

2.13   “Tenshu [pedestal crown] prior to [1940-1942] leveling, 天主阯整地前現状,” 1940; 
photo from Shiga-ken 1942.

2.14   Honmaru goden ruins foundation stones survey map 本丸御殿阯礎石平面実測図,” 
1942; adapted from Shiga-ken 1942. 

2.15   “State of the Honmaru prior to [1940-1942] Survey 本丸御殿阯調査前現状,” 1940; 
photo from Shiga-ken 1942.

2.16   “Tenshu [pedestal] ruins survey map, basement (Storehouse) Foundation Stones Layout 
天主阯実測図 地階（石蔵）礎石平面,” 1940; photo from Shiga-ken 1942; adapted and 
digitally modified by author.

2.17   “Tenshu entrance [southeast stairs] (post-restoration work/removal of debris) 天主登口

（埋没土砂取除整理後）,” Shiga-ken ed., 1942.

xxi



2.18   “East-west cross section of tenshu pedestal showing before and after restoration” adapted 
from Shiga-ken ed. 2001; adaptations based on illustrations included in Naitō, Fukugen 
Azuchi-jō 『復元安土城』, 2006 & Miyakami, “Azuchi-jō no tenshu no fukugen to sono 
shiryō ni tsuite: Naitō Akira-shi 'Azuchi-jō no kenkyū' ni taisuru gimon (I) 安土城の天主

の復元とその史料について” Kokka 『国華』 1977.

2.19   Tsuchiya Junichi 土屋純一, “Tsuchiya Azuchi tenshu reconstructive model 土屋安土天

主復元,” 1930; from Tsuchiya, Nagoya kōtō kōgyō senmon gakko sōritsu nijū goshūnen 
kinen ronbun shū 『名古屋高等工業専門学校創立二十五周年記念論文集』, 1930.

2.20   Furukawa Shigeharu 古川重春, “Furukawa Azuchi tenshu reconstructive model 古川安

土天主復元,” 1936; from Furukawa, Nihon jōkakukō 『日本城郭考』, 1936.

2.21   “Map of the Tenshu Environs” 「天守閣附近之図」, 1926; reproduced in Tsuchiya, 1930.

2.22  “Detail of Osaka Castle Tenshu,” Osaka Summer Campaign Screens, 「大坂夏の陣図屏

風」, early 17th century; pair of six-panel folding screen, ink, colors, and gold on paper, 
each 150.3 × 360.7 cm; Osaka Castle Museum 大阪天守閣, Osaka, Japan.

2.23   “Azuchi Castle Ruins Repair Implementation Map” 「史跡整備実施状況平面

図」,adapted from map provided courtesy of the Shiga Prefectural Board of Education 滋
賀県教育員会提供.

2.24   Naitō Akira 内藤昌, “Naitō Azuchi tenshu reconstructive model 内藤安土天主復元” 
1976, from Naitō, 2006.

2.25   “Diagram of cross-section of tenshu pedestal ishigaki” adapted from chart in Naitō, 2006.

2.26   “Tenshu sashizu floor plans 3D model,” based on Inouemon Nobutsugu, Ikegami Uhei 
Tenshu sashizu; adapted by author.

2.27   “Naitō Model, 1:20 scale cross section,” Azuchi jōkaku shiryōkan 安土城郭資料館 photo 
by author, March 2010.

2.28   Miyakami Shigetaka 宮上茂隆, “Miyakami Azuchi tenshu reconstructive model 宮上安

土天主復元,” final version 1995; from Miyakami, Fukugen mokei Azuchi-jō 『復元模型

安土城』, 1995.

2.29   “Assorted fragments of red-yellow ceramic roof tiles 安土城跡出土資料” c. 1576-1579; 
Shiga Prefectural Board of Education Archives, 滋賀県教育委員会蔵.

2.30   Nine Dragon Wall 九龍壁, late 14th century; glazed-tile relief, 45.5 × 2.09 × 8 m;  
Datong, Shanxi, China. photo by user Yuan Yao, uploaded on Panoramio.com

xxii



2.31   “‘Three comma’-patterned round eave-end tile fragment” 三巴文円瓦当破片, excavated 
from the Azuchi Castle Ruins; c. 1576-1579; Shiga Prefectural Azuchi Castle 
Archaeological Museum, 滋賀県立安土城考古博物館.

2.32   Hyōdō Yoichirō 兵藤与一郎 “Hyōdō Azuchi tenshu reconstructive model 兵藤安土天主

復元 (view of south-east corner)” 1988-1991; from Hyōdō “Azuchi-jō—shinsetsu ni yoru 
daitenshukaku 安土城—新説による大天守閣” Rekishi dokuhon 『歴史読本』 (482), 1988.

2.33   Mori Toshihiro 森俊弘 “Mori Azuchi tenshu reconstructive model 森安土天主復元 (east 
elevation)” 2001; from Mori "Saidoku ‘Azuchi nikki’—Azuchi-jō tenshu ni kansuru—
kōsatsu 再読『安土日記』－安土城天主に関する一考察”  Jōkaku-shi kenkyū 『城郭史研

究』 (21), 2001.

2.34   Nishigaya Yasuhiro 西ヶ谷恭弘 “Nishigaya Azuchi tenshu reconstructive model 西ヶ谷

安土天主復元 (east elevation)” 1991-1993; from PHP, ed. Rekishi kaidō supesharu meijō 
wo aruku 13 Azuchi-jō. 『歴史街道スペシャル名城を歩く13安土城』　2004.

2.35   Yokote Satoshi 横手聡 “Yokote Azuchi tenshu reconstructive model 横手安土天主復元 
(view of south-east corner)” 2009; from Yokote, “Kinkyū ripoto shin-kaishaku ni yoru 
'Tenshu sashizu' fukugenan—Azuchi-jō tenshu wa hakubeki no hikari kagayaku tenshu 
datta— 新解釈による『天守指図』復元案―安土城天主は白壁の光り輝く天守だった

―." http://castles.chicappa.jp/2009sp/shinkaisyaku , 2009.

2.36  “Survey map of the Azuchi Castle Ruins Honmaru,” adapted from Shiga kenritsu Azuchi-
jō kōko hakubutsukan, Heisei 13 nendo shūki tokubetsuten zehi ni oyobazu —Honnōji no 
hen wo kangaeru— 『平成13年度周期特別 ぜひに及ばず—本能寺の変を考える— 』 
2001.

2.37   Fujimura Izumi 藤村泉, “Reconstructive Floor Plan for the ‘Honmaru Palace’ of the 
Azuchi Castle Ruins 安土城本丸御殿復元平面図,” adapted from Shiga-ken kyōiku 
iinkai 滋賀県教育委員会 and Shiga-ken Azuchi-jōkaku chōsa kenkyūjo 滋賀県安土城

郭調査研究所, Tokubetsu shiseki Azuchi-jō hakkutsu chōsa hōkoku 11 —shukaku 
chūshinbu honmaru no chōsa— 『特別安土城発掘調査報告11—主郭中心部本丸の調査

—』, 2001. 

2.38   “Diagram of the Lotus Sutra copying event held in the Imperial court during the second 
year death anniversary of Emperor Ōgimachi 正親町院三回聖忌宮中八講舗設図,” 
1594; ink and color on paper, 88.1 × 91.8 cm; Imperial Household Archives, 宮内庁書陵

部蔵, Tokyo, Japan. 

2.39   “Miyakami Model Tenshu pedestal and basement level” adapted from Miyakami, 1995; 
model assembled, photographed 2014.

2.40   Satō Taiki 佐藤大規, “Satō Azuchi tenshu reconstructive model 佐藤安土天主復元” 
2006, from Miura 2006.

xxiii



2.41   “Miyakami Model basement level floor plan,” from Miyakami, “Azuchi-jō fukugen 安土

城復元” In Nihon zenshū dai 14 maki shiro to chashitsu Momoyama no kenchiku • kōgei I 
『日本全集第14巻城と茶室桃山の建築・工芸 I』, 1992.

2.42   “Photo of foundation stone line discovered in the lower ninomaru,” photo from Shiga-ken 
kyōiku iinkai, ed. Hakkutsu chōsa 20-nen no kiroku: Azuchi Nobunaga no shiro to 
jōkamachi. 『発掘調査20年の記録安土信長の城と城下町』, 2009.

2.43   Sanmon 三門, Tōfukuji 東福寺, Kyoto, Japan; 1405, photo by author, August 2010.

2.44   Heinouchi Masanobu 平内政信, “Plan of the old six ken by seven ken shuden [palace] 昔
六間七間主殿之図” detail from Shōmei 『匠明』 (Elucidation of the Craft), Fourth 
dōkishū scroll「第4巻堂記集」 (“Compendium on Palaces”); original 1608, copied 
1697-1727; hand scroll; ink on paper, 18 × (full scroll) 1759.2 cm; Faculty of 
Engineering, University of Tokyo 東京大学学院工学研究科, Tokyo, Japan.

Tables

Table 2.1 Aspect ratio ranges for tenshu first floor:tenshu height (blue text), tenshu pedestal 
base:tenshu height (black text)

Table 2.2 Aspect ratio ranges for tenshu first floor:tenshu height (blue text), tenshu pedestal 
base:tenshu height (black text) with third-fourth wave models

Table 2.x Variability of tenshu dimensions as determined by definition of unit ken

CHAPTER 3

Figures

3.1    “Illustration of a generic teikaku-style 梯郭式 castle layout,” based on an illustration in 
Miura, Shiro no tsukuri-kata zuten 『城のつく方図典』, 2005; digitally modified and 
English labels added by author.

3.2    “Siege of the Kanezawa Fort,” detail from the Illustrated Scroll of the Latter Three Years 
War 『後三年合戦絵巻』, middle scroll 中巻; 1347; hand scroll, colors on paper, 
45.7×(full scroll)1767.0 cm; Tokyo National Museum 丹東京国立美術館, Tokyo, Japan.

3.3    Golden Hall 金堂, Murōji 室生寺, Uda City, Nara Prefecture, Japan; built early Heian 
period; photographed by author May 2010.

xxiv



3.4    Ikinomatsubara section of the Mongolian Invasion Bulwark Ruins 生の松原地区元寇防

塁史跡 at Ikinomatsubara, Nishi-ku, Fukuoka; built 1276; photo from Cultural Assets of 
Fukuoka 福岡市の文化財.

3.5    Five-level pagoda 五重塔, Daigōji 醍醐寺, Fushimi-ku, Kyoto, Japan; built 951 AD; 
photo by author, August 2010.

3.6    “Estate of Uruma Tokikuni 漆間時国居館” detail from The Illustrated Biography of Priest 
Hōnen  法然上人絵伝, scroll 1 第1巻; early 14th century; hand scroll, colors on paper; 
Chionji 智恩寺, Kyoto, Japan.

3.7    “Night Attack on Uruma Residence 漆間時国居館への夜討ち” detail from The 
Illustrated Biography of Priest Hōnen, scroll 1.

3.8    “Cliff-face relief Miroku Buddha 弥勒磨崖仏,” Kasagidera 笠置寺, Sōroku-gun, Kyoto-
fu, Japan; Nara period; H: 20 m, W: 15m;  photo by author, November 2010.

3.9    Tōgudō 東求堂, Jishōji 慈照寺, Kyoto Japan; 1482;  photo by author, August 2011.

CHAPTER 4

Figures

4.1    “Okabe Mataemon burning the Azuchi Castle Tenshu models,” still from the film Ka ten 
no shiro 『火天の城』, directed by Tanaka Mitsutoshi 田中光敏, 2009.

4.2    The ‘Nobunaga Wall’ 信長塀, Atsuta Shrine 熱田神宮, dates unknown; Nagoya, Aichi 
Prefecture, Japan; photo by author November, 2010.

4.3    “Reconstructive model of Nobunaga’s 1573 Giant Boat 大船復元模型,” Shiga Prefectural 
Azuchi Castle Archeological Museum 滋賀県安土城考古博物館; photo scanned from 
Heisei 25-nen shunki tokubetsu-ten : shinogi wo kezuri, tsuba wo wari, 『平成25年春期特

別展：しのぎをけづり、鍔をわり』, 2013.

4.4    Heinouchi Masanobu, “Plan for an Octagonal Hall 八角堂之図” detail from Shōmei 
(Elucidation of the Craft), Third dōkishū scroll「第3巻堂記集」 (“Compendium on 
Halls”).

4.5a  Tansan Shrine Main Hall Plan (floor plan)「談山神社本殿等指図（平面図）」; 1559; ink 
on paper, 96.03 × 136.35 cm; Imperial Shrine of Special Status Tansan Shrine Collection 
別格官幣社談山神社蔵, Sakurai City, Nara Prefecture, Japan.

4.5b  Tansan Shrine Main Hall Plan (elevation)「談山神社本殿等指図（立面図）」, 1559; ink on 
paper, 87.87 × 134.82cm.

xxv



4.6a  Engakuji Buddha Hall Plan (combined cross-section and elevation)「円覚寺仏殿指図（断

面図・立面図）」; 1573; ink on 54 sheets of paper, each sheet: 44 × 33cm; Kamakura 
Museum of National Treasures 鎌倉国宝館, Kamakura, Kanagawa Prefecture, Japan.

4.6b  “Engakuji Buddha Hall Plan (combined cross-section and elevation, clean) 円覚寺仏殿指

図（地割之図）” from Sekiguchi, Kinya 関口欣也 “Engakuji butsuden Genki yon-nen 
kozu ni tsuite” 「円覚寺仏殿元亀四年古図について」, 1965.

4.6c  Engakuji Buddha Hall Plan (combined cross-section and elevation)「円覚寺仏殿指図（断

面図・立面図）」, top: original plan, bottom: traced reproduction; 1573; ink on 6 sheets of 
paper, each sheet: 44.5 × 32.5 cm.

CHAPTER 5

Figures

5.1     “Reconstructive Models of the Azuchiyama Tenshu Keep (Left: Satō Model, Right: 
Miyakami Model);” Satō Model from Matsuoka Chiko 松岡知子 ed.,Shūkan Azuchi-jō 
wo tsukuru 『週刊安土城をつくる』. Vl. 1, 2009; Miyakami Model from Miyakami, 1995.

5.2     Inuyama Castle Tenshu 犬山城天守,  Inuyama City, Aichi Prefecture, Japan; 1601; photo 
by author, July 2009.

5.3     Kaisendō 開山堂, Tōfukuji 東福寺, Kyoto, Japan;c. 1400; photo by author, August 2010.

5.4     Hokkuendō 北円堂 (Northern Circular Hall), Kōfukuji 興福寺, Nara, Japan; c. 1208; 
photo by author, November 2010.

5.5    Interior of Hakkakuen 八角堂 (Octagonal Hall), Eisanji 栄山寺, Nara, Japan; c. 760; 
photo by author, November 2010.

5.6   Hakkakuen 八角堂 (Octagonal Hall), Eisanji 栄山寺, Nara, Japan; c. 760; photo by author, 
November 2010.

5.7   Yumedono 夢殿, Hōryūji 法隆寺, Nara, Japan; c. 739; photo by author, June 2010.

5.8   Saiendō 西円堂, Hōryūji 法隆寺, Nara, Japan; after 1250; photo from wiki commons.

5.9    Keikyūin Hondō 桂宮院本堂, Kōryuji 広隆寺, Kyoto Japan; 1251; photo from 
www.kyoto-design.net

5.10  Konjikidō 金色堂, Chūsonji 中尊寺, Hiraizumi, Iwate Prefecture, Japan; 1124; photo by 
Matsushita Susumi 2012, Database on Noteworthy Contributions for Science and 
Technology (Japan), http://dbnst.nii.ac.jp/junior/detail/2030

xxvi



5.11  Kanō Eitoku 狩野永徳, Birds and Flowers of the Four Seasons 四季花鳥図, 1583; screen 
paintings, ink, colors, and gold o paper; Jukōin 聚光院, Daitokuji (大徳寺, Kyoto, Japan.

5.12  Kinkaku 金閣, Rokuonji, 鹿苑寺, Kyoto Japan; originally constructed 1398, destroyed 
1950, rebuilt 1955; photo by author May, 2010.

5.13  Ginkaku 銀閣, Jishōji 慈照寺, Kyoto Japan; 1482; photo by author August, 2011.

5.14  Kanō Eitoku 狩野永徳, Xu Yu and Chao Fu 「許由巣父図」, late 16th century; pair of 
hanging scrolls; ink on paper, each 124.2 × 25.4 cm; Tokyo National Museum 東京国立美

術館, Tokyo, Japan.

5.15 “Ranjatai” 蘭奢待 (formerly known as “Ōjukukō” 黄熟香); perfume wood, 156 cm long, 
11.6 kg weight; Shōsōin, Tōdaiji 正倉院, 東大寺, Nara, Japan.

5.16 Yang Hongxun 杨鸿勋, “Western Han Mingtang built by Wang Mang reconstructive 
model” 2008, from Yang, Jianzhu kaoguxue lunwenji 『建筑考古学论文集』

5.17 Yang Hongxun 杨鸿勋, “Eastern Han Mingtang built by Emperor Guangwu reconstructive 
model” 2008, from Yang, Jianzhu kaoguxue lunwenji 『建筑考古学论文集』

5.18 Yang Hongxun 杨鸿勋, “Tang Mingtang built by Wu Zetian reconstructive model” 2008, 
from Yang, Jianzhu kaoguxue lunwenji 『建筑考古学论文集』

5.19 Ōta Gyūichi 太田牛一, (copied by unknown hand), “Manuscript Pages detailing the 
description of the Azuchi Tenshu,” Azuchi nikki 『安土日記』; color, labels added by author; 
Sonkeikaku Library 尊経閣文庫  Tokyo, Japan.

xxvii



“In a room sit three great men, a king, a priest, and a rich man with his gold. Between 
them stands a sellsword, a little man of common birth and no great mind. Each of the 
great ones bids him slay the other two. ‘Do it,’ says the king, ‘for I am your lawful 
ruler.’ ‘Do it,’ says the priest, ‘for I command you in the names of the gods.’ ‘Do it,’ 
says the rich man, ‘and all this gold shall be yours.’ So tell me—who lives and who 
dies?”

-- George R.R. Martin
A Song of Ice and Fire
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Introduction

 In the middle of the summer of 1581, the Jesuit Visitor of Missions in the Indies 

Alessandro Valignano (1539-1606) was preparing to depart from the bustling town of Azuchi (安

土山下町, figure 0.1) when he received an offer that he could not refuse.1 The military hegemon  

Oda Nobunaga (織田信長, 1534-1582) invited Valignano to see some newly constructed parts of 

his castle residence on top of Mount Azuchi (安土山).2 Dependent on Nobunaga’s continued 

good will for the future of the Jesuit mission in Japan, Valignano’s acceptance was all but 

assumed. Nobunaga informed Valignano that he would need to have the castle cleaned and would 

send for him when ready. Days passed and Valignano was forced to place his travel plans on hold 

as Nobunaga offered only continued excuses. Soon after, however, a spectacular event unfolded. 

Valignano’s companion, the Jesuit Vice-Provincial Gaspar Coelho (1530-1590) later recorded the 

occurrence in the annual Jesuit report: 

...it was necessary to detain the Father [Valignano] by always entertaining him, until 
the day of the feasts came, which lasted for ten days. In previous years, all the 
noblemen and lords usually started the fires and lit  the lanterns in their homes, without 
anything being done in the fortress. This year, on the contrary, Nobunaga ordered that 
no nobleman was to make the customary fires and [place] lanterns in his [own] house, 
and he ordered the tower in his fortress to be furnished with lanterns of various colors, 
which due to their being very tall made for a very beautiful sight. Besides this he 
ordered to be placed on the street, which starts from the corner of our houses and goes 

1

1 The Japanese name used here for the town of Azuchi, “Azuchiyama shitamachi” is not a commonly 
applied moniker. However, it is preferable as it is rooted in the historical record. The more commonly 
applied names, such as “Azuchi jōkamachi” (安土城下町) or “Azuchi-machi” (安土町) are anachronistic to 
Nobunaga’s time (Kido 2003) p 23.

2 Concerning the name “Mount Azuchi” for this relatively small hill, Nanka Genkō (南化玄興, 1537-1604) 
wrote in his encomium Azuchiyama-ki (「安土山記」): “While [Mount Azuchi] is not that great in height, its 
name is even greater than that of Mount Tai. This mountain by itself likely would not achieve fame but for 
a person of benevolent and magnanimous disposition. Did Liu Yuxi not say just this? Even if a mountain is 
not tall, if an Immortal is there, then it is distinguished; even if the water is not deep, if a dragon is there, 
then it is sacred.” In short, Nobunaga’s former presence at Azuchi transformed this mere hill into a 
mountain. See appendix B for a full translation of the Azuchiyama-ki.



across the hill through its foot towards the fortress, a large quantity of people with 
their torches in their hands, placed in order on one side and the other of the street; and 
all the torches being lit at one time, they  gave such great clarity that it seemed like 
broad daylight; and the torches being made of canes launched from themselves many 
sparks, so that all the street seemed to be always sparking.3

Coelho’s framing obfuscates the subject of his description, but it is clear from the various details 

that what he and his Jesuit compatriots witnessed that summer at Azuchi was the o-bon festival 

(お盆).4 Having lived already nine years in Japan, Coelho was almost certainly familiar with this 

annual holiday for honoring familial ancestors. More importantly, and as Coelho himself 

indicates, he had seen enough to appreciate that this o-bon celebration was unique. As Coelho 

relates, unlike in other years and places where the responsibility was left to individual 

households, on this particular occasion Nobunaga had taken it upon himself to coordinate the 

lighting of fires and lanterns. Within the town, men were positioned with crackling torches to 

line each side of the long and wide streets.5 Past the revelry, the line of torchbearers continued to 

the north end of the town and to the foot of Mt. Azuchi. Up the mountain’s slopes, colored 

lanterns outlined the paths, gates, vassal estates, and turrets, as well as a temple precinct that 

comprised the subject of Valignano’s pending invitation, the “fortress” of Azuchi Castle (安土

城). The lights continued up to the mountain’s peak, upon which sat the castle’s central enceinte 

(honmaru, 本丸) and its crowning “tower,” a six-storied timber-frame building known as a 

2

3 See appendix C1-d for the full translation of this annual report. This version of the translation includes 
additional punctuation to provide further clarity. Coelho’s account would later be copied and expanded by 
Luis Fróis as part of his Historia de Japam. For a translation of the relevant passage in Fróis see (Lamers 
2000) pp. 131-132. For Fróis’ original Portuguese see (Fróis 1982) pp. 261-262.

4 Coelho mentions elsewhere that the event was “a [summer] feast...which the Japanese usually do with 
fires, and lit lanterns.” See appendix C1-d for the full translation. The only other substantive account of the 
1581 o-bon celebrations corroborates this identification and offers many of the details included above 
(Ōta 1969) p. 358; an English translation can be found in (Ōta 2011) p. 406.

5 Mentions of these streets are included in Appendix C1d, C1e, C1f. The north-south orientation of the 
streets is known through archeological efforts (Kido 2008).



tenshu (天主, E: donjon). With each light reflecting from the gold decorative trim of the castle 

buildings’ tiled eaves, the water of the town’s canals, and the adjacent eastern shores of Lake 

Biwa (琵琶湖), Coelho’s characterization of daytime-at-night may well not be hyperbole but an 

accurate assessment of the brilliance of this singular event.

 Coelho’s report is remarkable both because it is a rare account of this singular celebration 

and, more so, for its curious origin story. Only hinted at in the beginning of the passage above, 

Coelho declares elsewhere that the initial invitation extended to Valignano had been a ploy 

designed to delay the Jesuits and ensure that they remain to witness the event. The charge is itself 

suspect for a number of reasons.6 Nonetheless, it is worthy of special notice for its basis: the 

presumption that Nobunaga so desired that the visiting Jesuit delegation see his o-bon festivities 

that he engaged in a prolonged, convoluted deception to prevent their departure. While it is 

possible that the grounds for this allegation derives from some unrecorded act of duplicity 

perpetrated by Nobunaga, a simpler and, indeed, much more convincing explanation is readily 

available: Azuchi’s inherent splendor. In its scale, lavishness, beauty, and general sense of 

spectacle, Coelho understood that Azuchi was a key site for Nobunaga’s self-fashioning and the 

promotion of this new hegemon and his reign. As evidenced by its very form, the notion that 

3

6 The basis for this doubt is twofold. First, Nobunaga eventually honored the promise. Coelho later notes 
in the same report that Nobunaga hosted the visit the day after the o-bon festival. Considering this, it is 
not unimaginable that Nobunaga’s excuses were related to the event and, in fact, made in good faith. 
Second, Coelho makes another dubious claim that the festivities were done “in regards” to Valignano. 
This assertion was almost certainly included in the report to inflate the Jesuit mission’s stature in the eyes 
of the document’s intended audience in the Vatican as well as other sponsors of the Mission. In this case, 
however, Coelho undermines his own assertion as he offers additional details, such as the ten-day length 
of the event and Nobunaga’s minimal interaction with the Jesuits, that appear to undermine and contradict 
his claims of Valignano having been the guest of honor. Regardless of these areas of doubt, the core 
claim that Nobunaga deliberately set out to postpone Valignano’s departure seems an earnest reading of 
the circumstances.



Nobunaga would go to such lengths to ensure that it be seen in its full splendor by these 

international ambassadors was a natural, even obvious conclusion. 

 The following pages are an attempt to understand that which Coelho takes for granted—

the character and the visual impact of the architecture, art, and setting that was Azuchi Castle. 

For any student of Japanese history, the name Azuchi should already be familiar as the half-

eponym for the Azuchi-Momoyama period (安土桃山時代, 1573-1615).7 Azuchi holds this rare 

distinction primarily because the site served as Nobunaga’s seat at the climax of his rise from 

provincial daimyo (大名, E: feudal lord) to his verging on becoming a national hegemon. 

Moreover, its existence roughly coincides with a transitional moment brought on by Nobunaga’s 

ascendancy, the beginning of the end of a century of civil wars known as the Sengoku period (戦

国時代, 1467-1573, E: Warring States period). Significantly, its namesake status is also related 

to Coelho’s presumptions. Compared to all other periods in Japanese history and the seats of 

government they are named after, Azuchi was a place of political importance for only a brief 

moment.8 Construction on it began in 1576 and was completed in 1579.9 The castle then stood 

4

7 The years marking the Azuchi-Momoyama period vary depending on the scholar. Most often, the period 
is noted as either beginning with Nobunaga’s taking of the capital Kyoto in 1568 or Nobunaga’s 
dissolution of the Ashikaga shogunate in 1573. Its end is typically linked to the defeat of the heirs to 
Nobunaga’s successor, Toyotomi Hideyoshi (豊臣秀吉, 1536 or 1537-1598) in 1615. The eponym 
“Momoyama” derives from the neighborhood, located to the southeast of Kyoto, where Hideyoshi 
constructed his final castle residence. The period is occasionally also referred to as the Oda-Toyotomi 
period (Shokuhō jidai, 織豊時代).

8 If considered in isolation and defined in a manner consistent with other periods, the “Azuchi period” 
would span either 1568-1582 or 1573-1582—that is, roughly 14 or 9 years. The “Momoyama period” 
would then be 1582-1615, roughly 33 years. In contrast, other periods are considerably longer: Yayoi (弥
生時代, 300 BC-300 AD), 600 years; Kofun (古墳時代, 250-538) 288 years; Asuka (飛鳥時代, 538-710), 
172 years; Nara (奈良時代,710-794), 84 years; Heian (平安時代, 794-1185), 391 years; Kamakura (鎌倉
時代, 1185-1333), 148 years; Muromachi (室町時代, 1336-1573), 237 years; Edo (江戸時代, 1616-1868), 
265 years.

9 These dates are related in The Chronicle of Lord Nobunaga (『信長公記』) and confirmed in various 
contemporary sources. See Appendix D-1 for translations of the relevant texts. See also (Shiga-ken 
kyōiku iinkai 2003, 2009a) for a compilation of corroborating primary sources related to Azuchi, especially 
pp. 41-46 and pp. 42-47, respectively. 



for only three years before it was razed in the wake of Nobunaga’s assassination in 1582. During 

these six years, arguably little of great political import played out within the castle’s walls as 

compared to the capital (modern-day Kyoto) or the various battlefields upon which Nobunaga 

fought. Nonetheless, there are few who would argue that Azuchi does not deserve its eponymous 

status—precisely because of those walls. Azuchi’s architecture and art not only offered grounds 

for Coelho to assign ulterior motives to Nobunaga, but they more than justify the site’s 

retroactively assigned status as period namesake. At Azuchi, the aesthetic for its age as well as 

the next several generations of ruling warrior elites was established. 

 Before Azuchi the fortified residences and fortresses of provincial warriors and warrior 

elites like Nobunaga had been largely utilitarian. Typically made up of clusters of unrefined 

palisades, towers, ramparts, and barracks, these pre-mid-sixteenth-century military outposts 

functioned almost exclusively to meet the immediate demands of a given campaign. Azuchi was 

not the first fortress to break from this norm and incorporate touches of finery within its various 

buildings and designs. However, in its size and sumptuousness, Azuchi gave new definition to 

the Japanese word for castle, “shiro” (城), and, in turn, established a striking and new visual 

vocabulary that members of the warrior class could utilize to convey status and authority. The 

new shiro was a fortified, maze-like complex of paths, locks, gates, turrets, and vassal estates 

overshadowed by a towering edifice, the tenshu. A new architectural typology born at Azuchi, a 

tenshu is a multistoried, steep, pyramidal building characterized by layers of tiled eaves equipped 

with dormer gables (chidori hafu, 千鳥破風), and capped with a hip-and-gabled roof adorned 

with shachihoko finials (鯱). At least at Azuchi and its immediate successors, tenshu were also 

characterized by an interior filled with vibrant color-and-gold painted sliding doors (kinpaku 
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fusuma-e, 金箔襖絵) set within lacquered fixtures. For several generations after its destruction, 

Azuchi’s forms were replicated and rearranged at sites such as Osaka (大阪), Jurakutei (聚楽第, 

formerly located in Kyoto), Nagoya (名古屋), Fushimi (伏見, located in Kyoto), and Edo (江戸, 

modern-day Tokyo). While all of these examples are long destroyed or have been replaced by 

modern reconstructions, famous examples of this age of castle-building remain extant at Himeji 

(姫路), Hikone (彦根), Kumamoto (熊本), Matsue (松江), Matsumoto (松本), and Nijō (二条, 

located in Kyoto), among many other locales. Like their ancestor at Azuchi, each of these castles 

was at once a military fortress, a lavish residence, and a functional seat of governance.10 

Moreover and more importantly, these castles functioned as backdrops and symbols for their 

owners and as proof of the righteousness of their reign.

 This dissertation explores the origins and fundamentals of this new standard and the look 

of authority that was ushered in at Azuchi. More specifically, it addresses the forms established 

there and the manner by which they functioned as both visual symbols of and as a tool of 

legitimization for Nobunaga and his rule. For a lack of remaining buildings at Azuchi and a 

paucity of records describing events that occurred there, the limitations on this inquiry are 

substantial. For this reason, while various parts of Azuchi will be considered, the main focus of 

this effort is the Azuchi tenshu. Despite the few accounts of it and the ongoing debates over it, 

the tenshu is the best understood of Azuchi’s lost architectural structures. Indeed, the tenshu is 

the only building of the many that once stood and still stand on Mt. Azuchi that can be 

incontrovertibly identified in both the written and archeological record. This state of affairs is a 

direct testament to the tenshu’s singular importance. As should be already apparent from 

6

10 While some of these castles were developed in preparation for a looming Toyotomi-Tokugawa conflict, 
with the notable exception of Osaka Castle—which hosted the so-called Sieges of Osaka (大阪の陣) in 
1614 and 1615—none of the castles listed above was the site of a siege or other large scale battle.



Coelho’s account, the tenshu was the most visually prominent structure in all of Azuchi. It was 

Nobunaga’s most public face and the crowning jewel of Azuchi. The record that remains is both 

product and proof of its significance and more than justifies special attention being paid to it.

 As I will argue, the Azuchi tenshu represents a nexus of several overlapping social, 

technological, and ideological trends or areas that are manifest in the attributes of the tenshu’s 

height, its keep, and its creators. In these three attributes, a concerted effort to frame Nobunaga 

as both of province and of capital and as the unique heir to the legacies of indigenous and 

continental leaders can be discerned. This thesis was born by way of an approach originally 

proposed by the archeologist Matthew Sullivan.11 In his study of English castles, Sullivan 

advocates the use of a guiding metaphor: castles as theater or, more specifically, castles as 

carefully managed stage settings or backdrops in which individuals’ lives were played out. 

Within this metaphor lies a critical reciprocal relationship: the form of the castle defines the 

identity of its inhabitants, while the lived experience of those inhabitants lends meaning to the 

castle’s forms. In Sullivan’s own words, “castles are made by people, but make people in their 

turn.”12 Sullivan’s model cannot be perfectly grafted onto Azuchi as it emphasizes the lived, 

evolving experience of the inhabitants over generations and ages. Azuchi’s existence was too 

short and the record on its inhabitants is far too incomplete to be able to make any full account. 

Nevertheless, his core metaphor is a useful lens particularly if applied to Azuchi’s most 

important resident, Nobunaga. As already demonstrated above with the example of the o-bon 

festival, Azuchi clearly functioned as a stage for Nobunaga to display his reach and influence. 

Following Sullivan’s lead, this one-time performance should not be seen as having concluded 

7

11 See introduction to (Johnson 2002).

12 (Johnson 2002) p 12. Italics removed.



when the lanterns were extinguished and the torchbearers went home; rather, it was one episode 

in an ongoing “celebration of Nobunaga” that was manifested and perpetuated by the 

architectural forms, decoration, and paintings hosted at Azuchi. Nobunaga made Azuchi and, 

although the relationship never came to a clear climax, Azuchi was meant to make Nobunaga. 

The question is thus, in what way did Azuchi “make” Nobunaga? 

 The three attributes listed above—height, keep, and creators—are singled out as they are 

original to the Azuchi tenshu, defining characteristics of the Azuchi tenshu, and, most 

importantly, stand out as unusual in their own right. In other words, it is these attributes above all 

others that can be identified as both distinct to Azuchi (likely demanding special attention in their 

own time) and can be isolated and examined without worry that they have been tainted by 

retroactive romanticization or overuse in later castles.13 I contend that in their forms, 

associations, and uniqueness, critical clues regarding the manner in which Azuchi was conceived 

and constructed to “make” Nobunaga in his day can be found. 

 The first attribute, the Azuchi tenshu’s vertical character, stands out as the building’s most 

immediately appreciable and, in its own day, most striking design feature. The tenshu’s height is 

remarkable in that it represents a stark break from a long-standing tradition of Japanese elites 

8

13 There are other elements such as dry-stone walling known as ishigaki (石垣), the use of roof tiles on 
residential buildings, and the use of gold-leaf on these roof tiles that are often cited as original to Azuchi. 
Recent archeological studies have revealed, however, the use of each of these structural and decorative 
elements at Nobunaga’s previous castles in Komaki (小牧) and Gifu (岐阜) As these elements were used 
both before Azuchi and universally adopted in the construction of castles after Azuchi, they are distinct 
from the attributes focused upon in the following pages. Regarding Komaki and its ishigaki, see (Kono 
2012). Azuchi has long been thought to have been the first locale where gold-leaf pressed tiles were 
used, but recent discoveries at Gifu, not yet published at the time this dissertation was written, have 
shown the first examples of gold-leaf pressed tiles. For a summary of ishigaki and roof tiles and their 
significance at Azuchi in English see (Coaldrake 1996) pp. 106-119.



forsaking towering heights as a means to project status.14 I contend that this “discovery of 

verticality” at Azuchi is directly linked to Nobunaga’s provincial roots. In the prolonged use of 

military forts brought on by the unending conflicts during the Sengoku period, provincial 

warriors such as Nobunaga found in turrets, watchtowers, and archers-perches an ideal, eye-

catching, and adaptable vehicle to develop as a symbol of their kind and reach. This height, 

combined with the decorations and finery normally reserved for the architecture of temples and 

court, projected a twofold message of Nobunaga’s roots in the provinces and his status as peer 

and heir to previous elites and elite institutions. 

 The second attribute, the tenshu’s keep—that is, the building’s two top stories—was both 

the most immediate beneficiary of this height and the grandest expression of this claim to an elite 

legacy. Composed of an octagonally shaped story capped with a square story covered in gold 

leaf, the Azuchi tenshu keep is not only unique in Japanese premodern architectural history, but 

also in all of East Asian architectural history. As I will argue, its architectural form and the 

syncretic painting program it housed announced Nobunaga’s aspirations to lay claim to the 

9

14 More precisely, the Azuchi tenshu was the first true multistoried, monumental building ever constructed 
in Japan. Importantly, it was the first to use height to advertise the military, material, and political prowess 
of a single leader without relying on a religious tradition to mediate its message. There were monumental 
buildings in Japan before Azuchi as well as multistoried buildings. For example, a pre-Azuchi example of 
a monumental building is the Tōdaiji Great Buddha Hall (東大寺大仏殿) in Nara. A pre-Azuchi example of 
a multistoried building is the three-storied Golden Pavilion (金閣) of Kinkakuji (金閣寺, also known as 
Rokuonji 鹿苑寺) in Kyoto. The Azuchi tenshu is distinct from these structures however, in that it 
embodies both properties. Although access to the interior of its roof is possible, the Great Buddha Hall is 
in practice only a single-storied building. The Golden Pavilion is multistoried but lacks any claim to 
monumentality. Another building typology worth noting here is the pagoda (tō, 塔). Pagodas can be 
monumental (for example, the pagodas that were originally positioned in front of the Tōdaiji Great Buddha 
Hall) and represent an architectural typology that is defined by impressive height, but they are not true 
multistoried structures as they cannot be easily ascended or inhabited. Also worth noting is that these 
buildings and building types can be distinguished from the Azuchi tenshu in that they are rooted, to 
varying degrees, in Buddhist traditions. The Azuchi tenshu, while it incorporates Buddhist architectural 
and decorative forms, was not conceived as a space for monks to activate. Unlike any of its precedents, 
Nobunaga did not share the building’s symbolism with any religious tradition or institution. Rather, he 
essentially appropriated them. 



legacies of both the leaders he supplanted, namely the Ashikaga shoguns, as well as the sage 

kings of Chinese classical past. In the keep, a union of indigenous and continental notions of 

legitimate rule was manifest and served to proclaim Nobunaga’s legitimacy as rightful heir to his 

hegemonic position. 

 The final attribute, broadly labeled as the tenshu’s creator, strays from the realm of the 

visual, but is nonetheless worth exploring as it exposes several overlaps in the framing of 

Nobunaga and his conduct. At the core of this attribute stands a riddle: Nobunaga had the most 

famous, talented, and experienced Master Carpenters (odaiku 御大工 or toryō 棟梁)—the 

premodern Japanese equivalent of an architect and foreman—of the capital and neighboring 

provinces at his disposal. However, Nobunaga appointed a relatively unknown figure, Okabe 

Mochitoki Mataemon (岡部以言又右衛門, d. 1582), to design and construct the tenshu. This 

appointment, I argue, is not unlike the height of the tenshu and its finery, as it shows Nobunaga 

to be straddling his roots and his aspirations. The appointment is simultaneously reflective of a 

leadership style born of the provinces and of Nobunaga’s imitating a model of patronage 

inherited from his predecessors in the Ashikaga shogunate. As an added bonus, this inquiry into 

Mochitoki also lays bare a critical intersection between the height and form of the tenshu and the 

technological means by which it was realized. Mochitoki was not merely chosen for who he was 

to Nobunaga, but also because he had shown a mastery of architectural drawing, a then newly 

discovered approach to constructing buildings and a critical prerequisite for the realization of the 

tenshu’s monumental size and height. In this respect, the Azuchi tenshu not only stood as an 

expression of Nobunaga’s identity, ambitions, and claims as heir to various legacies, but also 

showed him in full command of the technical and organizational tools, reified in the tenshu’s 
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very creation, that indicated a potential corresponding ability to move the populace beyond the 

conflicts of the Sengoku period.

 This thesis on Azuchi and its tenshu represents both a break from and a continuation of 

previous attempts to understand and analyze Nobunaga’s famous home. Given its importance not 

only to the history of Japanese art and architecture but also Japanese history in the main, it 

should come as no surprise that the topic of Azuchi has received substantial scholarly attention.15 

These previous efforts can be largely grouped into one of five overlapping fields: historical, 

archeological, castle studies, art historical, and finally architectural-historical. Historical studies 

on Azuchi focus broadly on its place and significance within the context of Nobunaga’s 

biography, the history of the samurai class, as well as the social and political context of the 

Sengoku period.16 Archeological studies tackle issues surrounding the physical remains 

uncovered upon Mt. Azuchi.17 This includes the study of roof tiles, tile fragments, ceramics, and 

the steep dry-stone walling known as ishigaki (石垣). Within castle studies, Azuchi is discussed 

within the context of military history and castle design.18 To be sure, no battle was ever fought at 
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15 A comprehensive bibliography of Japanese language texts on Azuchi that goes beyond the texts listed 
in the footnotes here can be found in (Shiga-ken kyōiku iinkai 2009b) pp. 100-111. For an introduction to 
many of the basic materials related to Azuchi, see also (Miura 2006).

16 For example (Akita 1990), (Hashimoto 2002), and in English (Lamers 2000) pp. 122-148. Although it 
extends into the archeological, I include urban planning under this category, as it is often related to 
economics; see, for example (Kido 2008), (Kojima 1997). Likewise included in this category is the history 
of the temple charged to oversee Mt. Azuchi, Sōkenji. See (Shiga-ken kyōiku iinkai jimukyoku bunkabu 
bunkazai hogoka 1992), (Shiga-ken Azuchi jōkaku chōsa kenkyūjo 1995), (Takaki 1995).

17 Owing to the 1989-2009 archeological digs on Mt. Azuchi there has been a boom in related 
publications. Detailed summaries of the digs can be found in (Shiga-ken kyōiku iinkai 2008, 2009c). For 
general, introductory summaries see (Kido 2003), (Shiga-ken Azuchi-jōkaku chōsa kenkyūjo 2005), (Tsuji 
and purojekuto 2001). A good source for articles on Azuchi and its archeology, see the periodical Kiyō 
published by the Shiga Prefectural Azuchi Castle Archeological Museum (Shiga-kenritsu Azuchi-jō kōko 
hakubutsukan). Articles related to tiles, ceramics, and ishigaki at Azuchi are listed in (Shiga-ken kyōiku 
iinkai 2009b) pp. 100-111.

18 See for example (Senda 2013, 2000), (Miura 2005, 1999).



Azuchi. However, Azuchi’s space and design was born out of the traditions of military men and 

embodied many lessons of war. Consequently, its layout and functional dynamics represent a key 

area of interest to these specialists. Art historical studies on Azuchi largely revolve around one of 

two subjects. The first of these is Kanō Eitoku (狩野永徳, 1543-1590), the artist responsible for 

the painting program of the tenshu as well as multiple other buildings within the castle’s inner 

enceinte.19 Included under the rubric of studies concerning Eitoku are the origins and 

development of taiga (太画, literally translated, “grand pictures”). Allegedly invented by Eitoku 

at Azuchi, taiga is a style of painting characterized by bold brushwork and the depiction of large, 

vibrantly colored single subjects typically set against gold-leaf backgrounds. The second area of 

focus for art historians has been the Chinese painting subjects depicted within the tenshu. Studies 

of this kind typically revolve around the meaning and appeal of these subjects in the Japanese 

context, as well as their utility as reflections of the hierarchical social relationships enacted in 

their presence.20 

 While this dissertation touches upon and draws from each of these disciplines, it is most 

informed and most resembles studies related to the final category, architectural history. Studies of 

this kind generally address Azuchi’s place in the history of Japanese architecture, specifically 

residential, warrior elite, and castle architecture, and are often centered on reimagining or 

reconstructing of Azuchi’s various lost buildings, particularly its tenshu.21 No new reconstructive 
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19 See for example (Kawamoto 1997), (Kyōto Kokuritsu Hakubutsukan 2007), in English (Wheelwright 
1981).

20 See for example (Ōta 2002), (Ōnishi and Shōko 1995), in English (Brown 1997).

21 Examples of this category of study are by far the most numerous studies published on Azuchi. A listing 
of texts that propose reconstructive models of the Azuchi tenshu can be found in appendix G-1. Works 
focused on various other buildings and reconstructive models of buildings are scattered throughout the 
footnotes of the first and second chapters of this dissertation.



model is offered here, but the issues raised by these models will be addressed at length. Likewise 

included within this category and regularly revisited in the pages to come is a famous exchange 

between the architectural historians Naitō Akira (内藤昌, 1932-2012) and Miyakami Shigetaka 

(宮上茂隆, 1940-1998) ostensibly concerning their respective reconstructive tenshu models. The 

story of their “debate” is likely already familiar to many readers. In 1976, Naitō published a 

meticulously crafted reconstructive tenshu model (figure 0.2) that was largely based on a 

discovered scroll that he posited as a copy of the original floor plan of the Azuchi tenshu.22 The 

model is often reproduced in texts that mention Azuchi and has etched an indelible place in the 

memories of many because of its incorporation of an extraordinary design feature: a multistoried 

atrium and hovering Noh stage situated in the core of the tenshu. A year after the Naitō model 

was introduced, Miyakami published a rebuke that conclusively revealed the basis of Naitō’s 

work to be inauthentic—specifically, an Edo period (1615-1868) reconstructive model. In doing 

so, Miyakami exposed the Naitō Model to be essentially groundless and offered his own 

reconstructive tenshu model (figure 0.3) based on both key parts of Naitō’s research and his own 

studies of castles as a new alternative.23 

 Naitō and Miyakami are raised here as their work represents a critical foundation and 

guide for the ideas proposed in this dissertation. Although Naitō’s model and his conclusions are 

problematic and have been largely discarded, his analysis nevertheless remains, to date, the most 
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22 (Naitō March-April 1976). Naitō’s work on Azuchi has been republished in book form twice (Naitō 1994, 
2006).

23 (Miyakami March-April 1977). Miyakami would later return to this model and redeveloped it in a mature 
form in several other publications (Miyakami 1992, 1994, 1995).



comprehensive attempt at reading the tenshu using an interdisciplinary lens.24 Naitō was the first, 

and I would argue the last, to attempt to draw from all five fields of study to produce an 

overarching reading of the material attributes of the tenshu as they related to Nobunaga’s 

circumstances, the ideological currents of the time, as well as the social, cultural, and political 

context of the 1570s. While his conclusions are likewise rejected here, his systematic and 

interdisciplinary approach and his overall goal lie at the heart of this work. 

 Conversely, Miyakami’s work has proven a critical corrective and a guiding light for 

moving beyond Naitō’s shortcomings. Although his efforts are remembered most for debunking 

Naitō, Miyakami’s work is arguably more significant in that it points out a core bias that still 

looms large in any study of Azuchi. Miyakami does not explicitly state it, but within his response 

to Naitō lies a clear underlying indictment: the reason that Naitō failed to see his source material 

as problematic is that the eclectic and grandiose character of the Edo plan appeared consistent 

with the popular, larger-than-life, and posthumously constructed image of Nobunaga. As will be 

explained in due course, the Miyakami Model is imperfect in many key respects, but it remains 

the superior model precisely because it reins in an inclination to see the tenshu conform to 

Nobunaga’s historical legacy. Rather, his model is rooted in the study of contemporary 

architectural norms and for this reason is adopted here, with essential qualification, as a standard. 

Miyakami’s work also represents a critical foundation for the central arguments of several 

chapters. These contributions are best accounted for in a summary of the chapters to follow.
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 This dissertation is divided into two main parts. The first part, comprised of two 

complementary chapters, consists of an overview of the form and character of Azuchi Castle, a 

summary of the key primary sources, and a historiography of studies of the site. These two 

chapters were originally conceived with an ostensibly simple question in mind: what are the 

basic limits of knowledge about the form, decoration, and appearance of Azuchi Castle and, in 

particular, the Azuchi tenshu? While the subject will vary, this line of inquiry lies at the heart of 

all studies of visual culture. A reasonably well-defined, visible or once-visible subject or set of 

subjects is required as an essential, grounding core around which analysis can be constructed. 

With Azuchi in particular, such an inquiry is especially necessary. It is a sad fact that virtually 

every discussion of Azuchi regardless of language contains at least one glaring mistake, 

statement of dubious merit, or under-qualified assertion. The fault does not lie with researchers, 

but with the Gordian nature of the primary sources and secondary literature. My ambition in 

developing this first part was to put to rest this confusion or, at least, offer a guide that might 

make future errors less excusable and, in turn, provide a strong foundation for my own 

arguments. The final product is, however, slightly evolved from these origins. Owing both to the 

complexity of the material, and, more so, to the fact that the more that I probed into these 

matters, the more discoveries I made concerning areas requiring extended exposition, my goals 

shifted over time. For this reason, a substantial portion of work done for this part, specifically the 

minutiae of details and debates over the tenshu and its primary sources, were transferred to the 

appendices and the various annotated translations included there. What remains is an overview of 

the core pillars to understanding Azuchi and its tenshu and a foundation that frees later chapters 

from having to dwell on the various qualifying statements that the material demands. 
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 Chapter one covers two areas. The first half is a walkthrough of the ruins on Mt. Azuchi; it 

offers a basic introduction to the layout and form of the castle as it once stood and now remains. 

The purpose of this summary is to introduce the basic vocabulary used to describe the various 

parts and buildings that once dotted Mt. Azuchi’s slopes and peaks. The second half builds upon 

this outline and fleshes out this space by introducing the four main primary sources related to 

Azuchi: the Azuchiyama screens (Azuchiyama-zu byōbu 「安土山図屏風」), an almost legendary 

painting of Azuchi Castle executed by Eitoku, gifted to the Jesuits, and lost in the Vatican; 

Azuchiyama-ki (「安土山記」 E: Record of Azuchiyama), an encomium written by the Zen monk 

Nanka Genkō (南化玄興, 1537-1604) in celebration of Azuchi; The Chronicle of Lord 

Nobunaga (Shinchō-kō ki, 『信長公記』), a biography of Nobunaga written by his former vassal 

Ōta Gyūichi (太田牛一, 1527-1613); and finally, the various accounts left by Jesuit missionaries. 

A summary of these sources was first produced by Naitō as part of the development of his model, 

and like Naitō, a key objective of this section is to highlight the various tidbits of information 

that can be gleaned from these sources regarding the form and character of both Azuchi Castle 

and its tenshu.25 The survey included here adds several new discoveries and long-overdue points 

of clarification. The unifying thread of this section, however, is derived from Miyakami. 

Miyakami theorized that the three Japanese primary sources—the screens, the encomium, and a 

detailed description of the tenshu included within Nobunaga’s biography—were all connected as 

they were directly commissioned by Nobunaga.26 My discussion of these sources represents a 

follow-up to this thesis and the first attempt to prove its grounds.
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 Chapter two tackles the intertwined history of the site of Azuchi Castle, the waves of 

archeological digs that have occurred there, and the evolution and nature of reconstructive tenshu 

models. Although broad in scope and touching upon a wide range of oft-cited pillars in the study 

of Azuchi, the various topics and issues addressed in this chapter all ultimately converge around 

one central focus: the tenshu pedestal. The tenshu pedestal represents a topic of particular 

significance to the study of Azuchi as it is the only concrete point of intersection between the 

written and archeological records. As such, it represents a critical touchstone for which 

reconstructive model makers have been invariably forced to account. By way of tracing the 

history of the site and archeological record of Azuchi, the evolving understanding of the pedestal, 

and the impact of this understanding on the primary record, the net effect on the reimagining of 

the tenshu is laid bare. The greater objective of this discussion is to explain the superiority (as 

well as the flaws) of the Miyakami Model and the pitfalls of the prevailing assumption, 

mentioned above, that the tenshu should conform to the grandiose posthumous image of 

Nobunaga. To these ends, I offer in this chapter a new, mathematically based formula rooted in 

the relationship of pedestal to primary source that both bolsters the case for the Miyakami 

Model’s superiority and clarifies the constraints and challenges that inform the basic character of 

every reconstructive tenshu model.

 The second part of this dissertation deals with the various questions and arguments, 

already laid out in part above, for the three original attributes of the tenshu—height, keep, and 

creators—and the manner in which these attributes evolved, reflected, and functioned as 

backdrop elements to frame Nobunaga. Unlike the order in which they are introduced above, the 

discussions related to these attributes are addressed in the following pages in a roughly 
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chronological sequence. Chapters three to five respectively correspond to the origins of the 

tenshu (i.e. its height), its conception (i.e. its creators), and its reception (i.e. the keep). 

 In chapter three, the origins, revolutionary nature, and significance of the Azuchi tenshu’s 

height is addressed through the lens of an extended history of military architecture in Japan. This 

history broadly revolves around the tenshu’s immediate precursor, an architectural type known as 

the yagura (櫓 also written as 矢倉, 矢蔵, or 矢坐), a term that is invariably translated into 

English as “tower” or “turret.” I explore a key question related to this typology: why did yagura 

only evolve into signifiers of status and authority in the mid-sixteenth century? The answer to 

this inquiry derives from various evolving cultural, political, military, legal, and economic 

circumstances specific to the Japanese archipelago. I ultimately argue that the evolution of 

yagura into tenshu is a product of a shift in each of these areas brought on by the unending wars 

of the Sengoku period. In these wars, the distinct identity of provincial warriors gradually 

emerged, and as the members of this class consolidated their wealth and territorial possessions, 

they found in the yagura an appropriate and adaptable architectural face that announced their 

presence and status in ways that had been previously unnecessary. At Azuchi’s immediate 

precursors in Gifu Castle (岐阜城) and Tamonyama Castle (多聞山城), the yagura as a symbol 

of the provincial warrior was first combined with the finery of the warrior elite of the capital, and 

a new and potent symbol and aesthetic of authority was born.  

 Chapter four addresses the previously mentioned riddle of Mochitoki’s appointment as 

the Master Carpenter for the Azuchi tenshu. Although he was key to inventing the tenshu 

typology, Mochitoki is a remarkably understudied figure. This chapter hopes to correct this both 

by explaining both the grounds for his appointment and by using him as a vehicle to explore the 
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concurrent shifts in architectural practice that enabled the development of yagura into tenshu. To 

these ends, the chapter first traces the history of the Okabe clan and the evolving role of Master 

Carpenters and their relationships with patrons. This discussion reveals Nobunaga’s relationship 

with Mochitoki as similar to the tenshu itself. Both were grounded in Nobunaga’s provincial 

roots but likewise informed by the model of the Ashikaga shoguns. The focus of this chapter then 

shifts to Mochitoki’s qualifications and the skills that were required for him to realize the height 

and complex design of the Azuchi tenshu. I contend that Mochitoki’s work at Azuchi was 

revolutionary in that it was the first significant architectural product born of a mixed approach 

employing both traditional building practice based on the determination of proportions and a 

newly introduced methodology of architectural drawing to plan buildings. As such, the Azuchi 

tenshu assumes a new set of meanings. It was not just a symbol of Nobunaga, but also a 

harbinger of new engineering possibilities and physical proof of a future beyond war.

 Finally, chapter five contains what might be the most significant and potentially 

controversial argument in this dissertation. Compared to the other two chapters of part two, the 

argument of this chapter benefits most from the foundations established in part one. I make the 

case in this chapter that the Azuchi tenshu keep embodies traits from both Ashikaga models, 

namely the famed Golden and Silver Pavilions (Kinkaku 金閣 and Gingaku 銀閣, respectively), 

as well as a Chinese architectural type known as the Mingtang (明堂, J: meidō, literally 

translated, “Bright Hall”)—a building constructed by only the most powerful of Chinese 

emperors as a potent legitimizing symbol of their possession of the Mandate of Heaven to rule. 

This fusion of indigenous and continental models was designed and intended as a grand 
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expression of Nobunaga’s attempt to manage several ideological pillars critical to his claim to 

being a legitimate ruler and future national hegemon. 

 The approach to Azuchi and the conclusions drawn here will, I hope, ultimately serve to 

highlight Azuchi’s distinct character and better link the current understanding of pre- and post- 

Azuchi architectural and artistic traditions. It is my greater intent here to dispel or, at the very 

least, complicate the notion that the evolution of the Japanese castle was a straightforward path 

launched at Azuchi. To the contrary, by way of this examination of the Azuchi tenshu, I hope to 

reveal that Azuchi was the product of specific social, ideological, and technological trends within 

a culture born of war that was gradually evolving into a new, more stable political environment. 

The Azuchi tenshu was a structure that adopted various decorative and structural elements from 

indigenous and continental models. These individual elements were selectively adopted not just 

to overwhelm the audience with size and sumptuousness, but also, as outlined above, to frame 

Nobunaga in a specific manner and respond to a specific political and ideological context. Some 

elements were thereafter repeated as new standards in other castles and other tenshu. Other 

elements, such as the shape and paintings subjects of the keep, were rejected as no longer 

relevant. While this later trajectory extends beyond the scope of this dissertation, the groundwork 

is laid here for further exploration of both Japanese castles and the visual culture of pre-modern 

Japanese warrior elites. 
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Chapter 1
The Form of Azuchi I: Terms and Primary Sources

I. Introduction

 To discuss Azuchi it is first essential to define it. This is a daunting task for a list of 

reasons: the large scale of the mountain and castle complex, the ambiguity and paucity of 

primary sources, centuries’ worth of overlapping place names, centuries of neglect, as well as 

waves of undocumented and inconsistently applied repairs. Each of these factors pose unique 

problems and challenges. Nevertheless, while gaps will remain inevitable, a rough, but basic and 

substantiated picture of Azuchi is possible.

 Perhaps surprisingly, such a summation of Azuchi’s form is long overdue. Since at least 

the seventeenth century, there have been attempts to re-imagine Azuchi’s tenshu, and from the 

late nineteenth century, there have been attempts to re-imagine the entirety of the mountain 

complex. To date, there exist roughly twenty tenshu reconstructive models and, due in large part 

to discoveries made in the most recent 1989-2009 archeological survey of Mt. Azuchi, there now 

exist reconstructive models of several other structures that once dotted the mountain’s slopes, 

ridges, and peak.1 Despite their great volume, the character of these efforts has remained largely 

unchanged over time. Each reconstruction of Azuchi’s parts has, to varying degrees, been based 

on one of three pillars: primary sources, the archeological record, and finally, conjecture. It is 

this final pillar, essential yet ultimately subjective, that represents the crux of the problem. 

 The primary objective of reconstructions has been the creation of a sourced, visually 

cohesive, and ostensibly functional scale model. Until now, the creation of a foundation for a 
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broader critical analysis has been of secondary concern. To be sure, there exist several important 

scholarly readings of Azuchi’s form, particularly of its tenshu.2 However, because models and 

analysis are presented hand-in-hand, areas of speculation are either sidestepped altogether or, 

unfortunately blurred. As a consequence, the bar to entry for any deeper inquiry of Azuchi has 

been left frustratingly and unnecessarily high. To cite or note any meaning or significance in 

Azuchi’s construction or composition, particularly that of its tenshu, is to wade through a 

minefield of speculation, second-guessing, and to devote substantial time to securing a grasp of 

the primary and secondary sources related to the topic.3

 One exception to this criticism merits special mention. This and the next chapter are both 

greatly indebted to Kido Masayuki, the head of the 1999-2009 archeological survey, and 

specifically to his 2003 book Yomigaeru Azuchi-jō (『よみがえる安土城』, E: Azuchi Castle 

Reconstructed).4 Yomigaeru Azuchi-jō represents a notable exception to the criticism leveled 

above as it offers no reconstructions and is the first in-depth scholarly attempt to reconcile that 

which is known about Azuchi using the written record and the most recent archeological data. 

Kido’s work is groundbreaking in that it lays out a clear etymology for many of the overlapping 

place names within Azuchi as well as succinctly summarizes a great amount of complex 

archeological data. Yet while Yomigaeru Azuchi-jō contributes much, it falls short of removing 
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republished in (Naitō 2006); (Miyakami March-April 1977, 1992, 1994, 1995), (Hyōdō 1991).

3 Several websites exist which were created by amateur enthusiasts that grapple at length with the 
conundrums posed by contradictions in the primary record, the archeological record, and the secondary 
record. They include: http://castles.noblog.net; http://www1.asitaka.com/index.htm; http://blog.goo.ne.jp/
asitaka_001 Amateurs are not the only ones who have been frustrated up by this lack of clarity. While it 
remains the best English language discussion of Azuchi to date and reveals a keen awareness of the 
depth of the challenge, William Coaldrake’s writing on the topic avoids the many the areas of ambiguity, 
particularly around the topic of reconstructive models. (Coaldrake 1996) pp. 106-119.

4 (Kido 2003) Just published as this dissertation was being prepared is another work of high quality, 
(Senda 2013)



several of the key obstacles mentioned above. Kido’s work is deficient in that it does not fully 

grapple with primary sources or reconstructive models of the tenshu, the single most important, 

analyzed, and debated building of Azuchi. While the tenshu reconstructive models will be dealt 

with more in the following chapter, the focus here will be primary sources. Kido’s interest in 

these sources remains limited to tracing etymologies and matching structures mentioned in the 

record to those on the ground. As he does not deal with their nature, Kido provides little 

foundation for understanding the differences between tenshu reconstructive models. As a 

consequence, his broader analysis of Azuchi is limited in scope.5

 The first and immediate goal of this chapter and the next is largely similar to that of 

Kido’s efforts: to present a simplified survey of Azuchi’s form, internal terminology, 

historiography, and the limits of current knowledge. In the first part of this chapter, the basic 

paths, key locations, composition, and the internal terminology of Azuchi will be introduced. 

This walkthrough of Azuchi is an important prerequisite to any further discussion as it provides a 

basic framework upon which further details can be layered. In the second part of the chapter, the 

few primary sources that provide concrete information regarding Azuchi’s appearance will be 

introduced and the clues regarding the form of Azuchi that they provide will be summarized. The 

sources that will be discussed are eclectic. They include the lost Azuchiyama screens 

(Azuchiyama-zu byōbu 「安土山図屏風」) and their European vestiges; the Zen monk Nanka 

Genkō’s (南化玄興, 1537-1604) panegyric of Azuchi titled Azuchiyama-ki (Record of 

Azuchiyama 「安土山記」); the great cornerstone of Nobunaga studies Ōta Gyūichi’s (太田牛一, 

1527-1613) biography of Nobunaga, Shinchō-kō ki (「信長公記」, E: The Chronicle of Lord 
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Nobunaga) hereinafter referred to also as The Chronicle and; finally, the writings of Jesuit 

missionaries. In the short, it is my hope that this introduction to Azuchi’s space, terminology, and 

key primary sources will provide a basic understanding of Azuchi’s form. Looking further 

beyond, this foundation will ultimately serve as a springboard into issues of historiography and 

reconstructive models discussed in the next chapter. Likewise and in the larger scheme of this 

dissertation, this primer is meant to provide the building blocks for connecting sources with 

speculation and, in turn, fill in those gaps which may undermine a more in-depth interpretation. 

Unlike Kido and other studies of Azuchi, in introducing and summarizing these primary sources, 

it is my intent to accomplish a series of complimentary and overlapping objectives: (1) to clarify 

the nature of and offer several corrections to the popular understanding of some of the primary 

sources; (2) to account for the complex, prerequisite understandings of the fault-lines and debates 

over these texts; and finally, (3) to recast these primary sources not as disparate accounts, but as 

directly related and overlapping. 

 The first of these complimentary goals stems from both a need to account for new related 

research efforts and a pervasive lack of sourcing in older Japanese scholarship. This need for 

basic clarification and the consideration of new sources mainly applies to Azuchiyama-ki and The 

Chronicle. On the other hand, those primary sources authored by Europeans related to Azuchi—

that is, the Jesuit accounts of Japan as well as the European vestiges of the Azuchi screens—have 

largely escaped serious scrutiny beyond assessing their value as tools to help re-imagine Azuchi, 

particularly its tenshu. These sources contain, however, issues of authorship and alteration that 

have entirely been overlooked and demand some degree of exposition. In the case of the 

Azuchiyama screens, this reassessment is critical as it leads to badly required corrections 
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regarding their European vestiges. In regards to the Jesuit accounts, my reassessment does not 

alter the nature of the text, but hopefully will, at the very least, spare future researchers the 

headache of being tripped up by or having to reengage the problem of copied texts and, at best, 

may well serve to open new doors for future lines of inquiry. 

 The second complimentary goal, while applicable to varying degrees to each of the 

primary texts, is mainly an issue that haunts the single most important and most famous source 

regarding Azuchi’s form, an episode from The Chronicle that relates in meticulous detail the 

form of the tenshu. A consequence of various revised drafts that Gyūichi produced of this 

episode, the description itself is known by several names, the two most important being Azuchi 

nikki and the “Program of the Azuchi Tenshu.” To be able to discuss the tenshu to any degree, it 

is essential to clarify the basic nature of Gyūichi’s descriptions and the battle lines that they have 

created. Because of the extremely complex nature of the details of this debate, both critical to 

acknowledge, but painstaking to explain properly, it is done here to spare the reader required 

qualification that might prove distracting in making later arguments. 

 The third complimentary goal to defining Azuchi is to bolster and develop a thesis first 

proposed by Miyakami Shigetaka in the later part of his career.6 In discussing the primary 

sources related to the Azuchi tenshu, Miyakami was the first to point out that two of these 

sources were directly commissioned by Nobunaga, namely the Azuchiyama screens and 

Azuchiyama-ki. Miyakami further argued that the aforementioned tenshu description should be 

included in this group as a third commission. Miyakami never fully substantiated this thesis, but 

it is one that I will argue can be confirmed by circumstantial evidence as well as through several 
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areas of overlap that exist between the description of the tenshu and the other Japanese sources. 

This overlap, I contend, is highly significant in that it further reveals a present, concerted, and 

overarching discourse in the Japanese primary sources and may be seen as likewise having  

permeated the Jesuit descriptions. 

II. Azuchi’s Basic Layout and Landmarks 

 Before proceeding further, it is essential to define Azuchi’s basic composition and 

become familiar with its internal place names as well as some of the terminology commonly 

employed to describe Japanese castles. To accomplish this task, two guides will be employed: a 

modern topographical survey map (figure 1.1) of Mt. Azuchi and an older map, the Tanba City 

Kashiwabara History & Folklore Museum’s Map of the Old Azuchi Castle, Gamō District, Ōmi 

Province (Ōmi-kuni Gamō-gun Azuchi-kojō zu 近江国蒲生郡安土古城図, figure 1.2), hereafter 

referred to as the Map of the Old Azuchi Castle. Although the topographical map was originally 

produced in 1976 and is dated in some respects, it nonetheless offers a scaled and precise 

description of the mountain’s terrain that is largely unchanged to this day.7 The 1687 Tanba City 

Map of the Old Azuchi Castle, on the other hand, is one of several almost identical maps that 
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entirely disappeared. While it is imperfect, this topographical map is largely accurate, and remains a 
standard reference, for it is still the most detailed depiction of Mt. Azuchi that exists to date.



together represent the earliest known extant depictions of Mt. Azuchi.8 Widely thought to have 

been produced in conjunction with the centennial anniversary of Nobunaga’s death and used as a 

guide for visitors to the site, the Map of the Old Azuchi Castle represents the point of origin for a 

majority of the internal place names used today to describe the space of Mt. Azuchi.9 While the 

survey map will help to give a precise understanding of Mt. Azuchi’s topography, the 

composition of the Map of the Old Azuchi Castle was designed for immediate exposition and, in 

its capacity as a sightseeing map, it provides a concise summary of many of the mountain’s key 

elements. Additionally, because the Map of the Old Azuchi Castle was produced at a time closer 

to Azuchi’s prime than our own, it additionally provides a useful window onto many of the 

differences between Mt. Azuchi past and present. 

 It bears mention at outset that only select parts of Mt. Azuchi will be discussed here and 

that many of the places labeled in both maps will not be considered. In its heyday, Azuchi was 

covered with a vast network of paths and byways linking the base to the peak as well as various 

parts of the mountain to each other. These paths were lined with a large number of buildings 

serving almost every imaginable function. Most of these paths and structures, however, do not 

appear in any primary texts and have never been properly excavated. These gaps in knowledge 

are, unfortunately, not likely to be filled in the near future. Kido estimated that at the rate of 

progress at which his team excavated the main arteries, vassal estates, and the main castle 

complex, it would take roughly two hundred years to properly and completely examine the 
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whole of the mountain.10 Given these restrictions as well as the limited scope of this dissertation, 

the focus here will be the same as Kido’s team: the main paths leading to the mountain’s peak—

that is, the two primary paths, the ōtemichi (大手道) and the Dodobashi-michi (百々橋道), as 

well as the two service paths, the nanamagari-michi (七曲道), and the karamete-michi (搦手道); 

the vassal estates, facilities which once lined these routes as well as the temple complex of 

Sōkenji (摠見寺); and finally the central castle complex crowning Mt. Azuchi’s peak—

composed of an outer and inner enceinte (主郭中核部) made up of a honmaru (本丸, primary 

bailey, literally translated: “main circle”) the  tenshu pedestal (tenshu-dai, 天主台), the honmaru 

annex (honmaru toritsuke-dai, 本丸取付台), ninomaru (二の丸, secondary bailey, literally 

translated: “secondary circle”), and sannomaru  (三の丸, tertiary bailey, literally translated: 

“third circle”).

 The principle shape of Mt. Azuchi in the Map of the Old Azuchi Castle and the survey 

map differ greatly. In the survey map, Mt. Azuchi is comparable to the shape of an upside-down 

four-leafed clover. In this analogy, the northern half of the mountain, an extending ridge, 

corresponds to the stem. This low-lying ridge extends out further than any of its peers and, at its 

northernmost end, crooks slightly to the west as if buckling under the weight of its “leaves.” The 

southern half of the mountain corresponds to the leafy crown. It is composed of a central peak 

with four ridges radiating outward in an “X” pattern. It is on these ridges and in the valleys 

between them that the main paths and various auxiliary structures of Azuchi lay. At the center of 

the “X” is the peak of Mt. Azuchi. Here, the central castle complex once sat and its ruins remain 

(figure 1.3).  
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 This clover shape is significantly less recognizable in the Map of the Old Azuchi Castle. 

Essentially a tourist map, only the most visited areas are depicted over those less built up, more 

inaccessible, or remote areas. The length of the northern ridge, remote and lacking in buildings, 

is considerably shortened and deemphasized. Further, the “X” pattern is almost impossible to 

make out as the four connecting ridges have been reduced to rounded edges at the foot of the 

mountain. The most conspicuous of the changes lies with the central castle complex. It is both 

enlarged and pushed northward toward the north-south axial center of the mountain. In details 

such as these, the Map of the Old Azuchi Castle clearly reveals its bias towards functionality and 

experiential topography over geographical accuracy. Yet while it lacks in topographical 

precision, the Map of the Old Azuchi Castle notably reveals a key attribute of Azuchi not present 

in its modern counterpart. Surrounded by Lake Biwa to its north (top), west (left), and east 

(right), one can clearly see that Mt. Azuchi was once a peninsula. A small canal cuts the 

mountain off from land on its southwest foot, but to its south and southeast, the mountain 

connects to the eastern shores of Lake Biwa in between patches of marshland. Damming done in 

the 1950s has long left Mt. Azuchi’s slopes devoid of waves, but for centuries prior, to think of 

Mt. Azuchi was to think of waterfront. 

Up the Mountain

 The first of the primary pathways that lead into Mt. Azuchi, the ōtemichi is clearly 

illustrated in both maps. Running east-west across the southern face of the mountain in the Map 

of the Old Azuchi Castle is the main road to and from Mt. Azuchi and parts beyond.11 This road, 
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like all the main roads and paths depicted in the Map of the Old Azuchi Castle, is traced with a 

red line. At the center of this main road lies a t-junction with a path that leads north, straight into 

the gulf between the two ridges of Mt. Azuchi’s southern face. This north-south running path is 

the ōtemichi and should be familiar to anyone who has visited Mt. Azuchi as it is the main 

entrance to the site today. It is labeled in the Map of the Old Azuchi Castle as ōte, (大手) a 

generic term used to describe a pathway which leads to the primary entrance of any castle or the 

front gate (ōtemon 大手門 or ōtemon-guchi 大手口) of a castle complex. It is due to the editorial 

prerogative of the 1940-1941 archeological survey team that this path is properly known today 

by a unique variant of this term, ōteguchi-michi (大手口道, E: “main entrance road”).12 

Regardless, this label is commonly shortened to ōtemichi, a name similarly unique to Mt. Azuchi. 

In both the survey map, as well as in the Map of the Old Azuchi Castle, the ōtemichi leads due 

north, up a series of steep stairs, and straight toward the main castle complex for about 130 

meters. Here, the path cuts sharply west, zigzags several times northwest, and then links to the 

other primary pathway of Mt. Azuchi, the Dodobashi-michi. Notably, this zigzagging section of 

path is reduced to a single, abbreviated curve in the Map of the Old Azuchi Castle.

 On this first leg of the ōtemichi, several adjacent sites merit attention. First, to the east of 

the ōtemichi and extending to the south is a low-lying ridge that is known as either Etō Hill (江

藤の丘) or “Mt.” Etō (江藤山). The survey map reveals multiple baileys carved out of the sides 

and peak of this “hill,” but only one of these baileys appears in the Map of the Old Azuchi Castle. 

Labeled with the name Etō Kaga Uemon (江藤加賀右衛門), an alternative name for Aoki 

Shigenao (青木重直, 1528-1614), this bailey is assumed to have been the site of Shigenao’s 

30

12 (Shiga-ken 1942) pp. 25-26. 



estate. Shigenao was a vassal of one of Nobunaga’s principle advisors and the overseer of 

construction at Azuchi, Niwa Nagahide (丹羽長秀, 1535-1585). Continuing north along the 

ōtemichi are the former estates of Maeda Toshiie (前田利家,1538-1599) and further up the 

mountain, Tokugawa Ieyasu (徳川家康, 1543-1616). Across from Ieyasu’s plot and on the west 

side of the ōtemichi sits the former estate of Toyotomi Hideyoshi (豊臣秀吉, 1537-1598).13 Each 

of these estates is depicted in the Map of the Old Azuchi Castle as a neat rectangular box that is 

framed on three sides with a type of dry-stone rampart known as ishigaki (石垣). In actuality, 

each of these plots are composed of multiple plateaus cut out of the slope of the mountain and on 

which a series of connecting buildings, essentially self-contained mini-fortresses adapted to the 

slope of the mountain, once sat. 

 As already noted above, the names attached to these estates (labels that are used to this 

day) come directly from the Map of the Old Azuchi Castle. However, the accuracy of these 

names as linked the various plots is dubious at best.14 Due to a lack of clear alternatives and 

because of the need for designations for these and other sites, Japanese scholars have generally 
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13 The names attached to the various estates on Map of the Old Azuchi Castle are not always the names 
that are most well known today. For example, Maeda Toshii is labeled with his pseudonym “Taketō 
Sukezaemon.” Hideyoshi is likewise referred to by his earlier name Hashiba Hideyoshi (羽柴秀吉)
(Watanabe 1985).

14 Ieyasu’s estate presents the clearest case for questioning the accuracy of these designations. First, 
there is the fact that Ieyasu was an ally and not a direct vassal of Nobunaga. Consequently, for him to 
have been compelled, as Nobunaga’s vassals were, to maintain an estate at Azuchi would have been 
highly unusual. Second, as is recorded in The Chronicle, during a visit to Azuchi in the fifth month of 
1582, it is clearly recorded that Ieyasu lodged within the honmaru. If, in fact, he had a residence on 
Azuchi, that he would go out of his way to not lodge there is difficult to explain. (Ōta 1969) pp. 412-413, 
(Ōta 2011) p. 465.
# A much more likely explanation for the placement Ieyasu’s name onto this estate is that the author(s) 
of the Map of the Old Azuchi Castle were likely purposefully rewriting history with a bias toward its victors. 
The idea that the immediate successors to Nobunaga, Hideyoshi and the founder of the current ruling 
dynasty, Ieyasu, would hold such prime real estate in Nobunaga’s court can be seen as a logical 
conclusion. Moreover, such an obfuscation of historical fact would have been a proper complement to the 
ruling Tokugawa regime. For a good summary of the questions regarding the Azuchi-kojō-zu place names 
see (Akita 1990) pp. 149-162; (Matsushita 1993); also see (Kido 2003) p. 18, 106-108; (Watanabe 1985).



made due by adding the prefix “so-called” (den-, 伝). In most Japanese studies, this prefix is 

attached to every estate on Mt. Azuchi, several other buildings and areas, as well as the majority 

of paths, including the ōtemichi. For the sake of clarity, I have forgone adding this clumsy 

qualifying prefix before each location name, but it remains worth keeping in mind that the large 

majority of Azuchi’s place names are dubious propositions. Unless otherwise specified, they 

derive not from Nobunaga’s day, but from either the Map of the Old Azuchi Castle or a much 

later application of generic castle terminology onto the topography of the mountain.

 The second leg of the ōtemichi begins at the union of the ōtemichi and the Dodobashi-

michi. It can be safely assumed that the ōtemichi was the most privileged route up Mt. Azuchi’s 

slopes, as it directly linked the southern base and the inner enceinte. However, this second length 

of the ōtemichi has long since fallen out of repair and has largely disappeared. Bending eastward, 

the path originally ran parallel alongside the southern flank of the main castle complex. At the 

eastern end of the complex, the path suddenly and sharply hooked and ascended to the west. This 

sharp turn overlaps and cuts through a southeastwardly projecting enceinte labeled as the former 

estate of Hori Hidemasa (堀秀政, 1553-1590) in the Map of the Old Azuchi Castle. Up this 

westward incline lies a threshold marking the South entrance or South koguchi of the inner 

enceinte (本丸南虎口) of the central castle complex and the end of the ōtemichi. Koguchi (虎

口), also pronounced kokō, literally translates to “tiger’s mouth.” The term is a generic, albeit 

colorful, term used to describe any entrance to a Japanese castle.

  The path with which the ōtemichi connects just before its final leg, the Dodobashi-michi 

represents the second primary pathway of Mt. Azuchi. Significantly, it is the only path on the 

32



mountain that has a name corroborated in the primary record.15 The Dodo bridge (Dodobashi, 

百々橋), situated at the base of the southeast corner of Mt. Azuchi and just before the path 

begins its ascent up the mountain is mentioned on three occasions in The Chronicle. The bridge 

is likewise labeled in the Map of the Old Azuchi Castle. It is from this landmark that the path’s 

full name is derived, the Dodobashiguchi-michi (百々橋口道, literally translated: “Dodo bridge 

entrance path”). Like with the ōtemichi, this name is typically shortened with the omission of 

“guchi” (口, “entrance”). 

 The first leg of the Dodobashi-michi is a steep flight of stairs running up the southwest 

ridge of Mt. Azuchi and ending at the temple Sōkenji. Sōkenji’s entrance is marked by a niōmon 

(仁王門, figure 1.4), a common type of Buddhist temple gate which shelters a pair of fierce 

guardian deity statues, situated about 120 meters into the path. Passing through this gate, stairs 

continue for a short distance before the path levels off at a series of plateaus which, outlined and 

propped up by ishigaki, cap the contours of a small peak. Significantly, Sōkenji’s niōmon and a 

three-leveled pagoda (三重塔, figure 1.5), located on a projecting length of ishigaki in the 

southwest corner of the temple precinct, represent the only remaining architectural vestiges from 

Azuchi’s heyday. From the Map of the Old Azuchi Castle, one can clearly see though that 

additional buildings populated the temple’s precinct in the seventeenth century. Running across 

the northern half of the temple precinct once stood the monks’ lodgings (kuri, 庫裏), a reception 

hall (shoin, 書院), a main hall (hondō, 本堂), a worship hall (haiden, 拝殿), and a shrine (miya, 

宮). A belfry (shōrōdō, 鐘楼堂) is located in the temple precinct’s southeastern corner. Most of 

these structures, with the exception of the main hall and the shrine, were not present in Azuchi’s 
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original layout.16 Just outside and to the northeast of the temple precinct in the Map of the Old 

Azuchi Castle are three unlabeled buildings known to have been used as living facilities. As will 

be discussed in more detail in the next chapter, most of the buildings of Sōkenji were lost to a 

fire in 1854 and never replaced. With the exceptions of the niōmon and the three-leveled pagoda, 

the surviving buildings were sold by the temple during the Meiji period (明治時代, 

1868-1912).17 Only the main hall was rebuilt, but it was transferred to a new location. It now sits 

on Ieyasu’s former plot adjacent to the ōtemichi. 

 After traversing Sōkenji, the Dodobashi-michi continues to the northeast. The path dips 

down after the small peak on which Sōkenji sits, flattens out, and then extends straight until it 

meets the ōtemichi. To the south of this section of path is the former estate of Nobunaga’s vassal 

Takei Yūan (武井夕庵, dates unknown). Flanking it to the north is the former estate of 

Nobunaga’s eldest son and designated heir, Oda Nobutada (織田信忠, 1557-1582). Notably, the 

space which these estates take up as well as the junction of the Dodobashi-michi and ōtemichi is 

considerably distorted in the Map of the Old Azuchi Castle. While the Map of the Old Azuchi 

Castle shows the Takei and Nobutada estates as brief peripheral stops, in actuality both estates 

flank almost the full length of this section of the Dodobashi-michi. The Takei estate is situated on 

a plateau below the Dodobashi-michi and is only accessible from the zigzagging section of path 

at the end of the first leg of the ōtemichi. In this location, the contours of the Takei estate 

partially inform the shape of the ōtemichi-Dodobashi-michi junction. It is not depicted as a 

straight line running east-west as depicted in the Map of the Old Azuchi Castle, but it is more 
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reminiscent of an upside-down “U.” The Takei estate is tucked in the center gulf of this “U” with 

the junction of the two main paths located at its peak. 

 The Dodobashi-michi ends where it meets the ōtemichi, at the same spot where the 

ōtemichi takes a sharp turn to the east. Looking at the Map of the Old Azuchi Castle, one can see 

that just prior to this junction another large path projects northwesterly from the Dodobashi-

michi, subsequently cuts to the northeast, and finally connects with the western outer enceinte of 

the central castle complex. This path is still used today to ascend to the central castle complex 

and it is an adaptation of the original topography of Azuchi. The first part of this path, the section 

running northwesterly, is an Edo period (江戸時代, 1616-1868) addition to Mt. Azuchi’s layout 

and traverses Nobutada’s former estate. It exists for two reasons. First, the site of Nobutada’s 

estate was well frequented during the Edo period as a plot for growing food by the monks of 

Sōkenji.18 Second and, perhaps more importantly, for the monks of Sōkenji the shortest route 

from their temple home to the mountain’s peak was to cross over their gardens—over Nobutada’s 

plot—to reach another key pathway of Azuchi. This pathway is known today as by the generic 

name of onemichi (尾根道, literally translated: “mountain-ridge path”). It runs northeasterly and 

connects to the central castle complex. 

 The onemichi is, in fact, the final leg of a longer path known as the nanamagari-michi. 

The nanamagari-michi (literally translated: “path of seven bends”) is one of the two main service 

pathways on Mt. Azuchi. Its initial leg once ran up the valley between the southeast and 

northeast ridges of the mountain and connected the shoreline at the western base of the mountain 
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of the Policy Department of Ōmi Hachiman City. I am grateful for their insights. Also see (Kido 2003) p. 
55.



to the central castle complex. As its name suggests, the nanamagari-michi was characterized by 

several sharp turns that allowed the path to navigate the steep terrain. Its almost complete 

absence in the Map of the Old Azuchi Castle is a direct reflection of the substantial neglect that 

the lower portion of this path has suffered since at least the early seventeenth century. As this 

lower half, from the base of the mountain to the junction of Nobutada’s estate and the onemichi 

has never been excavated nor is it mentioned in any primary source, it will not be dwelt on here.  

The onemichi is likewise unmentioned in any primary sources. 

 From Nobutada’s estate, the onemichi climbs at a low angle to meet the western entrance 

of the outer enceinte, a gate labeled in the Map of the Old Azuchi Castle as the kuroganemon (黒

金門, literally translated: “iron gate,” also occasionally referred to as the kurotetsumon 黒鉄門). 

The kuroganemon is an example of a masugata (桝形, literally translated: “measuring box”), a 

type of double gate that is a standard feature incorporated into most Japanese castles. 

Characterized by two gates positioned perpendicularly, masugata act much like locks in a canal 

to check the advance of a visitor. Typically, a visitor would enter one gate, be locked in, and then 

the second gate would be opened. Both practical and symbolic, this choreographed approach had 

a dual function. In extreme circumstances, it served to maximize defensive capabilities by 

precluding a direct assault path. In the day-to-day, however, the locks and ritual involved 

cultivated a sense of deference and inescapability for the castle’s guests. 

 After crossing through the kuroganemon’s two thresholds, immediately ahead are the high 

ishigaki walls that make up the eastern foundations of the ninomaru. Essentially a t-junction, the 

path diverges here in two directions, north and south. To the north and up a short path, lies the 

former estate labeled in the Map of the Old Azuchi Castle as that of Nobunaga’s vassal Hasegawa 
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Hidekazu (長谷川秀一, d. 1594). This site has served since 1695 as home for four stone five-

ring pagodas (gorintō, 五輪塔) that are dedicated to Nobunaga’s second son, Oda Nobukatsu (織

田信雄, 1558-1630) and his descendants. Behind these pagodas, the path continues around the 

northern flank of the ninomaru and around the north of the tenshu pedestal. This path has largely 

eroded, but in its prime it reached all the way over to another masugata gate, the North koguchi 

of the inner enceinte (honmaru kita-kōguchi, 本丸北虎口). Returning to the kuroganemon, the 

path to the south leads to an east-west route that separates the ninomaru’s southern edge and the 

southern edge of the outer enceinte. Another entrance to the inner enceinte, the West koguchi 

(honmaru nishi-kōguchi, 本丸西虎口) is located on the north side at the end of this corridor. 

This entrance and the entrance to the corridor before it together function as the two thresholds of 

yet another masugata-type gate.

 Before crossing this threshold and entering the inner enceinte and detailing its 

composition, there is one final path that requires introduction. In the Map of the Old Azuchi 

Castle just north of the southeast corner of Mt. Azuchi, a small path diverges from the main 

transit road to and from Mt. Azuchi. After breaking with the main road, the path runs northward 

alongside the contours of Mt. Azuchi’s eastern edge. It eventually cuts west and straight into the 

gulf between the two eastern ridges where the path abruptly disappears. In the Map of the Old 

Azuchi Castle the path is labeled here as the daitokoro-michi (臺処道, literally translated: 

“kitchen road”). This spot marks the starting point of a path, previously mentioned, that is better 

known today as the karamete-michi. The term karamete-michi is generic and is typically used in 

conjunction with the aforementioned term ōte. As ōte is to the front of a castle, karamete is to the 
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back. As this dichotomy infers, the karamete-michi is thought to have been, like the nanamagari-

michi, a key service route for Azuchi. 

 As the Map of the Old Azuchi Castle suggests in its limited rendering of this pathway, the 

character of the karamete-michi has been largely lost over time. Its form is known today only 

through archeological efforts. As detailed in the survey map, it ran zigzag from the northeast base 

of the mountain all the way up to Mt. Azuchi’s peak. Bordering either side of this initial length of 

the path were once various, modest-sized baileys and structures that served a variety of 

functions. Not entirely silent on the matter, the Map of the Old Azuchi Castle notes the presence 

of a storehouse (kurayashiki, 蔵屋敷) as well as a well (i, 井) along its route. The karamete-

michi connects to the outer enceinte of the central castle complex at a north-south t-junction. To 

the north lies a projection of leveled ground labeled in the Map of the Old Azuchi Castle as the 

former estate of Sugaya Nagayori (菅屋長頼, d. 1582). This area is more commonly referred to 

though as the hachikaku-daira (八角平, literally translated: “octagonal plateau”) for its distinct 

shape. Never excavated, the function and nature of this section of the outer enceinte remains a 

point of continued speculation. 

 Southward from the t-junction is the central castle complex. The karamete-michi passes 

through a narrow masugata gate and afterwards diverges into two paths. One path hooks to the 

west to a flight of stairs and to the Northern koguchi of the inner enceinte. The other path cuts 

sharply to the south and connects to the eastern outer enceinte, an area labeled as the 

“kitchen” (daitokoro, 臺処) in the Map of the Old Azuchi Castle. This “kitchen-bailey” is 

situated immediately below the honmaru annex and wraps around the northeastern corner of the 

inner enceinte and links the karamete-michi to the Eastern koguchi (honmaru higashi-kōguchi, 
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本丸東虎口) for the inner enceinte. Just beyond this gate, to the east, and rendered only in the 

survey map are two “C”-shaped ishigaki building foundations that are positioned back to back 

and flank the northeastern side of the sannomaru. These two foundations, respectively called the 

rice storehouse (komekura, 米蔵) and gunpowder storehouse (shōenkura, 硝煙蔵), were 

discovered in the late 1920s. A firm basis for these names, however, has never been established.  

The Inner Enceinte

 The inner enceinte is situated on a plateau carved out of the peak of Mt. Azuchi. As 

detailed above by way of tracing the main pathways, this inner sanctum had four gated koguchi. 

These gateways lead into a space that is today divided into five sections: the honmaru, the tenshu 

pedestal, the honmaru annex, the ninomaru, and the sannomaru. A honmaru can be defined as 

the innermost compound or bailey of a castle while the ninomaru and sannomaru respectively 

represent secondary and third-ranked baileys. Azuchi Castle’s honmaru faces south and sits at a 

lower level to and between the ninomaru to its west and the sannomaru to its east. To the 

immediate north and flanking the honmaru are the tenshu pedestal and the honmaru annex.

 The labels for these areas are, unfortunately, a thorny subject. The names used to describe 

the inner enceinte are either generic terms broadly used to describe internal divisions in Japanese 

castle complexes or derive from the Map of the Old Azuchi Castle. Those names based on 

generic castle jargon include the North, South, East, and West koguchi as well as the 

sannomaru.19 The terms honmaru, ninomaru, and honmaru annex, on the other hand, each 
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appear in the Map of the Old Azuchi Castle. The honmaru and ninomaru, in particular, represent 

particularly problematic designations as they appear to be anachronisms. Azuchi was constructed 

prior to the development of a mature vocabulary for castle forms. The Map of the Old Azuchi 

Castle, however, was created well after the heyday of castle building and, accordingly assigns 

labels consistent with a more mature vocabulary.20 Evidence of this divide appears in The 

Chronicle. Near the end of The Chronicle, a snapshot of the situation at Azuchi as Nobunaga left 

it just before his assassination is detailed.21 Two groups of vassals are listed as defending two 

separate locations. One group is positioned at the “honjō” (本城, main castle) and the other is 

positioned in the “nimaru” (二丸, secondary bailey). These terms essentially correspond to 

honmaru and ninomaru respectively, but the slight difference is worth noting. 

 The contemporary understanding of the space of the inner enceinte is one that was likely 

quite different from the one that the labels used today suggest. Kido has proposed that the 

entirety of the inner enceinte should be understood altogether as the honmaru or “honjō” as 

labeled in the episode mentioned above. In turn, he argues that the northern hachikaku-daira 

should be seen as the ninomaru or, again per the episode mentioned above, “nimaru.”22 

According to Kido, if one assumes that the labels used for the inner enceinte in the Map of the 
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20 That the Map of the Old Azuchi Castle is rooted in this developed lexicon is easy to demonstrate. At the 
center of the map, the tenshu is labeled using the characters “天守.” However, this way of writing tenshu 
did not become common until the 1590s. The etymology of tenshu is further explained in chapter 5.
# In contrast, the definitions of honmaru and ninomaru did experience a slight evolution and this 
difference bolsters Kido’s case. For example, Nijō Castle (completed 1626) in Kyoto is composed of a 
honmaru and ninomaru situated side by side and, in this way, is similar to the space of Azuchi’s inner 
enceinte as it is labeled in the Map of the Old Azuchi Castle. Takane Castle (高根城 constructed 
1571-1576) in Shizuoka Prefecture has a honmaru with a ninomaru narrowly projecting out on a mountain 
ridge on which both sit. Takane Castle’s composition is very similar to Kido’s interpretation of the space of 
Azuchi’s central castle complex. Since Azuchi is a critical pivot point in this evolution, it is difficult to say 
which labeling is closer to the original.

21 (Ōta 1969) p. 415. (Ōta 2011) p. 468.

22 (Kido 2003) p. 104.



Old Azuchi Castle reflect the original place names for those respective areas, then the mention of 

troops divided between the honjō and the nimaru is unusually precise given the small area 

involved. Kido cites another, more notorious episode also from The Chronicle to bolster this 

point. In this episode, some of the women of Azuchi take advantage of Nobunaga’s absence to 

make a visit to the “nimaru” (二丸) and some travel to the nearby temple, Kuwanomidera (桑実

寺).23 Nobunaga returns sooner than expected and, finding the women absent when their 

presence is expected, calls them back and sentences them to death. If one assumes that the labels 

in the Map of the Old Azuchi Castle reflect a similar understanding of the space that is presented 

in the text of The Chronicle, then the first group of women technically stayed within the inner 

enceinte and very possibly did not traverse even a single gate. For lack of any explanation of the 

harsh punishment meted out, Nobunaga’s sentence seems extraordinarily disproportionate for a 

group that barely covered any distance.24 Kido argues that the only location that would have 

required leaving the inner enceinte, but still qualify as a ninomaru would be the hachikaku-daira. 

Kido’s argument is a convincing one, but despite its strength, Kido ultimately concedes this point 

in lieu of a greater need for clarity in labeling.

 Assuming then these later definitions of space as standards, the ninomaru can be 

understood as the western flank of the inner enceinte. It is split into two levels. The lower level, 

often called the ninomaru “east assembly area” (ninomaru higashi tarmari 二の丸東溜り) is 

situated in the ninomaru’s southeast corner and links to the honmaru and is a roughly square 

space. Because it is principally composed of two perpendicularly positioned gates, it appears to 
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have served as a masugata with multiple entryways, buffering the outer and inner enceinte, the 

ninomaru’s upper and lower levels, as well as the ninomaru and honmaru. This lower level is 

connected to the outer enceinte by way of the Western koguchi which, despite its name is, in fact, 

a south-facing gate. Up a set of stairs and through the Western koguchi, the visitor is greeted with 

two routes. To the east is the honmaru. To the west is a set of stairs that ascends to the second, 

higher level of the ninomaru. Climbing these stairs, one finds a sizable plateau. This space is 

clearly labeled in the Map of the Old Azuchi Castle in red ink as the site of Nobunaga’s grave, a 

distinction that the spot holds to this day.25 As it is a gravesite, the ninomaru has never been 

excavated and, consequently, almost nothing is known regarding the buildings it once contained 

or the space’s original function. The upper ninomaru overlooks the kuroganemon to the 

southwest and is eclipsed by the pedestal of the tenshu to the east. At its northeast corner, a 

pathway extends around the north of the tenshu pedestal to meet the Northern koguchi.

 On the eastern side of the honmaru is the sannomaru. It is sandwiched between the 

honmaru to its northwest and the former estate of Hori Hidemasa to its southeast. As a raised 

plateau adjacent to both the Southern koguchi and the Eastern koguchi, the sannomaru represents 

a critical vantage point overlooking both these gates and the honmaru. Access to it was limited to 

only two entryways. The first is a ramp located to the immediate east of the Southern koguchi. 

The second entryway is assumed, based on the archeological record, to have been the second 

story of a gate that once crossed over the Eastern koguchi and connected the sannomaru to the 

honmaru annex.26 Although labeling this bailey as the sannomaru is standard practice today, this 
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26 (Shiga-ken kyōiku iinkai 2009b) p. 64-65. 



moniker is, as noted already indirectly, a dubious one at best. The label derives from the same 

early Showa period survey map that also dubbed the rice and gunpowder storehouses. According 

to Kido the sanmaru designation “was born of early modern thinking that if there is a ninomaru, 

then there must be a sannomaru.”27 That is, it is an unusual anachronistic product of early 

twentieth-century minds attempting to apply pre-modern definitions onto a proto-premodern 

castle layout. Notably, the sannomaru is labeled in the Map of the Old Azuchi Castle as the 

“Nasaka mansion” (Nasaka yashiki, 名坂屋敷). “Nasaka” is neither a generic name nor does it 

match any name or pseudonym of a known vassal of Nobunaga. The closest corresponding 

possibility is a former village, Nasaka-mura (名坂村) which is now part of the city of Kōka (甲

賀市) about ten kilometers south of Mt. Azuchi. Any relationship though between these two 

locales remains unclear, but as will be discussed below, there are good reasons to reconsider the 

significance of this curious Map of the Old Azuchi Castle label. 

 Finally, at the core of the inner enceinte lies the honmaru, the honmaru annex, and the 

tenshu pedestal. Extending to the southeast of the tenshu pedestal and with a view southward 

onto the city at the foot of the mountain, the honmaru was a privileged location and likely 

secondary in importance only to the tenshu. Accessible by way of the Southern and Eastern 

koguchi and indirectly connected to the Western koguchi via the ninomaru’s lower level, the 

honmaru served as the heart of the inner enceinte and an indirect link between the ninomaru, the 

sannomaru, and the honmaru annex. Shaped like a widened “L,” the honmaru annex is slightly 

raised above the honmaru and, as such is of a similar height and serves as an intersection 

connecting the ninomaru, honmaru, tenshu pedestal, and sannomaru. Flanking the western side 
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27 (Kido 2003) p. 116.



of the honmaru annex is the peak and climax of Mt. Azuchi, the tenshu pedestal. In the southeast 

corner of the pedestal, a zigzagging set of stairs ascends from the honmaru annex up and into a 

basin that was once the cellar for Azuchi’s tenshu. This basin is shaped as an irregular hexagon 

and is filled with a grid pattern of former foundation stones. As will be discussed in more detail 

in the next chapter, the rim of this basin was largely rebuilt in the twentieth century and its 

original height remains unknown. On this rim though, the first story of the tenshu would have 

once sat. As is visible in the survey map and figure 1.3, the ishigaki foundation for the tenshu is 

shaped as an irregular octagon. Although the view is largely blocked today by trees, once upon a 

time this peak offered a clear view in every direction over Lake Biwa and the surrounding plains.  

III. Primary Sources Related to Azuchi 

 With this basic layout and these locations in mind, let us begin to flesh out Azuchi in its 

heyday through the few primary sources that directly discuss its form and contents. As 

mentioned in the introduction, these sources include the lost Azuchiyama screens and its 

European vestiges, the poetic treatise Azuchiyama-ki, Nobunaga’s early seventeenth-century 

biography The Chronicle of Lord Nobunaga, and the letters and reports of Jesuit missionaries. 

Azuchiyama-ki and The Chronicle have been well known to scholars and interested persons alike 

since at least the early nineteenth century.28 Access permitting, these texts and images have been 

employed as the foundations for re-imagining the form of the Azuchi tenshu in even earlier 
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28 The Ōmi meisho zue (「近江名所図絵」), an 1814 guidebook, includes complete transcripts of both 
Azuchiyama-ki and the “Program of the Azuchi Tenshu” as found in The Chronicle of Lord Nobunaga. 
(Hata et al. 1814, 1997) pp. 280-290. See next chapter for more on this text. The first modern incarnation 
of this list of primary and early secondary sources is can be found in (Naitō February 1976), republished 
in (Naitō 2006) p. 78-176.



centuries.29 The Jesuit accounts, with the exception of one of two entries included in Luis 

Fróis’ (1532-1597) magnum opus, History of Japan (Portuguese: Historia de Iapom), were 

published as early as the late sixteenth-century and as a result were widely known in Europe 

from this time, but only known in Japan since the twentieth century. The existence of the 

Azuchiyama screens likewise was only made known to specialists outside of Renaissance studies 

through efforts in the twentieth century. As already explained above, the main objective of this 

section is to highlight the descriptive clues provided in these sources regarding Azuchi’s form 

and thereby create a solid foundation from which further analysis may be more easily performed. 

A key part of this task will be both correcting common mistaken presumptions regarding these 

sources, noting new discoveries made, and clarifying the multifaceted complexion of these 

sources that is, while critical to appreciating the source in and of itself and assessing its 

importance and credibility, potentially distracting to broader discussions of Azuchi’s place in the 

political and artistic climates of sixteenth century Japan. Further, it is a goal here to argue that, 

despite their variety and complexity, these sources are not wholly independent works, but contain 

significant areas of overlap. In this vein, they can be seen as reflections of nascent tropes on 

Azuchi that were nurtured by Nobunaga and/or his advisors’ hands. 
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29 Namely, the Sekaidō Bunko’s Tenshu sashizu (「天守指図」) dated to c. 1760, but thought to have been 
a copy from c. 1679 original. See chapter 2 for more on this source.



a. The Azuchiyama Screens and the Philips van Winghe Sketches

 As the only known detailed depiction of the mountain during Nobunaga’s time, the 

Azuchiyama screens represent the holy grail of Azuchi studies.30 Commissioned by Nobunaga, 

painted by Kanō Eitoku (狩野永徳, 1543-1590), and ultimately presented by the Jesuits to Pope 

Gregory XIII in Rome, the screens’ pedigree and their international story has made them 

legendary in Japanese history, art history, as well as the history of the Jesuits and the Catholic 

Church. The screens remain lost, but faint hope lingers for their discovery somewhere in a 

forgotten corner of the Vatican or in a repository elsewhere in Europe.31 They are (or were), as 

best can be determined, a pair of six-panel folding screens composed in the mode of a rakuchū 

rakugai-zu (洛中洛外図, Scenes in and around the capital) or capitalscape—a genre of painting 

in which a capital city (typically Kyoto) is depicted from a bird’s-eye view and within which 

finely detailed famous locales and a bustling populous are framed within a patterns of stylized 
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30 The first mention of the screens in modern scholarship can be found (Hamada December, 1931). 
Subsequent notable discussions of them include (Kyōto Kokuritsu Hakubutsukan and Takeda 1966) p. 25; 
(Takeda 1978) More recent studies of the screens are cited through this sections’ footnotes. See 
appendix A.
# The name that I have chosen to use “Azuchiyama screens” is not universally agreed upon. Variations 
include the “Azuchi Castle screens” (「安土城屏風」) or the “Azuchi screens” (「安土屏風」) The basis for my 
choice to use “Azuchiyama screens” is rooted in the larger thesis of this chapter. Nanka Genkō’s text uses 
“Azuchiyama” (i.e. Azuchiyama-kl) and earlier variants of Gyūichi’s tenshu description of the tenshu 
likewise employ Azuchiyama (i.e. “Program of the Azuchiyama Tenshu”). Notably, the version of Gyūichi’s 
tenshu description referenced below is a later recension and uses only “Azuchi” (i.e. “Program of the 
Azuchi Tenshu”). Regardless, given the relationship between these primary sources as direct 
commissions of Nobunaga, the fact that two of the three are clearly named with “Azuchiyama,” and the 
consistent manner by which the eventual owners of the screens, the Jesuits refer to Azuchi as 
Azuchiyama, the longer title I propose seems appropriate.

31 Hope is, however, dwindling. Akita has made the point that the comparatively dryer climate of Italy may 
have caused the screens to disintegrate. (Akita 1990) pp. 150-151.
# The most recent search for the screens was lead by Wakakuwa Midori and took place between 
2005-2007. Wakakuwa passed away shortly after its completion and no one to date has taken up the 
mantle of continuing this effort. For a summary of their work see (Wakakuwa, Shinpo, and Cavaliere 
2007) A shorter summary of their work can be found in: (Council of Local Authorities for International 
Relations 2007). The discovery in 2006 of screens depicting the Toyotomi period Osaka Castle, 
repurposed to decorate Eggenberg Castle in Austria raises the possibility that something similar 
happened to the Azuchiyama screens. For the lack of a clear record, it is entirely possible that the 
screens were re-gifted by another Pope. (Ōsaka-jō Tenshukaku. 2009).



wavy gold-leaf clouds.32 That the Azuchiyama screens conformed with these basic attributes is 

confirmed by records left by Europeans who saw the screens (see appendix A). Also confirmed 

by European records is the basic composition of the screens: one screen contained a depiction of 

Mt. Azuchi capped with Nobunaga’s castle and the other screen contained a depiction of the 

adjacent port and town situated at the base of the mountain.33 

 Unfortunately, beyond this broad characterization, little more can be concretely said 

regarding the screens’ content or details. Presumably, they contained many of the locations listed 

in the description of Mt. Azuchi given above. The only specifics that are mentioned in the 

primary record are the Jesuits’ Azuchiyama Seminary, located in the town and near the mountain, 

generic subjects such as bridges, roads, and an agrarian scene with a detail of a man riding an ox. 

As their whereabouts remain unknown, the screens have yet to shed any direct light on Azuchi’s 

original form. If they are ever found, the screens will cast a completely new perspective on each 

of the primary sources as well as the archeological record and likely revolutionize the current 

understanding of both Azuchi and may potential even shift the entire discourse on Azuchi-

Momoyama period (安土桃山時代, 1573-1615) art and architecture.
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32 Rakuchū-rakugai-zu specifically refers to images of Kyoto. The term “capitalscape” is a broader term 
that includes images like the Azuchiyama screens as well as images of Osaka and Edo. The term 
originates from Matthew McKelway’s book of the same name (McKelway 2006).

33 See appendix A for translations of primary sources related to the Azuchiyama screens. The dimensions 
of the screens as described by Benacci suggest that the screens were six-paneled. Fróis informs us that 
the screens were like other screens he had seen, executed in color and gold leaf as well as that they 
contained bridges and roads. Their composition is known to us by way of Bartoli. Coelho mentions that 
the seminary was included in the screens. Panizza mentions the men riding “cows.” Ōgimachi having 
written an imperial encomium is mentioned in Oyudono no ue no nikki. Because each of these attributes 
generally corresponds contemporary cityscapes and castlescapes such as Eitoku’s Uesugi-bon rakuchū 
rakugai-zu as well as the Mitsui Bunko Jurakutei-zu screen, they appear credible. 



 Although the screens remain lost, as mentioned above there exist two copied details from 

the screens (figures 1.6 & 1.7).34 These images, hereafter referred to as Folio 569 and Folio 570, 

were based on sketches produced by the Louvain antiquarian Philips van Winghe (1560-1592). 

Van Winghe’s original sketches are lost, but they remain known to us through two woodblock 

print copies executed by Filippo Ferroverde (dates unknown) for Lorenzo Pignoria’s 

(1571-1631) addendum, “Second Part of the Images of Indian Gods” (Italian: “Seconda Parte 

delle Imagini de gli Dei Indiani”) in the 1624, 1626, and 1647 editions of Vincent Catari’s (c. 

1531-1569) Images of the Gods and Ancients (Italian: Imagini delli Dei de gl’Antichi). The first, 

Folio 569, as best can be succinctly described, is a depiction of a multistoried building with a 

hip-and-gable roof that has truncated structural elements projecting from its roof and base. Folio 

570 is a depiction of a wall and gate. These prints are referenced in almost all modern 

discussions of Azuchi and for good reason. Despite being several degrees removed from the 

actual Azuchi castle, these images are the only illustrated description that exist of Mt. Azuchi’s 

once numerous buildings. However, precisely because of the distance between the actual Azuchi 

and Ferroverde’s prints as well as a presumption of naiveté on the part of their European 

creators, these images have largely escaped serious scrutiny.35 A brief examination of the prints, 

however, makes it clear that two corrections to the current understanding of them are in order: 
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34 Typically cited alongside these sketches is 1763 map of Azuchi made by the French Jesuit Le Pere de 
Charlevoix. The 2006 Azuchiyama Screens Search Party has suggested that Charlevoix saw the screens 
and goes to some length to understand how he, in France, would have seen them. While it is clear that de 
Charlevoix had seen the Jesuit literature on Azuchi -- that is, his image shows Azuchi to be next to a lake 
and the palace he details is divided into three hills, as described by both Coelho and Fróis (See appendix 
C-1d, e) -- there is no indication from his map or beyond that he ever saw the screens themselves. 
Consequently, these images will not be considered here. (Wakakuwa, Shinpo, and Cavaliere 2007) pp. 
37-38.

35 The argument presented here can be found in long form in (Erdmann forthcoming) An example of the 
current standard reading of the image can be found in (Miura 2006) p. 93. 



(1) the images were reversed by Ferroverde in the process of transforming them into a 

xylographic form; and (2) Folio 569 has been mistakenly labeled by modern scholars as a 

depiction of the Azuchi tenshu.

 As mentioned in part above, the screens were commissioned by Nobunaga likely around 

the time of the completion of Azuchi’s construction in the spring or summer of 1579.36 Eitoku, it 

is assumed, would have finished them prior to a special viewing known to have been held for 

Emperor Ōgimachi (正親町天皇, 1517-1593) early in the eight month of 1580.37 Almost exactly 

a year later, Nobunaga would offer the screens to Jesuit Visitor of Missions in the Indies 

Alessandro Valignano (1539-1606) as a farewell gift.38 Valignano promptly determined to 

employ the screens as a key prop in an enterprise known as the Tenshō ‘Boys’ Embassy. 

Technically, this was not an embassy in any formal sense. There was no centralized government 

in Japan to represent, Nobunaga did not officially sanction the group, nor were the 

“ambassadors” able to negotiate or act in any official capacity. Indeed, it is unclear if Nobunaga 

was even aware of the embassy’s existence. Rather, this brainchild of Valignano, made up of a 

group of four young sons of prominent Christian daimyo, can be summarily characterized as a 

publicity tour. By putting faces on the Japanese mission, Valignano hoped to promote the 

Jesuits’ work in Japan and secure donations for the chronically underfunded mission. Not 

entirely a one-sided affair, it was also hoped that upon the young men’s return to Japan they 
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36 Given the date of the Ōgimachi viewing in the eighth month of 1580 and the completion of construction 
at Azuchi in the fifth month of 1579, there exists a window of about fourteen months for the Azuchi 
screens creation. McKelway suggests that even with a team of artists, months if not years would be 
necessary for the completion of such a cityscape with hundreds of buildings and thousands of individually 
detailed figures (McKelway 2006) pp. 26-27.

37 See appendix A-1.

38 See appendix A-2, A-3.



would be able to educate their skeptical countrymen of the superiority and glory of Christian 

Europe and ripen Japan for conversion.39 The embassy departed from Nagasaki on February 20, 

1582 and would arrive in Lisbon on August 10, 1584.  

 The climax of the young men’s tour through Southern Europe was a formal audience with 

Pope Gregory XIII in Rome held on March 23, 1585. From his first meeting with them, the 

pontiff was taken with the boys and met with them on multiple occasions. On April 3rd, during 

one of these meetings, the boys presented the Pope with the Azuchiyama screens as well as 

“draperies and other things of rare craftsmanship; silk cloths and pens made out of a type of reed, 

that were considered more precious than if they were made from silver.”40 After presenting these 

gifts, the boys were taken on a tour of parts of the Vatican and shown, among other things, the 

Gallery of Maps (Italian: Galleria delle Carte Geografiche). Completed two years before their 

arrival, this one hundred twenty meter-long gallery named after the forty large-scale frescos of 

maps and perspective views detailing each of the regions and cities of the Italian peninsula had 

been a project commissioned and overseen by Gregory XIII. Here, the boys were promised, the 

screens would remain so that the prestige of the space would convey to all that, “[their] gift was 

not counted among the most contemptible.”41 Gregory XIII died soon after on April 10th. The 
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39 These objectives are described in Valignano’s own words. (Cooper 2005) p. 11.  

40 Quote from Benacci. See appendix A-6 for full translation. There is some discrepancy regarding the 
exact gifts given. The small box described here is likely the “desk” or “writing table” described by Annibale 
(appendix A-4) and Panizza (appendix A-5). All three terms apply if the subject is understood as a 
stationary box or suzuribako. Panizza however adds the gift of a rhinoceros horn. The boys could have 
picked up such an object during their travels to Italy. Still, it is curious that its mention is neglected by the 
other records.

41 From De Missione, See appendix A-7 for full translation. Although the compliment may appear 
backhanded, the seemingly curious choice of words (especially “contemptible”) and double negative are 
an example of a litote. It is designed to convey both the great importance of the screens, but a sense of 
humility on the part of the author.



boys departed Rome on June 3rd of the same year and ultimately returned to Japan on July 21, 

1590. All the while, it is presumed that the screens remained in the Gallery. 

 Enter Phillips van Winghe. In the beginning of July 1592, this Louvain-born pioneer of 

early Christian archeology visited the Gallery of Maps to copy a fresco map of Latium for his 

friend, the famed cartographer, Abraham Ortelius (1527-1598).42 During this visit, he 

encountered the Azuchiyama screens and made his sketches. Notably, this meeting remains the 

last verifiable instance in which the screens can be squarely located.43 Less than a month after 

this meeting, van Winghe contracted malaria and died as a result in early September of the same 

year. His belongings, including the notebook in which the sketches of the screens were included, 

were shipped to his brother, Hieronymus van Winghe (dates unknown) in Tourney. It is likely 

that van Winghe’s notebooks subsequently found their way into Pignoria’s hands through the 

French humanist and scholar Claude-Nicholas Fabri de Peirese (1580-1637). A mutual friend of 

both Hieronymus and Pignoria, Peirese is known to have borrowed van Winghe’s notebooks for 

years and made a copy of at least one of them.44

 Significantly, Folio 569 and 570 were not the only images that Pignoria lifted from van 

Winghe’s notebooks. Indeed, Pignoria specifically notes this fact in a caption provided on Folio 
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42 These circumstances and dating are based on the letter written by van Winghe to Ortelius dated July 
15, 1582. Due to the manner of writing, this date is occasionally read as July 13, but according to 
Cornelius Schuddeboom, now sadly deceased, in personal correspondence obtained through Chizu 
Takemoto, July 15th is the proper reading. See appendix A-8 for translation of key part of this letter. Given 
however (1) that the letter does not specifically mention the screens; (2) that the Gallery is quite large and 
he could have been working there for several days; and (3) the fact that van Winghe died only a month 
later on August 18, 1592, the general timeframe of early July of 1592 seems most appropriate to use for 
dating the encounter. 

43 This is the conclusion of the 2006 expedition. Soon after van Winghe’s visit the Gallery of Maps 
underwent the first of several renovations. The 1592 renovations are considered to be the moment when 
the screens were moved and lost. (Wakakuwa, Shinpo, and Cavaliere 2007) pp. 3-4.

44 (Schuddeboom 2004) p. 24. See also (Schuddeboom 1996); (Mason 2001) p. 132.



570. In describing the sketches of the Azuchiyama screens, Pignoria describes van Winghe as 

“already mentioned.” This earlier mention points to a depiction of the Aztec god Quetzalcoatl 

(Folio 550, figure 1.8) and the following text: 

I [Pignoria] came across another image of Homopoca, or of a similar deity  which 
others say is of Quetzalcoatl. And it was taken from certain papers which were of 
Winghe of Tourney, learned youth, who claimed to have taken it  from a large Book, 
which is in the Vatican Library, compiled by F. Pietro de los Rios.45

Exactly as Pignoria notes, the original image from which van Winghe based his sketch is 

included in a book owned by the Vatican Library that is now known as the Codex Ríos after its 

author Pietro del Ríos (dates unknown) (figure 1.9).46 Van Winghe’s sketch of the Codex Ríos 

Quetzalcoatl no longer exists, but its exact content remains known through a copy (figure 1.10) 

by Peirese.47 By placing the Codex Ríos Quetzalcoatl, the van Winghe/Peirese Quetzalcoatl, and 

the van Winghe/Pignoria/Ferroverde Quetzalcoatl side-by-side, it is immediately clear that 

Ferroverde reversed the Quetzalcoatl image’s orientation. Both the Codex Ríos Quetzalcoatl and 

the van Winghe/Peirese Quetzalcoatl face left. The van Winghe/Pignoria/Ferroverde 

Quetzalcoatl, in contrast, faces right. In other words, it seems likely that Ferroverde copied van 

Winghe’s sketch directly onto a woodblock and as ink was applied and the block was pressed to 
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45 Pignoria mistakenly refers to van Winghe in this passage as ‘from Tourney.’ This mistake is significant 
in that it suggests that Pignoria assumed van Winghe heralded from the same place he saw or acquired 
the notebooks—that is, Hieronymus’ home, Tourney. I am indebted to Cornelis Schuddeboom for drawing 
my attention to this point.

46 Produced between 1566 and 1589, Codex Rios is itself a copy of another manuscript, the Codex 
Telleriano-Remensis or an intermediary manuscript now lost but recorded as being in the de Rosnay 
collection in Paris in 1875. (Chiappelli, Allen, and Benson 1976) p. 490. (Cline et al. 1972) p. 187. See 
www.famsi.org for reproductions of Codex Telleriano-Remensis and Code Rios

47 Schuddeboom argues that the copy of van Winghe’s notebook by Peirese needs to be renamed 
accordingly as the Codex van Winghe/Peiresc. It remains known as Codex 10545. (Schuddeboom 2004) 
p. 24.



the paper of the book, the image was reversed.48 This reversal suggests that images of Folio 569 

and Folio 570 underwent a similar treatment and, therefore, understood as mirror images of van 

Winghe’s original sketch.

 Additional evidence that points to Folio 569 and Folio 570 having been reversed during 

Ferroverde’s translation of van Winghe’s sketches into print form can be found in a work closely 

analogous to the Azuchiyama screens, the Yonezawa City Uesugi Museum’s Uesugi screens (「上

杉本洛中洛外図」, figure 1.11). Also executed by Eitoku and widely considered to be the 

premier example of a sixteenth-century capitalscape, the Uesugi screens represent an ideal 

comparative benchmark providing basic insights into the style, subjects, and forms that would 

have been employed in the Azuchiyama screens. When viewed in a mirrored state, Folio 569 and 

Folio 570 (figures 1.12 & 1.13) appear as almost directly lifted from the Uesugi screens. 

Although many details in the two folios are truncated or distorted, the same basic visual 

vocabulary employed in the Uesugi screens for rendering tile ends, roofs, rafters, ishigaki, and 

cusped windows, among other details are clearly visible. Furthermore, the buildings in the two 

folios are positioned on the same fifty-five degree angle receding left to right diagonal that is 

employed as a ground in the Uesugi screens. In sum, given the Quetzalcoatl images as well as 

this correspondence with another work by Eitoku, it seems almost certain that both folios should 

be seen in a mirrored state as they are almost certainly closer to van Winghe’s sketch and, in turn, 

as close as one may get to the actual Azuchiyama screens themselves. 
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48 There are, in fact, pages ripped out of van Winghe’s Notebook owned by the Royal Library in Brussels 
that are of close size to the images in Folio 569 and Folio 570. It is possible that the pages with the 
original sketches were removed and used by Ferroverde as a template for his print block. I am indebted 
to Takemoto Chizu for making me aware of this possibility.



 Restored to their proper orientation, do these two European vestiges of the screens tell us 

anything about Azuchi’s original form or the structures on its slopes? To answer this, it is 

essential to first define that which is depicted in these images. The use of diagonal perspective 

and the lack of familiarity with Japanese architectural forms clearly proved a challenge first for 

van Winghe and likely even more so for Ferroverde who, presumably, only had van Winghe’s 

isolated sketches from which to work.49 While omissions and distortions are plentiful, the basic 

subjects and the decorative details that they were striving to replicate are nonetheless broadly 

legible. The first of the prints, Folio 569, contains a depiction of a two-storied building capped 

with a tiled, hip-and-gabled roof. The count for the building’s bays is made readily apparent if 

one traces directly down from the gable’s rightmost edge (figure 1.14).50 This line exposes the 

location of the corner pillar for the building’s core (moya, 母屋)—that is to say, the location of 

the pillar from which the building’s eaves would have begun their outward reach. Because this 

peripheral pillar of the building’s core aligns in the second story with a decorative cusped 

window (katōmado 火灯窓), a decorative feature that, when employed in pairs, is usually 

positioned in the outermost bays of a given building, it clearly exposes that an additional half bay  

was mistakenly added to the right side of both floors. In other words, both of the building’s two 

stories should be understood as three-bays wide and three-bays deep. More legible are the 
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49 Although no Peirese version of the images reproduced in Folio 569 and 570 remains such as in the 
case of Folio 550, the possibility nevertheless exists that Ferroverde was working from a unknown 
Peirese copy of van Winghe’s notebook and not the original sketch. This would add another degree of 
separation and could explain the difficulty which Ferroverde had in translating the images, particularly 
Folio 569, into a coherent form.

50 The abundance of vertical lines makes the counting of these bay numbers difficult to readily determine. 
A helpful comparative example is the depiction of the Golden Pavilion in Eitoku’s Uesugi-bon rakuchu 
rakugai-zu. The rendering of the corner of the Pavilion reveals how slight the difference and, in turn, how 
easy it is to mistake the facade and the receding side of a building (Kanō, Okami, and Satake 1983) p. 
73. I am indebted to William Coaldrake for his help in showing me how best to read these bay numbers. 



decorative attributes of these two floors. Although the motifs are inconsistently applied, the 

rectangles and the horizontal and vertical lines on these two stories evoke standard architectural 

fare in pre-modern Japanese buildings. Each of the three bays of the first floor appears to have 

contained a pair of doors with a unifying transom installed above them. On the second floor, as 

mentioned above, twin cusped windows sit in the outer bays. They flank a central bay containing 

twin shutters. 

 In front of and behind this building are structural elements that appear to have been only 

partially reproduced by either van Winghe or Ferroverde and, because of their incomplete state, 

are frustratingly difficult to read. It is only by comparing their composition to forms in the 

Uesugi screens that they can be partially identified.51 Below the building and situated in the 

foreground is a structural element that is most likely a truncated surrounding corridor. Its 

location in front of the building is consistent with the placement of other surrounding walls and 

corridors in the Uesugi screens. Further, its basic composition (a lower register with 

foregrounded pillars and a shallow recess indicated by diagonal lines with an upper register that 

overhangs this recess and links to the pillars) is roughly consistent with examples of surrounding 

corridors (figure 1.15). In addition to this, out of the thousands of shapes in the Uesugi screens, 

only one corresponds with the elongated “S”-shaped ridges in the upper register: eburi-ita (柄振

板, figure 1.16), cusped decorative boards that crown the roofs of the surrounding walls of 

residences and temple complexes at the juncture where these roofs connect to gateways. While 

no exact parallel exists in the Uesugi screens that can help to definitively identify this structural 
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51 The adaptation of the building to be more legible from a European perspective is a point discussed in 
greater length in (Erdmann forthcoming).



element, its location, basic composition, and possession of a distinct attribute exclusively 

associated with surrounding walls all point to it as being a surrounding corridor. 

 The background structural element that bisects the second-story roof of the central 

building in Folio 569 is similarly difficult to read, but not wholly illegible. This structural 

element should be read as two distinct parts.52 The rightward projection is very likely an 

extending corner eave (figure 1.14). The back right corner eaves of almost all prominent 

buildings in the Uesugi screens possess such eaves (figure 1.15) and its absence in Folio 569 is 

conspicuous. It is most likely that the mistake of adding a half-bay to the first and second story 

either compounded this reworking of the extending eave or was part of a concerted effort to 

minimize the eave’s reach. It may well have been that either van Winghe or Ferroverde rejected 

the flamboyant curve as a superfluous decorative exaggeration and sought to “correct” the look 

of the building’s eave so that it more closely conformed with European architectural norms. The 

leftward projection may be read as one of two structural elements: the disambiguated roof of an 

immediately adjacent building or the roof of a surrounding corridor. The leftward projection’s 

distinct curved shape is consistent with several examples of roofs of paired adjacent buildings 

(figure 1.17) in the Uesugi screens. However, the pattern employed on the leftward projection—

found also in the hip-and-gable roof in Folio 570 and consisting of parallel vertical lines with 

half-circles at their bases—clearly reveals it as a thin section of roof tiles complete with ridge 

and rafters. This exact roof type is abundantly represented in the Uesugi screens capping the 

surrounding walls of building complexes. Because there are examples of both within the Uesugi 

screens, the position of the leftward projection, extending out from the side of the building’s 
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52 It has been alternatively argued that this structural element is a boat on Lake Biwa situated in the far 
background. (Miura 2006) p. 93.



ridgepole, permits either reading. Only because the foregrounded structural element is likely a 

surrounding corridor, I favor the latter reading as it points to a union of these elements.

 The second image, Folio 570, is a depiction of a two-leveled gate capped with a tiled hip-

and-gable roof that has a connecting wall, also tiled, extending out on either side. In front of 

these structures is an ishigaki wall that is capped with a shingled roof of slanted wood-planks. 

Cutting through the ishigaki walling at the center of the image and running up to the two storied 

gate are stairs on which four figures are kneeling. The staircase is covered by a tiled stair canopy 

that extends out from the gate. The doors of the gate are open and inside there appears to be a 

corner, two walls that immediately corral the path of the entryway to the right in a manner 

consistent with a masagata gate. The second level of the gate has broad extending eaves. Like in 

Folio 569, a half bay appears to have been mistakenly added to its facade and it should be read as 

three bays wide by two bays deep. Because the height of both the ishigaki walling as well as the 

wall connected to the gate on the right side are positioned lower than that on the left side, it 

appears that the structure is situated on a slant. Moreover, while the walls on the right side of the 

gate extend to the border of the image, those on the left side abruptly, but cleanly halt. The lack 

of a continuing wall here suggests the presence of a corner. However, because the ishigaki 

walling here does not end in a smooth curve like that found to the right of the stairs, it is difficult 

to conclude that it is a corner or else the wall should be read as continuing to the left. 

 Beneath the image in Folio 570, the prints’ subjects, their aforementioned origins, as well 

as the already cited reference to the Quetzalcoatl image, are noted in a short passage of text 

written by Pignoria:

57



The already mentioned Philips van Winghe on some of his pages [i.e. elsewhere in 
his journals], yet drew the temples of some Japanese deity, placed above some steep 
rocks. And he said that he copied them from the painters [i.e. from their works] that 
the Japanese ambassadors brought to donate to Pope Gregory XIII.53

Besides removing any doubt regarding the subject and origins of the images, this passage is 

significant in that it reveals that, like the Quetzalcoatl image, van Winghe almost certainly wrote 

some notes regarding his impressions and knowledge of the screens. Unfortunately, either van 

Winghe fell short of offering a rounded account of that which he saw or Pignoria omitted much 

of van Winghe’s notes and consequently, the exact subjects depicted remain unclear. 

 When these images were rediscovered and identified in the twentieth-century they were 

labeled respectively as the “tower” and “gate” of Azuchi.54 The gate depicted in Folio 570 is 

such that, even with an intimate knowledge of the primary sources and the archeological record, 

this broad designation is difficult to improve upon. Speculative cases can be made that the print 

depicts the first gate of the kuroganemon, the South koguchi, the entrance to the gunpowder 

storehouse, or the entrance to one of the vassal estates. However, because no foundation stones 

that clearly match the composition of this gate have yet been discovered, nor is there a 

description of a gate within the primary record to which it corresponds, for the moment its 

identity remains a tantalizing mystery. 
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53 Translation by Anna Huber.

54 Van Winghe and Pignoria’s contribution to the history of the Azuchiyama screens would remain 
unknown to scholars outside of Renaissance studies until a passing mention of them appeared in 
(Littlebown 1969) pp. 243-247. This mention was caught by Donald Lach who, citing Littlebown as his 
source, would subsequently reproduce the prints the next year in (Lach 1970) pl. 50-51. Lach would be 
the first modern scholar to connect the prints to Nobunaga and Azuchi and make the first proposal 
regarding their subject matter: “The sketches of Van Winghe show respectively the tower and the gate of 
Azuchi Castle.” Lach incorrectly noted the images as included in the 1615 edition. In fact, they appear 
only in the 1626 and 1647 editions. Naitō Akira initially and then other Japanese scholars apparently 
following his lead have erroneously repeated Lach’s mistake for decades (Takemoto 2010) p. 84.  



 The building depicted in Folio 569, on the other hand, is precise enough that the notion 

that it is a depiction of the “tower”—this is to say, the tenshu—of Azuchi requires debunking. 

Without going too deeply into this matter, the problem with the assertion that Folio 569 is a 

depiction of the Azuchi tenshu as well as an alternative interpretation of its identity can be 

summarized in the following five intertwined points: 

(1) As will be made clear in the discussion of the other primary sources below, the Azuchi tenshu 

is known to have been six-stories tall and had five levels of roofing.55 Even with a generous 

reading, ignoring those parallels with motifs in the Uesugi screens outlined above, the 

structure depicted in the print can only be read as having three or possibly four stories. Thus, 

the label of tenshu is dependent on an assumption that van Winghe or Ferroverde arbitrarily 

decided to depict only part of the tenshu, specifically the top stories of the tenshu, and not the 

entire structure. Given the truncated feel of the top and bottom structural elements, this is not 

a wholly unreasonable interpretation. It is, however, one that cannot be sustained.  

(2) Even if one assumes that the image is, in fact, a depiction of only the top floors of the tenshu, 

problems remain. First, the fifth floor, known to have been octagonal in shape, is either 

entirely illegible or conspicuously absent. As mentioned in the introduction, the octagonal 

floor of the Azuchi tenshu was one of its most distinctive features and that it would not be 

included or even vaguely rendered is almost inconceivable. Given van Winghe’s reputation 

and his regular boasting as a detail-oriented and skilled draftsman, such a glaring omission or 

failure to reproduce such a detail, if indeed the image is of the tenshu, would be outright 
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55 See appendixes C and D for the basis for these descriptive details.



bizarre.56 Likewise, there is no clear reason to see Ferroverde, already working with a dearth 

of information on his subject, as having made such a substantial edit to the image as to 

remove or replace all traces of the octagonal floor. Indeed, the resemblance of the Ferroverde 

Quetzalcoatl with the van Winghe/Peirese Quetzalcoatl suggests that Ferroverde did not stray 

particularly far from van Winghe’s original.

(3) Also worth noting is the lack of shachihoko (鯱) finials on the roof of the building. 

Shachihoko are a type of dragon that possess a ferocious tiger-like face and a fishlike body. 

They are typically placed on the peaks of gable ends and ridgepoles of castles.57 They are 

normally positioned with their backs arched and their caudal fin reaching to the sky. Their 

absence in Folio 569 points to the structure being not part of the castle or one of its turrets, 

but of a different class of building, either religious or residential in nature. As arguably the 

most standard and iconic decorative attribute of Japanese castles, the most prominent visible 

feature of tenshu, and, on top of this, an exotic and eye-catching structural element, it is 

difficult to imagine that they would not have been sketched or included in the depiction of the 

building by both or either van Winghe or Ferroverde.58

(4) Furthermore, if indeed the print is a depiction of the tenshu’s top floors, it would be wholly 

unusual as its composition is inconsistent with every other depiction of a tenshu in Japanese 

late sixteenth and early seventeenth-century painting. In no other capitalscape is a central 

tenshu depicted with a structural element running behind it and thereby de-emphasizing its 
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56 van Winghe’s nature as a proud perfectionist not only comes up in his letter included in appendix A-8, it 
appears several times in others’ descriptions regarding van Winghe (Schuddeboom 2004).

57 Regarding shachihoko see (Matsushita 2000), (Kido 5/2008).

58 The discovery of fragments of a shachihoko near to the ruins of the gunpowder storehouse during the 
1989-2009 archeological digs confirmed that the building with the inner and outer enceinte of Azuchi 
probably employed these decorative elements (Kido 2003) pp. 146-148. 



visual prominence.59 As argued above, it seems much more likely that this structural element 

is part of a surrounding wall.

(5) Finally, the inclusion of this image in Images of the Gods and Ancients—a compendium of 

native and foreign gods—and labeled as “the temple of some Japanese deity” should not be 

presumed a naïve mistake. Because of a mention of the Jesuits’ Azuchiyama Seminary 

elsewhere in van Winghe’s notebooks, it is clear that van Winghe knew something of Azuchi 

before seeing the screens.60 This is to say, when van Winghe met with the screens, he 

approached them with the knowledge of at least one structure depicted within them, namely 

the Seminary. As the building in Folio 569 is comparable to other examples of Jesuit 

architecture in Japan, it is possible that van Winghe was naturally drawn by his knowledge of 

the Japanese mission and singled out a building within the Seminary to sketch. This reading 

is, however, undermined by Pignoria’s notes that state that building was for a “Japanese 

deity” and that it was “placed above some steep rocks.” Christian in nature and known to 

have been situated at the base of the mountain, the Seminary does not conform with these 

critical details. However, van Winghe’s awareness of Jesuit activities in Japan opens the 

possibility that he was aware of another locale at Azuchi: Sōkenji. While impossible to 

demonstrate conclusively, it is worth considering that van Winghe was aware of Louis Fróis’ 

famed report on Nobunaga’s death, the accusation of Nobunaga attempted apotheosis, and the 
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59 For comparative examples see Mitsui Bunko Jurakutei zu byōbu (『聚楽第図屏風』), reproduction can be 
found in (Tokubetsu ten 'henkaku no toki Momoyama' jikkō iinkai, Nagoya-shi hakubutsukan, and 
Chūnichi shinbunsha 2010) pp.51-52; Saga Prefectural Museum Hizen Nagoya-jō zu byōbu (『肥前名古屋
城図屏風』), reproduction can be found in (Shiga Kenritsu Azuchi-jō Kōko Hakubutsukan 2006) pp. 14-15; 
Osaka Castle Museum Ōsaka natsu jin zu byōbu (『大坂夏の陣図屏風』) reproduction can be found in 
(Kuwada, Takeda, and Okamoto 1988); Idemitsu Art Museum Edo meisho-zu byōbu (『江戸名所図屏風』) 
(Naitō 2003).

60 (Takemoto 2010) pp. 81-82.



accompanying charge that Sōkenji was the hub for Nobunaga worship. Significantly, in his 

report Fróis specifically mentions a two-storied structure within Sōkenji as the site where 

Nobunaga’s essence had been enshrined, a description that conforms with the building 

depicted in Folio 569.61 Van Winghe may well have accurately found and labeled the 

structure at Sōkenji or, at the least, provided a vital tidbit of information that allowed 

Pignoria to make this connection. Pignoria worked decades after van Winghe and at a time 

when the information contained in Fróis’ reports had been widely disseminated.62 Equipped 

with this knowledge, van Winghe’s notes, and the story of the Tensho ‘Boys’ Embassy, 

Pignoria very well could have pieced together the information necessary to read Nobunaga as 

“some Japanese deity” and Sōkenji as the “temple” on the steep rocks and thus provide a 

problematic, but essentially accurate label. For our purposes here, the key point is that the 

team of Europeans who produced these images were not wholly uninformed about Japan. 

Their limited knowledge points to the Azuchiyama Seminary and Sōkenji as much better 

candidates for identifying the building in Folio 569 than that of the Azuchi tenshu. 

These five points make it difficult, if not impossible, to continue to see the Azuchi tenshu in 

Folio 569. Unfortunately, the question of whether the building depicted in Folio 569 was part of 

the Azuchiyama Seminary or Sōkenji is one that at present remains unanswerable.63 No trace of 

62

61 See appendix C-1g for translation of this report.

62 As Lamers notes, the story of Nobunaga’s divine aspirations has been included in all Jesuit histories of 
Japan since Luis Guzmán’s Historia de las Missiones from 1601. Van Winghe passed away before its 
publication, but Jesuit reports on Japan such as Fróis’ were accessible before this date. (Lamers 2000) p. 
218.

63 For more on this, see (Erdmann forthcoming)



the Azuchiyama Seminary exists that could offer a comparative benchmark.64 In contrast, the 

former site of Sōkenji is relatively well preserved, but for a lack of a pattern of foundation stones 

at the site that correspond with the three-by-three bay building depicted in Folio 569, it is 

difficult to state with any certainty that there ever was such a structure situated there. However, 

centuries worth of development occurred on the site after Nobunaga’s heyday, and the depiction 

generally conforms to that of a structure that might have been at Sōkenji. Its lack of shachihoko 

and its use of cusped windows and a unifying transom identify it as a distinct example of Zen-

mode architecture (zenshū-yō kenchiku, 禅宗様建築). The structure meets some basic 

typological qualifications that would make its inclusion not stand out as wholly unusual.  

The Azuchiyama Screens as Window onto Nobunaga As Patron

 While these images represent the closest direct views onto Azuchi that remain, for a 

myriad of reasons, their many ambiguities raise more questions than they answer. Ultimately, it 

is worth considering that the architecture depicted in these prints, because of the unique terrain 

on which they were constructed, or as a consequence of their being of a transitional nature 

between medieval and pre-modern castle building practices and never reproduced, was so 

unprecedented and unique that there are no parallels to be found and their identities will be 

forever unknown. Yet despite the fact that these prints fall short of providing any clear answers 

regarding the screens’ content and, in turn, Azuchi’s original form, the screens’ themselves 

remain of great import to the larger discussion of primary sources related to Azuchi. The story of 

the screens’ early life is deeply revealing as it exposes one instance of Nobunaga actively 
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64 The closest point of comparison is the Nanban-zu Fan (『南蛮図扇』) in the Kobe-City Museum. This fan 
contains a depiction of the Jesuits’ base in Kyoto. (Suntory Bijutsukan, Hakubutsukan, and Shibu-sha 
2011) p. 64.



engaged in the creation and molding of Azuchi’s image. This relationship has important 

implications for the understanding of other primary sources. 

 Writing about the screens, the Jesuit Vice-Provincial Gaspar Coelho (1530-1590) 

describes Nobunaga’s engagement with Eitoku as they were being painted:

[Nobunaga] ordered this new city with its fortress to be painted with such a natural 
look, that he wanted nothing to differ from the truth, painting the place of the lake, 
the houses, and everything else as properly as it could be [painted], spending a great 
deal of time in it, for anything which seemed to him to disagree from the truth in 
some aspect, he would immediately  have it smeared, and painted again: finally  they 
came out according to his liking, being a very well-finished and perfect work, and as 
these panes were made with such diligence by an eminent painter, and the work in 
itself turned out such that it pleased Nobunaga, and was greatly esteemed by him...65 

The impression that Coelho conveys here of Nobunaga practically hovering over Eitoku at work 

should be viewed with some suspicion. Undoubtedly the motive for including this anecdote in 

the annual Jesuit report was that it served to aggrandize (or clarify, depending on one’s 

perspective) the invaluable nature of the screens as a gift not only treasured by, but personally 

edited by the most influential person within the Japanese archipelago.66 Indeed, the date of the 

report, immediately before the Tenshō ‘Boys’ Embassy’s departure from Nagasaki, suggests that 

Coelho’s words were meant to accompany the screens and designed precisely for the purpose of 
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65 See appendix C for a full translation.

66 Such clarification was needed. After their presentation to the Pope, Teodosio Panizza would write about 
the screens and the embassy’s other gifts, “...to conclude, all things of low value, they can be esteemed 
only because they come from those lands.” Bartoli would comment, albeit decades after the presentation 
of the screens, that “[the Japanese ambassadors’ gifts] were to be precious for the novelty of the work 
more than for the quality of the material.” See appendix A-5, 9 for full translations.



such exposition.67 The paintings were, after all, to be presented to Coelho’s superiors in Rome. 

Yet while it is worth keeping these suspicions in mind, there is good reason to trust Coelho here. 

His description appears to conform not only with the habits of Nobunaga as Eitoku’s patron, but 

also Nobunaga’s designs for the screens as evidenced in their initial use. 

 The first point that appears to corroborate Coelho centers on an apparent and remarkable 

concern by Nobunaga for verisimilitude in painting.68 In two separate cases, both at Azuchi, 

there exist hints that Eitoku was asked by Nobunaga to reference his immediate experience with 

a subject, rather than rely on painted models of that subject. This is surprising mainly because the 

latter approach that would eventually become the practice de rigueur within the Kanō atelier.69 

The first of these examples is a painting of Mt. Mikami (三上山) a mountain situated southwest 

of Mt. Azuchi and also known as “The Mt. Fuji of Ōmi Province” (近江富士) on account of its 

unique cone-shape reminiscent of Mt. Fuji (富士山) The only known mention of this painting 

derives not in contemporary records but in the later art historical text Tansen jakuboku-shū (『丹

青若木集』) written by Kanō Ikkei (狩野一渓, 1599-1662) circa 1648-50. It relates:

Lord Nobunaga ordered the construction of a castle on Mt. Azuchi in Ōmi [Province] 
and had the Kanō atelier execute its paintings. Thereat was a shoin [a study] and 
within which Mt. Mikami was observable. Genshiro [Eitoku] was ordered to 
completely paint this image. He copied in the ichinoma [most prestigious and inner 
chamber in the shoin]. During the day the real mountain could be viewed from this 
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67 Given the date and location provided in the letter (February 15, 1582 in Nagasaki) and the date and 
port from which the screens set sail (February 20, 1582 from Nagasaki), Coelho’s letter almost certainly 
accompanied the screens. For an explanation of the stakes involved for the Jesuit Mission, see: (Cooper 
2005). Also see (Moran 1993).

68 McKelway was the first to argue this. He bases his interpretation on information compiled by Tsuji. The 
added hyperbole used to describe these screens which McKelway cites as further evidence for their 
unique character is so common in Shinchō kōki that it is difficult to see it as indicative of anything in this 
case. (McKelway 2006) p. 169. (Tsuji 1994) p. 264.

69 (Jordan 2003)



room, and during the evening the mountain could be viewed on the half-open sliding 
door panels. [Eitoku] painted expanding landscape below [Mt. Azuchi] on adjoining 
panels, and the deeply appreciative Lord Nobunaga awarded him with the title “Seal 
of the Dharma Eitoku.”70

Although not as explicit as Coelho, Ikkei here echoes an almost identical narrative as with the 

Azuchiyama screens: Nobunaga commissioned Eitoku to paint a specific subject. Eitoku then 

produced a work that pleased Nobunaga precisely because the image could function as a faithful 

proxy of the real thing. While, in the case of the painting of Mt. Mikami, there is no direct 

mention of Nobunaga actively engaged in overseeing the project, it is noted that Eitoku was 

ordered to “completely paint” the mountain. This can be read as Eitoku having been explicitly 

given instruction to approach the commission by engaging the view of Mt. Mikami. As noted in 

the passage and can be confirmed on a clear day on top of Mt. Azuchi, Mt. Mikami is readily 

visible and could have served as its own model. Further, it is noted that the “illusion” was so 

successful that Eitoku was made to expand his work and include on adjacent screens, the “view 

below” (尾崎). Between the Azuchiyama screens and this painting of Mt. Mikami, the 

beginnings of a pattern can be discerned: Nobunaga was a patron who placed a premium, to use 

the art historian Matthew McKelway’s words, on “an immediacy in the relationship between the 

image and the landscape object, between representation and the represented.”71  

 That Eitoku employed such an approach to painting while working for Nobunaga is further 

evidenced by another example found in The Chronicle. Mentioned as part of a tour of the inner 
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70 信長卿近州安土山一城築令狩野一家絵之図、其于書院至、中鑑三上山事監、専此書図造令者、源四郎尚信
命、一之間者写彼山模、書終日覧真山詠、夜者戸障子書図之有、半開則真山詠、尾崎障子之絵継之書、信長
卿深之感法印抜永徳号 Translation adapted from McKelway. (McKelway 2006) p. 169. Original Japanese 
can be found in (Sakazaki 1927) 2: pp. 939-940.

71 (McKelway 2006) p. 169.



enceinte are a series of landscapes produced by Eitoku and located either in a building adjacent 

to or within a structure called the “Kōunji Palace” (江雲寺御殿). The episode from which this 

mention derives, the ambiguity surrounding these painting’s location, and the nature of the 

Kōunji Palace will be discussed in further detail later in this chapter. For our purposes here, the 

mention of these paintings is significant only in that the noun used to describe the works is 

utsushi-e (写し絵, literally translated: “copied picture”), a term which implies a copying from 

life. Isolated, the use of this descriptor could be ignored as a misnomer or mistake in 

transcription, but considering both Coelho’s quote and Ikkei’s account, it bolsters the idea that 

Nobunaga and Eitoku had a unique patron-artist relationship that helped shape artistic practice. 

While neither this example nor the Mt. Mikami painting fully clarifies the nature of this 

relationship, these two disparate mentions nevertheless serve to bolster the credibility of 

Coelho’s claims of Nobunaga’s character as a patron and Eitoku’s output.  

 The second point that serves to corroborate Coelho’s account is more circumstantial and 

derives from an assessment of the screens’ meaning and their function. The manner in which 

Nobunaga employed the screens suggests that he indeed valued them as greatly as Coelho 

describes. Consequently, it stands to reason that he would have been particular as to the manner 

of their execution. The Azuchiyama screens were the first capitalscape that was not a depiction 

of the official capital, and as such they would have been a bold, possibly even brash, 

proclamation of Nobunaga’s stature. Implicit in its very depiction, Azuchi was being framed as 

equal or of close equivalence to Kyoto itself. In turn, Nobunaga was being framed as equal or of 

close equivalence to the capital’s former and current centers of authority: respectively the 

Ashikaga shogunate and possibly even the imperial household. Coelho in the same annual report 
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quoted above also notes that, “What made [the screens] even more esteemed was that so few had 

seen them, because only by particular favor would Nobunaga show them to some private 

[associates] of his.” Again, assuming that Coelho is not indulging in excessive hyperbole, it 

appears that viewing the screens was initially a rare and privileged act extended to only close 

allies as both reward and reaffirmation. According to the narrative likely posited by the screens 

through the depiction of a bustling city overseen by a castle complex towering above—

Nobunaga’s stewardship leads to a prosperous and vibrant city and society—the allegiance of the 

viewer was reaffirmed as rightly placed.

 As mentioned already above, amongst one of the screens’ earliest viewers was Emperor 

Ōgimachi. Confined by protocol to the capital, Ōgimachi never visited or saw the actual Azuchi. 

Instead, the screens appear to have been specially transported to Ōgimachi for a one-day viewing 

early in the eighth month of 1580. This occasion, noted in the imperial diary Oyudono no ue no 

nikki (『御湯殿の日記』), represents the first recorded mention of the screens. Moreover, the 

event is corroborated by Coelho’s account, adding a tantalizing detail: Ōgimachi wanted to keep 

the screens, but was made to return them by Nobunaga.72 While the exact back-story remains 

unknown, this episode hints at a potentially intriguing political drama. Nobunaga appears to have 

used the screens to display his ability to mobilize resources and decorate himself in finery far 

beyond Ōgimachi’s reach. Ōgimachi responded to this show by asking for possession of this 

embodiment of Azuchi. Nobunaga denied this request and instead asked for an imperial 

statement (chokusho, 勅書), presumably in praise of the great achievement that was the painting, 
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72 This information also comes from Coelho. Again, it is difficult to assess its accuracy and may well just 
have served to aggrandize the screens’ value. Still, given the power struggles between Nobunaga and 
Ōgimachi, it is not inconceivable that this event did occur. Imatani argues that Nobunaga’s greatest rival 
during the final decade of his life was Ōgimachi. (Imatani 2002) See also (Lamers 2000).



to be written by the Emperor. While no one can say with complete certainty, this final act 

suggests that Nobunaga sought an endorsement of this new castle home as well as the 

implication of his official residence as a burgeoning equal to that of the capital. In short, within 

this exchange we see the full extent of how the screens initially functioned. Those privileged few 

allowed to set their eyes upon the screens were either reaffirmed in their support for Nobunaga or 

were required to show deference vis-a-vis its function as a proxy for Nobunaga. 

 Also worth noting here is that Nobunaga’s designs for the screens evolved over time. In 

bestowing them to Valignano and the Jesuits, they quickly earned great fame within and beyond 

Japan. On route to their port of departure in Nagasaki, the Jesuits put them on display for locals 

in Azuchi, Kyoto, Sakai, and Bungo, as well as points in between and ultimately far beyond 

Japan’s shores.73 That Nobunaga sanctioned such wide exposure is testament to his pride and 

confidence in the screens’ ability to convey the image that he desired to present to the larger 

world. Given both Nobunaga’s apparent interest in verisimilitude and the screens’ importance as 

the first (and unfortunately last) portable announcement of his architectural achievements at 

Azuchi, it is reasonable to assume that Nobunaga would be invested in the screens’ quality and 

take an active role in their creation.

 As Eitoku’s screens and van Winghe’s sketches remain lost and Ferroverde’s xylographic 

reproductions lack details that might serve to clearly identify their subject matter, each of these 

depictions is of little use in re-imagining or understanding the original form of Azuchi. 
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73 Again from Coelho’s February 15, 1582 report. See appendix A-2. While it is impossible to say whether 
Nobunaga or the Jesuits themselves spread word of the screens to the various locales in Japan so that 
“the concourse of people that rushed to see the screens was so large...that it was necessary in order to 
satisfy everyone to place them in the church,” it is not unimaginable to think that Nobunaga would have 
anticipated the Jesuits’ desire to showcase the screens and took advantage of it. Possession of the 
screens both reflected the favor which the Jesuits had with the most powerful man in Japan and served to 
bring potential converts into churches to view them.



Nevertheless, knowledge of the screens’ creation and reception is of great value, as it reveals 

hidden truths regarding other primary sources. In the tidbits that remain about their history, it is 

clear Nobunaga took a deep interest in the creation of the screens. His investment points to the 

strong possibility that Nobunaga was not only active in their creation, but in the creation of other 

primary sources. While the screens were undoubtedly of special import given the universal 

power of the medium of representational painting, there is no reason to think that Nobunaga 

limited his attentions to just one artistic commission and every reason to think that he would 

have desired more. Indeed, the notion that Nobunaga was eager to advertise his home through 

multiple media is one consistent with actions taken by Nobunaga. Described in multiple Jesuit 

sources is a sort of ‘open-house’ held at Azuchi in the fall or summer of 1580 at which Nobunaga 

was “allowing anyone who wished to see his work [in Azuchi] to come, and that a place would 

be given to him to see everything.”74 Also described by the Jesuits is the employment of 

dedicated custodians both in the castle complex as well as in the town itself with the specific task 

of maintaining a strict level of cleanliness.75 Nobunaga, actively engaged and concerned with the 

appearance of his residence as well as advertising it as a symbol of his prowess, was likely 

equally invested in the manner of its representation and presentation. For lack of corroborating 

sources regarding the origins and nature of other primary sources—specifically, Azuchiyama-ki 

and the detailed description of the tenshu provided in The Chronicle—the story of the screens 

prior to their departure from Japanese shores is revealing in its provision of critical analogy.
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74 Lourenço Mexia mentions in his annual report for 1580 dated October 20, 1580, “[Nobunaga was] 
allowing anyone who wished to see [Azuchi] to come, and that a place would be given to him to see 
everything, for which an infinity of people concurred…” See appendix C-1b for complete translations.

75 Fróis mentions “35 men with shaved heads who did no other work save walking around and sweeping 
with their brooms and cleaning all these houses an hour before daybreak.” See appendix C-1f for 
complete translation.



b. Nanka Genkō’s Azuchiyama-ki 

 Nanka Genkō’s Azuchiyama-ki, also often referred to as Azuchiyama no ki (「安土山ノ

記」, see appendix B for an annotated translation), is an allusion-laden encomium that extols at 

length both Azuchi and Nobunaga. The purported story behind its creation is that Nobunaga 

requested the Zen monk Sakugen Shūryō (策彦周良, 1501-1579) to author it, but Sakugen 

declined. In his place he recommended Nanka for the task. Out of deference, Nanka, in turn, 

recommended Sakugen for the commission. After repeated entreaties back and forth, Nanka 

reluctantly accepted the job. Given the rewards of gold and cloth that Nanka was reportedly 

given after its completion, it appears that Nobunaga was pleased with the end product.

 The text itself is relatively short. Nanka posits Nobunaga as a visionary who was the first 

to see Mt. Azuchi’s potential as a site for a regal home. In turn, his development of the site 

becomes a self-fulfilling prophecy. The spectacular beauty realized at Azuchi is proof of the 

righteousness of Nobunaga’s foresight and his claim to be sovereign. To give gravitas to these 

various claims, Nanka relies on a torrent of analogies. Mt. Azuchi’s beauty and prosperity rivals 

a litany of famed actual and mythological sites: Mt. Tai (J: Tai-zan, 泰山), the Xiao-Xiang 

region (J: Shōshō, 瀟湘), the Jiangnan region (J: Kōnan, 江南), West Lake (J: Seiko, 西湖), and 

Mt. Penglai (J: Hōrai-san, 蓬萊山). Azuchi Castle is comparable or surpasses the buildings of 

Yāma Heaven (J: Yama-ten, 夜摩天), Qin Tower (J: Shinrō, 秦楼), the Wei Palace Gate (J: 

Giketsu, 魏闕), Epangong Palace (J: Abōkyū, 阿房殿), and the Hangu Pass Barrier (J: 

Kankakukan, 函谷関). Still further, by virtue of his constructing Azuchi, Nobunaga both 

outshines the semi-mythological model Emperors Yao (J: Gyō, 堯), Shun (J: Shun, 帝舜), and 
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Kings Wen (J: Shū Bunnō, 周文王) and Wu (J: Shū Buō, 周武王) of Zhou and out performs the 

legendary skilled craftsmen Li Lou (J: Ri Rō, 離婁) and Gong Shu (J: Kō Rinshi, 公輸子). 

 As it relies so heavily on allusion and comparisons with poems, paintings, and historic 

continental buildings that Nanka would have never seen and only known through the written 

word as examples of extreme lavishness and monumentality, Azuchiyama-ki paints only a broad, 

impressionistic picture of Azuchi. As an aid for reconstruction, it serves only to support specific 

interpretations of the color scheme of the Azuchi tenshu. Two passages in particular stand out in 

this regard. The first is found in the body of the text:

…The estates of powerful and esteemed nobles encircle the mountain spreading as 
wings, surrounding the water they are packed as the scales [of a fish]. Of the lofty 
treasure pagoda, nothing but red varnish, black, and white rises from amidst trees, 
one questions whether it is a picture of a distant temple. As the rocking fishing boats 
float in the reedy shore, one suspects that it was plotted [like a painting of] Returning 
Sails [off Distant Shores]…76

Like almost every passage in Azuchiyama-ki, there is much to unpack here. Nanka first provides 

a basic idea of the layout of Mt. Azuchi as having vassal estates crowding its base and adjacent 

shoreline. Next and more significantly, Nanka expounds on the nature of its crowning building, 

the tenshu. Likely in some part because of the unprecedented nature of the Azuchi tenshu, Nanka 

resorts to describing the structure using analogous buildings and images as touchstones. He 

names the tenshu as a treasure pagoda (hōtō, 宝塔) one of only a few types of multileveled 
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buildings found in pre-modern Japan.77 For a lack of an actual treasure pagoda at Azuchi and as 

it was the premier, transcending, “lofty” structure rising above trees, it can be safely supposed 

that Nanka is not referring to a building at Sōkenji or another actual temple or “treasure pagoda,” 

but to the tenshu. Provided this understanding, his description of the color palette of the tenshu as 

red, black, and white, corroborated in part by Jesuit reports discussed below, forms an important 

cornerstone for the colorful exteriors of most reconstructive models of the tenshu. Nanka then 

places the tenshu in a distinct coastal setting. The mention of “Returning Sails off Distant 

Shores” (enbō kihan, 遠浦帰帆), a poetic and painting theme from the famous painting subject, 

the Eight Views of Xiao and Xiang (shōshō hakkei, 瀟湘八景), in the final sentence makes it 

immediately clear that the “picture of a distant temple” that Nanka mentions prior is, in fact, an 

evocation of “Evening Bell in Mist-Shrouded Temple” (enji banshō, 煙寺晩鐘) another scene 

from Eight Views of Xiao and Xiang. In short, he frames the tenshu like a painting, soaring on a 

plane above mist and calling out to sails below dotting and traversing Lake Biwa.  

 Another passage, taken from the eight-clause poem at the end of Azuchiyama-ki, stands 

out as it serves to both corroborate and add to this vibrant picture: “Turquoise tiles and 

vermillion beams sparkle next to the sun.” The mention of “vermillion beams” is a reiteration of 

the red varnish evoked in the previous passage and is again corroborated both in the Jesuit record 

as well as in the description of Azuchi included in The Chronicle. The mention of turquoise tiles, 

while not mentioned in the broader color scheme quoted above, is another critical point. 
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Repeated by Jesuit reports, this characterization of the tiles at Azuchi as light blue or greenish-

blue, as well as the larger question of the Azuchi’s palette, represent key points of debate 

regarding the exterior decoration of the tenshu.

 While Azuchiyama-ki’s value as an aid to re-imagining Azuchi is minimal, its value as a 

window onto the attempted framing of Azuchi is unparalleled. Its original draft is now lost, but 

Azuchiyama-ki became widely known in the Edo period after its publication in two sources. The 

first is Oze Hoan’s (小瀬甫庵, 1564-1640) biography of Nobunaga, Shinchō-ki (『信長記』), 

published before or around 1612.78 The second is a 1753 edited compilation of Nanka’s complete 

writings titled Tokushi jōe enmyō nanka kokushi kyohakuroku (『特賜定慧円明南化国師虚白

録』), a four-volume set published to commemorate the one hundred-fiftieth anniversary of 

Nanka’s death.79 It is from Hoan that Azuchiyama-ki’s origin story derives. Hoan’s motive for 

including this anecdote alongside a copy of Nanka’s text was rooted in a greater goal of framing 

the narrative of Nobunaga’s life as that of an exemplar Confucian leader.80 In this case, 

Nobunaga is shown to be a benevolent lord by way of recognizing a great advisor in Sakugen. In 

light of the monk’s selflessness and great “skill” at allowing others to shine, Nobunaga 

ultimately showers Sakugen with even more gold and cloth than Nanka. While the details of the 

story conspicuously unfold in a way that bolsters Hoan’s Confucianist interpretation of 

Nobunaga’s life, there is no reason to believe that he fabricated it in its entirety. It is well 

established that Hoan developed his biography of Nobunaga through a combination of plagiary, 

74

78 (Yanagisawa 2009) p. 42.

79 To be precise, Tokushi jōe enmyō nanka kokushi kyohakuroku was originally three volumes. As more 
financing became available, a supplemental volume was issued. Also notable is the fact that it adds 8 
lines to the concluding poem about Azuchi that are absent in Hoan’s version (Wakisaka 2006) p. 465.

80 (Ooms 1998) p. 178.



interpretation, and research.81 As he clearly had access to the original Azuchiyama-ki or a copy of 

it long before it was printed, it is very likely that he had access to related documents that may 

have described its origins. 

 The story provided by Hoan is of great importance for a number of reasons. Primarily, it 

reveals that the origins and apparent function of Azuchiyama-ki were almost identical to that of 

the Azuchiyama screens. The text was commissioned directly by Nobunaga as a flattering 

portrait of his seat of power. Moreover, the text functioned by positing Azuchi within a 

comparative context that through evocation and implication served to aggrandize Nobunaga’s 

prowess and architectural achievements. In the case of the screens and as explained above, 

Eitoku’s brushwork posited Azuchi as on par with the capital and as the residence of its ruling 

elites. With Nanka’s words, Azuchi was likewise further contextualized within a greater East 

Asian history of leaders, fortresses, and palaces. In turn, both works secured Nobunaga’s 

enthusiastic approval. However, in contrast to the screens, Azuchiyama-ki is remarkable in that it 

is the only unfiltered and “officially approved” description of Azuchi that remains. 

 Second, the Azuchiyama-ki is significant in that it links Nobunaga, Sakugen, and Nanka 

as having engaged, albeit to a debatable degree, in a discussion about the framing of Azuchi as a 

symbolic site. Additionally, it relates the broad strokes of this framework that links Nobunaga to 

Chinese and Japanese precedents and a larger East Asian context. In other words, it employs 

analogy to frame Azuchi and Nobunaga as part of a larger tradition and thereby an heir to a 

longer legacy of great Chinese rulers and locales known for their beauty, prosperity, and political 

import. The significance of linking Nobunaga with these monks as well as their furnishing of a 
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historical context and analogous precedents for Azuchi will be discussed in further detail in 

chapter 5. Coupled with Nobunaga’s commissioning of the Azuchiyama screens as well as his 

seeking out Ōgimachi’s imperial statement, this act exposes a clear trend of Nobunaga seeking 

out various notable voices to praise and reaffirm the importance of Azuchi. 

c. Ōta Gyūichi’s The Chronicle of the Lord Nobunaga - Part 1: Introduction and Azuchi-
Related Descriptive Episodes

 The Chronicle of Lord Nobunaga is the single most important and informative primary 

source on both Azuchi and the life of Nobunaga.82 Written by Ōta Gyūichi, it is widely 

considered to be the finest Sengoku period (戦国時代, 1467-1573) example of a genre of 

literature known as gunki monogatari (軍記物語, literally translated: “war tale”).83 Like earlier 

examples of the genre such as The Tale of the Heike (『平家物語』) or the Taiheiki (『太平記』), it 

is organized around individual episodes centering on a particular anecdote, event, or topic, and 

tells a roughly chronological story that is based on actual history.84 The episodes cover 

Nobunaga’s rise from son of a provincial warlord until his assassination in 1582. 

 Gyūichi was remarkably well positioned to produce this biography. He became a lesser 

vassal of Nobunaga early in Nobunaga’s career and would advance to become a scribe for one of 

Nobunaga’s most important advisors, Niwa Nagahide. In this capacity, Gyūichi witnessed many 

of the events detailed in the text and, thanks to a postscript attached to one draft, it is known that 
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his work was based on a personal journal that he kept during his time in service.85 In the years 

and decades after Nobunaga’s death, it seems that he returned to this journal to provide a 

foundation for The Chronicle, continually researching and revising the text until at least 1610. 

 More than seventy known variant manuscripts of The Chronicle exist, each of which is 

titled with one of several similar sounding names.86 Most commonly Gyūichi’s works are labeled 

with one of three titles, Shinchōkō-ki (『信長公記』), Shinchō-ki (『信長記』) or Azuchi nikki (「安

土日記」), but a fair number of lesser-used titles also exist such as Azuchi-ki (「安土記」), Genpon 

Shinchō-ki (「原本信長記」), and Oda-ki (「織田記」) among others.87 As will be made apparent 

in the ensuing discussion, it is because of the potential for confusion and a general need for a 

broad umbrella term that encompasses all of these texts that I have chosen here to use the 

translated English title, namely The Chronicle of Lord Nobunaga for Shinchōkō-ki, the most 

commonly Japanese applied moniker for these texts. Besides their titles, the greatest difference 

between each of these variants is their length. The longest versions contain sixteen books, one 

book corresponding to each year between 1568 and 1582—starting with the year Nobunaga took 

the Kyoto for Ashikaga Yoshiaki (足利義昭, 1537-1597) and ending with the year of his death. 

Also included within the sixteen books is a lengthy preface book which covers Nobunaga’s youth 
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85 Discussed in (Yanagisawa 2009) p. 40. (Elisonas and Lamers 2011) p. 28.

86 Kaneko lists seventy-two variants. Hori lists seventy-nine. For lists of these variants, see (Kaneko 
2009) pp. 76-83. (Yanagisawa 2009) pp. 58-63. 

87 Amongst the variants of Gyūichi’s text Shinchōkō-ki and Shinchō-ki are by far the most used titles and 
both roughly translate to the same English title: The Chronicles of (Lord) Nobunaga. In Japanese, 
Shinchōkō-ki is today generally used to refer to Gyūichi’s text and Shinchō-ki is used to refer to Ōze 
Hoan’s text (discussed below, Kaneko is a notable exception). As Hoan’s work is of secondary concern 
here and has a consistent title in Shinchō-ki, it is consistently referred to as Shinchō-ki below. (Kaneko 
2009).



in Owari and his gradual rise to prominence prior to the events of 1568. Most recensions, 

however, lack this preface book and many more fall short of a complete set of fifteen volumes. 

 Meriting at least a brief mention here is an offshoot of The Chronicle that bears one of the 

same titles as Gyūichi’s manuscripts, but that is so reworked that it can be considered a distinct 

text. Previously cited above as containing the back story for Azuchiyama-ki, this text is Oze 

Hoan’s Shinchō-ki.88 Published no later than 1612, Hoan’s text would become the first widely 

known biography of Nobunaga and would be regularly republished throughout the Edo period. 

Hoan’s adaptation both heavily amends Gyūichi’s efforts and expands its scope to cover the fall 

of the Ashikaga shogunate. As mentioned in the discussion of Azuchiyama-ki, Hoan’s 

interpretation of episodes is tainted with a strong didactic, Confucian bias reflective of the 

concerns of his generation.89 Curiously though, Gyūichi’s most significant contributions to the 

understanding of Azuchi would be cut in Shinchō-ki. Consequently, Hoan’s work does not 

directly contribute to the question of Azuchi’s form. Only because it can be a source of confusion

—having an identical title as one variant of Gyūichi’s work and holding a critical place in the 

Edo period understanding of Nobunaga—it merits this word of clarification. Indeed, its existence 

as a titled, singular text lacking in variants represents a major contributing factor why I have 

opted to use the English-translated title for Gyūichi’s work.

 As should be apparent already given the many times The Chronicle has already been cited, 

Azuchi often appears in Gyūichi’s writings. However, most mentions of Azuchi within The 

Chronicle are limited only to its role as a setting or destination—that is, as a launchpad for 
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Nobunaga’s forays and the locale to which he returns to conduct his affairs.90 Some episodes—

such as the state of Azuchi prior to Nobunaga’s assassination and the matter of Azuchi’s women 

being sentenced to death for their unsanctioned mini-pilgrimage—provide hints of the 

conception of the castle complex’s space, but these clues often boil down to a single word or an 

opaque, implied understanding. A scant six episodes name buildings, provide specifics, or shed 

light on the form of Azuchi. They are as follows: 

(1) Book 9, Episode 1 - The Construction of a Castle at and Transfer to Azuchi [First month, 

Tenshō 4 (1576)]91—This is the first episode in The Chronicle to mention Azuchi. In it, 

Gyūichi tells of the order in the first month of 1576 to construct Azuchi Castle and 

mentions that Nobunaga unofficially moved to the site at the end of the second month of 

the same year. This move and a mention at the end of the episode that Nobunaga provided 

detailed instructions before his departure to Kyoto points to Nobunaga having been an 

active agent in Azuchi’s conception. The episode also lists several parties responsible for 

Azuchi’s construction: Niwa Nagahide as overseer, Nishio Yoshitsugu, Osawa 

Rokurosanro, Yoshida Heiuchi, Onishi as heads of stone collection and ishigaki 

construction, Ikkan “of China” as the foreman in charge of roof tile production, as well as 

carpenters and artisans from Kyoto, Nara, and Sakai. The episode also contains one 
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45-46, (Shiga-ken Kyōiku Iinkai 2009a) pp. 42-47.

91 The numbering of episodes is not part of Gyūichi’s original text. These numbers correspond to the 
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each episode listed as well as to give some vibrancy to an otherwise dry designation of book and episode 
(Ōta 2006). Finally, the dates included derive from Gyūichi’s original text and are used by Kido, among 
others, as the definitive markers for designating sections of The Chronicle. (Kido 2003)



passage of notable ambiguity. It can be read as either implying that the tiles that Ikkan 

produced were of a “Chinese-style” or that the architecture of the castle was “Chinese-

style” (i.e. in the style of Zen-mode architecture). Both interpretations are tantalizing. The 

former holds the potential to shed light on the blue tiles mentioned in both Azuchiyama-ki 

and, as will be discussed below, in the Jesuit record. The latter interpretation, on the other 

hand, reveals a correspondence between the building depicted in Ferroverde’s Folio 569 

and the tenshu. This correspondence does not so much bolster the case for reading the print 

as a depiction of the tenshu, but rather shows that there might have been a consistency in 

the larger architectural program of buildings covering the mountain. Also mentioned in this 

episode is a giant rock, dubbed Jaiishi (蛇石, literally translated: “snake stone”), that 

required ten thousand men working day-and-night for three days to haul it up the mountain 

and into the area of the tenshu. Intriguingly, the current whereabouts and the ultimate fate 

of Jaiishi remains unknown.

(2) Book 11, Episode 1: Tea Ceremony [First month, first day of Tenshō 8 (1580)]—This 

episode describes the events of New Year’s Day 1579, during which Nobunaga hosted a tea 

ceremony, entertaining a group of high-ranking vassals who had come to pay their respects. 

Within this context, Gyūichi notes two points of interest. First, he mentions that, “[t]he 

room [used for the tea ceremony] was a six-mat room that had a preparation room attached 

to its right side. It also had a four shaku (1.21 m) veranda.”92 While they stand out in their 

specificity, these details alone fall short of providing any insight into the space in question. 

Second, Gyūichi relates that the guests were permitted to see Nobunaga’s “Palace 

80

92 See appendix D-1b for complete translation.



Residence” (goden gozasho, 御殿御座所) wherein they saw painted sliding doors (fusuma-

e, 襖絵) executed in polychrome by Eitoku and depicting “famous places of the three 

lands” (sankoku meisho, 三国名所).93 As these painting subjects do not correspond to any 

listed elsewhere in The Chronicle, it is safe to presume that this “Palace Residence” is not 

the tenshu, but another structure within the inner enceinte. That the group immediately 

heads from the tea ceremony directly to this mansion suggests that the tea room was either 

incorporated into or an independent structure also within the inner enceinte.

(3) Book 13, Episode 8: Presenting Estates Beneath Azuchi [Third month, tenth day of Tenshō 

8 (1580)]—This episode provides several broad details regarding the town of Azuchi and 

the character of the terrain peripheral to the mountain. Situated in the context of 1580, 

Nobunaga has officially moved to the Azuchi tenshu, but construction has not entirely 

finished on and around the mountain.94 The text mentions the removal of earth and 

landfilling of several areas around the base of the mountain to create foundations for vassal 

estates, agricultural fields, a city block, as well as the Jesuit Seminary. In addition, Gyūichi 

mentions docked boats lining the north and west and the construction of a canal “dug south 

of Mt. Azuchi and north of the new road.”

(4) Book 14, Episode 1: The Construction of Stables Below Azuchi [First month, first day of 

Tenshō 9 (1581)]—In the context of describing the events of New Year’s Day 1581, this 

episode offers two points of note. First, it explains the movement of visiting daimyo as 

entering from a “West Gate” (presumably either the kuroganemon or the West koguchi) and 
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exiting from an “East Gate” (presumably the East koguchi). This pattern appears to be 

repeated in Book 15, episode 1, discussed below, and suggests a pattern of entering by way 

of the Dodobashi-michi and exiting through the East koguchi for New Year’s activities. 

Along with this point and as suggested by the title of the episode, there is mention of 

construction beginning on stables located “[i]n the northern part of the town, below 

Azuchi…[and] approaching the shores of Lake Biwa.”  

(5) Book 15, Episode 1: New Year’s Attendance [First month, first day of Tenshō 10 (1582)]—

While not especially precise and, as a result, the center of some debate, this episode 

remains the sole source that details a progression through Azuchi’s space. As such, it 

provides the only record of names contemporaneously used for several specific structures 

and areas of the mountain fortress. Recounting the events that took place at Azuchi on New 

Year’s Day 1582, the episode traces the events and path that Nobunaga’s family and 

vassals took up the mountain and to the inner enceinte to pay their respects.

  As Gyūichi explains, the New Year’s well-wishers entered at the base of the 

mountain by the Dodo Bridge, and by way of the Dodobashi-michi arrived at Sōkenji. 

There, they visited a “Bishamon Hall stage” (Bishamon-dō butai, 毘沙門堂舞台). Based 

on a later episode in The Chronicle in which a Noh performance is held at Sōkenji, it is 

generally assumed that the stage was meant for this purpose.95 This later episode also 

mentions the existence of a viewing gallery (sajiki, 桟敷). Even with this added 

information, because of centuries of development at Sōkenji after Azuchi’s destruction and 

the subsequent tainting of the archeological record, the physical relationship of the hall, the 
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stage, and gallery remains impossible to determine. This said, the mention alone of a 

Bishamon Hall is important for two reasons. First, because it became increasingly rare for 

castles to incorporate temples on their grounds after Azuchi, it is often supposed that 

Sōkenji’s presence on Mt. Azuchi is an anomaly. Not only is this assumption incorrect, in 

its possession of a Bishamon Hall, Sōkenji is wholly consistent with contemporary norms. 

Halls dedicated to the deity Bishamonten (毘沙門天, also known as Tamonten 多聞天) 

were one of a few standards for castle temples and there exist multiple pre-Azuchi 

examples.96 Second, as mentioned above in the discussion of the Azuchiyama screens, 

there is a distinct possibility that the building depicted in Folio 569 was part of Sōkenji. 

Given that each of the other buildings known to have been present at Sōkenji in the 1570s 

and 80s (the niōmon, the three-leveled pagoda, the stage, and the gallery) are distinct 

typologies that bear no resemblance to the structure depicting in Folio 569, the Bishamon 

Hall stands out as a prime candidate for the subject of van Winghe’s sketching.97

  Continuing on, it is at this point in the visitors’ journey that Gyūichi notes a rather 

dramatic occurrence. Somewhere on the grounds of Sōkenji, the weight of a large number 

of visitors caused a patch of ishigaki walling to collapse. This landslide is noted as 

resulting in deaths and the loss of many swords, presumably as they were held in hand and 

dropped in the initial chaos and subsequent rescue efforts. Given the probable locations of 

buildings, the areas which groups may have had to assemble, and the locations of the 

steepest inclines, the northwest corner and central southern flank of Sōkenji seem to be the 
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most likely positions for this accident to have occurred. Despite the tragedy, the day ends 

up holding several treats for those unscathed. 

  From Sōkenji, the visitors entered through a “front gate” (omote no gomon, 表の御

門) and then traversed a “third gate” (sannomon, 三の門, figure 1.18 & figure 1.19). Given 

their approach, it is generally agreed that this “front gate” corresponds to the kuroganemon 

and that the “third gate” corresponds to the West koguchi of the inner enceinte.98 

Presumably one of these two is the “West Gate” mentioned in Gyūichi’s account of the 

previous New Year’s events. Omitted here is mention of a second gate. Based largely on 

the archeological record, it is thought that this ‘second gate’ would have been located at the 

entrance to the East-West length of path leading up to the West koguchi.99 Two groups of 

visitors are mentioned as entering through the West koguchi into an area “below the 

tenshu” called the “o-shirasu” (御白州). The term o-shirasu translates to “white gravel”— 

the defining attribute of the floor of this space.100 Here in the o-shirasu, the first, higher-

ranking group was received by Nobunaga. After being addressed, the group would then be 

brought by way of some “stairs” (kaidō, 階道) to see the interior of a structure referred to 

by the generic term “o-zashiki” (御座敷), a tatami-matted chamber typically used to 
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receive guests by a host.101 Immediately following, the group would be granted access to 

the “Imperial Visitation Chamber.” To summarize, the route of the first, higher-ranking 

group, not det is relatively short and straightforward: from the o-shirasu → up a set of 

stairs to a structure containing a o-zashiki (an audience chamber) → and finally arriving at 

the “Imperial Visitation Chamber.” Meanwhile, the second, lower-ranking group would be 

brought into the o-shirasu and from there, their tour unfolded:

Just as they had had to wait for a short while, they were instructed, “You in the o-
shirasu all must be freezing, come up the Southern Palace (南殿) and see the 
Kōunji Palace.” And so they had this viewing. 

The o-zashiki were [decorated] all in gold and in each room, Kanō Eitoku had 
been commissioned to exhaust his brush painting everywhere in multiple 
variations and modes. On top of this were landscapes in all directions: mountains 
and lakes, seas, rice fields and gardens, hamlets and villages, ineffable fascinating 
vistas immeasurable in speech. “From here, continue down this corridor. It is all 
right for you to see the Imperial Visitation Chamber,” they were commanded. 
Graciously, they were called up to the Palace of the Seat  of the Universal 
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101 Lamers and Elison translate o-zashiki as “Nobunaga’s chambers” which is accurate, but implies a 
living space or personal chamber. The term is ambiguous enough that this translation may be correct, but 
without further information it is impossible to tell. 
# Not raised by any scholar is the intriguing possibility that the o-zashiki mentioned here is one of the 
same o-zashiki mentioned in Gyūichi’s tenshu description. The term o-zashiki appears both as part of a 
general description (i.e. See appendix D-2a, PAT 13) of rooms, but also 5 times in reference to specific 
chambers: (1) the top floor or keep of the tenshu (AN 12, PAT 111, 114, 118); (2) twin 4-and-a-half mat 
rooms on the 4th floor (AN 27, PAT 98); (3) an 8-mat chamber “at the entrance” of the 2nd floor (AN 71, 
PAT 69); (4) a 26-mat room on the 1st floor that context suggests was a multipurpose room (AN 98, PAT 
41); (5) a 12-mat chamber on the 1st floor that contained a painting of a plum tree executed by Eitoku 
(PAT 17). A case can be made for each as a visit site: (1) was the pinnacle of Azuchi and an obvious 
place that Nobunaga would wish to display; regarding (2), although the least likely of the five sites 
mentioned given the small size and location on an otherwise unadorned floor, the space likely contained a 
good view and thus had some appeal; (3) is a strong possibility as it is cited as to the west and at an 
“entrance.” Foundation stones discovered within the lower ninomaru have been posited as the remnants 
of a staircase. If true, there is the distinct possibility that these two (the entrance and the stairs) 
connected. The first group could have easily traveled directly into the tenshu from the o-shirasu; regarding 
(4), although the context suggests that this room was a storage room, this could well be a mistake on 
Gyūichi’s part—that is, the use of honorific “go-” is conspicuously at odds with the implied base function of 
the space. As the largest space cited in the tenshu description, it would have been well suited for 
Nobunaga to use to assemble such a large group; finally (5) is likewise an appealing spot not only 
because of the paintings it housed, but as the chamber is also noted as containing toko-no-ma shelving, it 
is clear that this space did serve as a reception space. The function of the space (to receive guests) and 
the agenda of the tour group (guests to be shown around) appear to align. 



Sovereign and Master of Ten Thousand Chariots (一天君万乗の主の御座の御
殿). For this viewing, they were grateful as truly this was something they would 
remember all their lives. From the corridor to the Imperial Visitation Chamber, it 
was, of course, roofed with cypress bark shingles and the metal fittings all 
glittered in the daylight. Inside the palace everything was golden; everywhere, in 
every  direction it was pasted and elsewhere upon the gold, paints were thickly 
applied. The metal fittings were commissioned to be done in gold, with an 
karakusa (唐草) pattern carved out of a nanako (魚子) foundation. The ceiling 
was latticed. The top  of the hall glittered and the bottom, too, glittered, that mind 
and words, too, fell short. The tatami, their surface made in Bingo, were a suburb 
eton blue; kōraiberi (高麗縁) and ungenberi (雲絹縁) [decorative trim was used]. 
Two bays in from the front, within the interior was a chamber, thought the 
Emperor’s Chamber (皇居の間), [as it was] a splendid place with a raised area 
within bamboo blinds, burnished gold that sparkled in the light, and perfume of 
purity  permeating throughout. Continuing to the east, o-zashiki were innumerable. 
Here, gold leaf was pasted and atop all the gold, polychrome paints were executed 
using various modes. After seeing the Imperial Visitation Chamber, from the o-
shirasu they first visited, they descended to a place where Nobunaga ordered, “To 
the Kitchen entrance (台所の口)!” They were made to stand at  the stable 
entrances (御厩の口) where Nobunaga graciously received from each the ten coin 
courtesy fee directly into his hand before throwing the coins behind him.102

The route detailed here of the second group appears to be that of a loop: from the o-shirasu 

→ to the “Southern Palace” → then to the “Kōunji Palace” → through a connecting 

corridor → to the “Imperial Visitation Chamber” within a “Palace of the Seat of the 

Universal Sovereign and Master of Ten Thousand Chariots,” a title that is synonymous with 

the station of the Emperor → seeing o-zashiki to the east → back to the o-shirasu → the 

kitchens → and finally, arriving at a stable. Two overlapping interpretations of these routes 

have been proposed by scholars. The location of the Imperial Visitation Chamber and the 

composition of the inner enceinte represent the two key points of contention.
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  The first of these interpretations comes from Kido (see figure 1.18).103 According to 

him, the fact that Nobunaga’s grave is situated within the upper ninomaru and not upon the 

ruins of the tenshu pedestal, the highest and most preeminent location within the castle 

complex, is conspicuous.104 He argues that the choice made in the months after Nobunaga’s 

death to place the grave in this physically lower (i.e. subordinate) position is a reflection of 

a contemporary understanding of the importance of this spot. Because the only structure 

among those known to have been within the central castle complex that, at least in theory, 

could have matched or topped in rank Nobunaga’s own residence in the tenshu, would have 

been a structure associated with the Emperor, Kido posits that the Imperial Visitation 

Chamber must have been located in the upper ninomaru. 

  Kido’s argument is appealing as it is rooted in the unique political circumstances of 

late 1582. Although the Emperor lacked any actual governing authority, he nonetheless 

remained symbolically potent as the ultimate bestower of titles and status within Japanese 

society at the time. Concurrent to his decision to place the grave there, Hideyoshi was 

consolidating power and engaged in a series of conflicts with the last of his potential rivals. 

Placing the grave in the site of the former Imperial Visitation Chamber would have served a 

dual purpose of advertising his fidelity to both his former lord as well as to an Emperor 

whose backing could bolster his claim as the rightful heir to Nobunaga’s legacy. This 

flattery could well have been made manifest in the topography of Azuchi with the 

promotion (or, arguably, demotion) of Nobunaga’s resting place as level with of that of the 

personification of the Emperor in the Imperial Visitation Chamber. 
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103 (Kido 2003) pp. 102-104, 122-125.

104 (Kido 2003) p. 124.



  Working off this initial supposition, Kido locates the o-shirasu immediately south of 

the tenshu and northeast of the West koguchi.105 This location provides immediate access to 

the upper ninomaru by way of stairs in the lower ninomaru (i.e. the route that the first 

group would have taken) as well as immediate access to the honmaru (i.e. the route that the 

second group would have taken). As noted above, the second group is mentioned as visiting 

the Southern Palace directly from the o-shirasu. Accordingly, Kido locates this Southern 

Palace within the honmaru and to the southeast of the tenshu. In locating the Southern 

Palace here, Kido posits that this building is the same structure discussed above as 

mentioned in Book 11, episode 1, there referred to as the “Palace Residence.”106 Kido 

argues that because of its name as a Southern Palace, this structure was, by definition, 

located to the south of the tenshu and that this prerequisite disqualifies all areas other than 

the honmaru for the location of this structure.107 Moreover, he points out that in the 

Japanese context a Southern Palace is a structure with ritual functions that demand a garden 

be situated to its south to properly carry out prescribed ritual acts.108 Only the honmaru 

possesses the prerequisite southern facing area that held the potential for such a garden. 

The second group’s next stop after the Southern Palace is the “Kōunji Palace.” It is 
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105 Miura Masayuki offers yet another interpretation of this passage, but because it almost entirely follows 
Kido, it is not covered in detail here. The location of the o-shirasu is one point where Miura’s interpretation 
differs. In contrast to both Kido and Matsushita, Miura locates the o-shirasu within the lower ninomaru. 
(Miura 2006) p. 91; (Miura 2007) p. 22.

106 This another point of divergence with Miura. Miura prefers to use “Southern Palace” as the name of 
this structure whereas Kido prefers “Honmaru Palace” (本丸御殿) (Kido 2003) pp. 101, 124-125; (Miura 
2006) p. 91.

107 While Kido explicitly states this as his conclusion, in the lead up to this point, he leaves open the 
possibility that the Southern Palace could have been located in the sannomaru along with the Kōunji 
Palace (Kido 2003) pp. 107, 117.

108 (Kido 2003) p. 103.



unfortunately unclear in the language employed whether Eitoku’s landscape paintings were 

seen within the Southern Palace on route to the Kōunji Palace or as part of the Kōunji 

Palace itself. As mentioned in the discussion of the Azuchiyama screens, it is thought that 

Eitoku executed an image of Mt. Mikami within the walls of this building. Given its 

subject matter and that Mt. Mikami is visible—a sight that, as mentioned above in the 

discussion of the Azuchiyama screens, served as inspiration for the image—from both the 

honmaru as well as the sannomaru, it is possible that it was included within this landscape 

program.

  The name of the Kōunji Palace is generally thought to be connected to Rokkaku 

Sadayori (六角定頼, 1495-1552), the former governor of Ōmi Province (近江国, modern 

day Shiga Prefecture). For our purposes here, Sadayori’s main importance derives from the 

fact that he was the father of Rokkaku Jōtei (六角承禎 1521-1598), the individual from 

whom Nobunaga seized Ōmi.109 The first two characters of Sadayori’s posthumous 

Buddhist name, Kōunin-den Kōshitsu Shōki (江雲院殿光室承亀) provided the name of 

the Rokkaku clan temple (bodaiji, 菩提寺) Kōunji (江雲寺).110 Almost nothing is known 

about this temple beyond its name, very likely because it only existed for a few short 

decades, but it is widely assumed that the “Kōunji Palace” at Azuchi earned its name from 

its having originally been part of the temple Kōunji and was moved to Azuchi’s grounds. 

Kido locates the Kōunji Palace within the sannomaru. 
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109 Unfortunately, it is not clear where Kōunji was located. (Kido 2003) p. 103; (Sasaki 2007) p. 257. 

110 Book 5 (Tenbun 23, 1553) of Kōgen Bukan 「江源武鑑」 mentions both the application of this 
posthumous name (1st month, 3rd day) and its re-adaptation for a mausoleum for him as well as a family 
temple (2nd month, 2nd day). See for text: http://www6.plala.or.jp/gousyuu/bukan/kan5.html



  There is, notably, important circumstantial evidence which Kido does not cite, but 

that potentially corroborates his placement of the Kōunji Palace within the sannomaru. 

Owing to dates left on the ridgepole and heart pillar of Sōkenji’s niōmon and the three-

leveled pagoda, it is known that these structures were constructed earlier than the rest of the 

Azuchi complex and were moved to their current locations during the castle’s construction. 

Markings on their ridgepoles reveal the niōmon as originally constructed in 1571 and the 

three-leveled pagoda as originally constructed in 1454. The ability to date these structures 

is significant in that it shows unequivocally that Nobunaga employed a standard practice of 

having timber frame buildings disassembled and relocated in the development of Azuchi. 

That is, the act of seizing and transferring a building such as the “Kōunji Palace” to Azuchi 

would have been consistent both with contemporary norms and with the specific case of 

Azuchi. Of greater note is a tantalizing overlap in the Old Map of Azuchi Castle’s label for 

the sannomaru and the original home of the Sōkenji pagoda. Owing to the discovery of a 

set of matching foundation stones, it has been established that the Sōkenji pagoda was 

transferred from Chōjuji (長寿寺), a temple located in the former Kōka District (甲賀郡) 

the southernmost area of Ōmi Province (modern-day cities of Kōka, Konan, and Hino-chō). 

  This discovery of the original home of the Sōkenji pagoda opens the door to another 

possibility: that the Kōunji Palace is also from Kōka. Although it no longer exists, not far 

from Chōjuji was once a locale called Nasaka Village (名坂村, part of modern-day 

Mizuguchi-chō, Kōka). Nasaka Village stands out as it shares the same name as the label 

applied to the sannomaru in the Old Map of Azuchi Castle. Owing to the dubious nature of 

many of the place names offered in the Old Map of Azuchi Castle, it is impossible to read 
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anything concrete into this overlap. Nevertheless the implications here are tantalizing 

because they bolster Kido’s thesis and help shed much needed light on the Nasaka 

designation. Given that (1) as evidenced by the pagoda, Nobunaga was seizing buildings 

from the Kōka area; (2) Kōka had been controlled by the Rokkaku and, consequently, 

Kōunji could well have been located within its borders; (3) Nasaka, also located within 

Kōka, is not so common a name, and (4) there is no alternative or clear explanation for the 

use of the label “Nasaka” in the Old Map of Azuchi Castle, it seems very possible that not 

only the name of Kōunji, but the name of its former home in Nasaka was transferred to the 

bailey that is now called the sannomaru. In other words, because of Nasaka Village’s 

proximity to a temple where it is known that Nobunaga appropriated buildings for the 

construction of Azuchi and, further, the possibility that the temple Kōunji was located 

within Nasaka, the application of the appellation “Nasaka” in the Old Map of Azuchi Castle 

may be directly related to Gyūichi’s mention of Kōunji Palace and as evidence of this 

building having been located atop its perch. 

  Continuing with Kido’s mapping, the group moves from the sannomaru through a 

continuous, shingled cypress-bark roofed corridor that leads directly to the Imperial 

Visitation Chamber. In keeping with Kido’s initial premise of the Imperial Visitation 

Chamber being situated in the upper ninomaru, this description requires that there be a 

running corridor from the sannomaru all the way to the upper ninomaru. The corridor 

would have first traversed the East koguchi to connect the sannomaru to the honmaru 

annex. From here, the corridor would have continued the length of the annex, then wrap 

around the northern periphery of the tenshu pedestal, and finally arrive at the northern end 

91



of the upper ninomaru. Here, the corridor would meet the Imperial Visitation Chamber. 

Only a very few and vaguely worded details are given about this chamber, but that which is 

described is lavish. The chamber is noted as “two bays in from the front,” and distinguished 

from this front area with bamboo blinds and a raised platform. Mentioned as within this 

chamber were gold-leaf and color paintings, sparkling metal work, and new tatami mat 

seats with border designs befitting of imperial stature. After seeing the chamber, the group 

spies o-zashiki continuing to the east. Presumably, given that the group is noted as 

returning to the starting point of the o-shirasu immediately after this, it is very likely that 

these o-zashiki are the same chambers through which the first group initially entered. All in 

all, in Kido’s reading, the group makes a loop around the inner enceinte.

  The second interpretation of the routes described in this episode comes from 

Matsushita Hiroshi (see figure 1.19).111 Matsushita points out that without excavating the 

ninomaru, a task that, as mentioned above, is unlikely to ever occur given the space’s status 

as a sacred resting place, it is impossible to draw any conclusions regarding the structures 

that once were situated there. Due to this lack of archeological evidence as well as a lack of 

other primary sources available to corroborate Kido’s placement of the Imperial Visitation 

Chamber, Matsushita concludes that there is no clear basis for locating the Chamber 

therein. Matsushita proposes instead that the Imperial Visitation Chamber and the o-zashiki 

were situated within the honmaru. 

  Like Kido, Matsushita also places the o-shirasu to the immediate south of the tenshu 

pedestal. Matsushita, however, incorporates this placement into his larger argument. 
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Matsushita notes that the composition of the lower ninomaru, with its entrances to the 

south and east (i.e. two gates positioned perpendicularly), correspond perfectly to the form 

of a masugata gate. As such, the southern and eastern passageways within the lower 

ninomaru should not be considered separate, but thought of together as a single gate. That 

is, Matsushita posits that Gyūichi’s label of “third gate” should be understood as these two 

thresholds. Bolstering Matsushita’s reading here is the omission of any mention of a 

“second gate” by Gyūichi. Because of the bottleneck function of these gates, the size of the 

crowds on that New Year’s Day (i.e. enough to collapse ishigaki under their weight), as 

well as the possibility that the ritual act of closing one gate before opening another was 

performed, crossing through the thresholds of the kuroganemon and the “third gate” would 

have taken more time, earned greater notice, and therefore warranted specific mention. In 

contrast, the assumed location of the second gate suggests it was a single threshold. If its 

doors had been left opened, it would have offered little in the way of an obstacle and been 

undeserving of note. By positing that these two thresholds both constituted the “third gate,” 

Matsushita is able to squarely locate the o-shirasu, exactly as specified in the description, 

as beyond the lower ninomaru and immediately south of the tenshu pedestal.112 

  In conjunction with his proposition that the “third gate” should be defined as the two 

thresholds of the lower ninomaru, Matsushita makes the case against the upper ninomaru 

having been part of either tour. He argues that to have employed the masugata form, but 

then corrupt it with an additional access point—specifically, the stairway that would have 

been used by the first group to enter the upper ninomaru posited by Kido—represents an 
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112 Matsushita’s reasoning appears to be a response to Miura’s placement of the o-shirasu within the 
lower ninomaru as mentioned in footnote 82.



“unnecessary” adaptation that, presumably, would have negated the masugata’s defensive 

function.113 Moreover, as there is no mention of the first group backtracking from the o-

shirasu—that is, returning to the “third gate” to climb the stairs—he concludes that they 

could only have pressed forward into the honmaru.114 

  Working from the supposition that both the o-zashiki and the Imperial Visitation 

Chamber were located somewhere within the honmaru, Matsushita posits that the first 

group only visited this space. For the path of the second group, however, he notes several 

variables. While still accounting for the possibility that the Southern Palace could have 

been located within the honmaru, Matsushita points out that the verb used by Gyūichi to 

describe the action of moving to the Southern Palace is to “go up” (罷上り) This, he 

contends, opens the possibility that the Southern Palace could well have been situated 

alongside the Kōunji Palace upon the sannomaru.115 This theory is supported by the fact 

that Gyūichi’s description groups both buildings as well as their interior decoration closely 

together. Noting Eitoku as the artist responsible for the landscapes and seascapes illustrated 

therein, Gyūichi characterizes the space that these two structures occupy as a continuous 

feast for the eyes and provides no clear point of division where one building’s decoration 

ends and the other begins. 
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113 Matsushita only notes that the extra gate would have been “unnecessary.” It is my interpretation that 
the need implied by Matsushita is that of the masugata form to function as a bulwark. (Matsushita 2009) 
p. 79.

114 No alternative explanation for the explicit mention of a staircase in the passage is offered by 
Matsushita, but it can be easily assumed that these stairs were part of the entrance to a given building.

115 Kido makes room for this possibility, but not explicitly in his interpretation. It appears only in one of his 
maps in which he labels the sannomaru as “Kōunji Palace • Southern Palace?” (Kido 2003) p. 117.



  Matsushita’s interpretation of the second group’s return route to the o-shirasu is 

similar to that that of Kido’s. He posits that the second group crossed a bridge over the 

Eastern koguchi to enter the honmaru annex. From here he strays from Kido. Matsushita 

posits that the corridor would quickly have turned south to the stairs connecting the 

honmaru annex and the honmaru. In this way, the second group would return to the 

Imperial Visitation Chamber within the honmaru and finally back to the o-shirasu.

  Both scholars fall silent in explaining the final leg of the second group’s tour from 

the o-shirasu to the entrances of the kitchens and stable.116 In the Map of the Old Azuchi 

Castle, the kitchens are clearly labeled as situated within the kitchen-bailey northeast of the 

castle complex. Assuming that this is the same location as described in the episode, several 

routes to it are possible, but only one does not return to any of the locations already visited 

(i.e. via the North and East koguchi) or require a detour outside of the confines of the outer 

enceinte of the castle complex (i.e. via the South koguchi). The group likely returned 

through the “second gate,” headed north, crossing through the Hasegawa estate and around 

the northern perimeter of the castle complex until they arrived at the kitchens. Both the 

Southern and Northern koguchi contain multiple adjacent areas in which, arguably, such a 

structure could have stood. On one hand, the Northern koguchi is closer to the kitchen, but 

as it is connected to the less prestigious service route of the karamete-michi, it seems an 

odd location for Nobunaga to have to exit and enter. The Southern koguchi is, however, 

closer to the main arteries of Azuchi and as such more suited to Nobunaga’s status. No 
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definitive conclusions will be made here. This final passage will, like almost everything 

else in this episode’s description, remain open to further speculation and debate.

 

While this final episode and its description of the path of those visitors on New Year’s Day 1582 

provides substantially more detail as compared to all other primary sources considered so far, it 

is also so ambiguous in character that it raises many more questions than it answers. While there 

are many contributing factors, the frustration it evokes is in no small part a consequence of the 

lack in the consistency of labeling. Not only is it possible that some of the buildings and rooms 

mentioned in this episode overlap with those mentioned in earlier episodes, but the case can be 

made that the internal logic of the episode is so convoluted that the same locations are cited 

repeatedly but by different names. Although the two interpretations summarized above avoid 

such an alternative reading, it can be argued that the o-zashiki, the Imperial Visitation Chamber, 

and the Southern Palace were all part of the same one building. All three point to a building 

meant for an Imperial Visitation either literally in their titles, or implicitly, by way of evoking a 

southern view, a prerequisite for rituals of the imperial court. Although such an Imperial 

Visitation never took place at Azuchi and problems remain with the proposition that Azuchi was 

designed, in part, with an eye towards eventually hosting the Emperor, it is generally accepted 

that such an intent existed.117 Accounting for additional ambiguity such as Kido’s proposal that 

the Palace Residence and tea room mentioned in Tenshō 8 [1580]/1/1 could be the same building 

or parts of the same building adds an additional layer of complication. Nevertheless, the amount 

of specific information that the episodes of The Chronicle offer is ultimately slight, but the nature 
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162-179; (Kawamoto 2010). 



of information complicates the understanding of Azuchi to a point where an attempt to connect 

the various mentions of buildings, details about them, their locations, and the points of 

contention is warranted. In hopes of not overwhelming the reader with the detail it will come to 

encompass, here is the time to introduce Table 1.1, an initial draft of a summary of what can 

gleaned from the primary record regarding the basic form of Azuchi, specifically focusing on 

The Chronicle as a primary source. As we consider the next, most contentious source on Azuchi, 

a description of its tenshu also included within the pages of The Chronicle and, finally, the 

Jesuits’ record, this table will be revisited and developed in the conclusion to cover the full 

corpus of the known primary record on Azuchi.  

d. Ōta Gyūichi’s The Chronicle of the Lord Nobunaga - Part 2: Azuchi Nikki & The 
“Program of the Azuchi Tenshu”

 There remains one final episode included within the pages of The Chronicle that merits 

close examination: a meticulous description of the tenshu that lists the tenshu’s dimensions, the 

details of its exterior, the fixtures and decorative trimmings employed on and within it, the 

divisions of floors and rooms, the painting programs of rooms, and the names of the managers, 

artists, and artisans who worked on the project (see appendix D-2a for full text and translation). 

Within the context of The Chronicle, the tenshu description stands out. Gyūichi regularly makes 

lists of various individuals, tea utensils, art works, deaths, and feats of war, but nowhere else 

within the sixteen books is there such a technical or lengthy account. In its detail, this relatively 

short section of The Chronicle is so important to the study of Azuchi that it is no exaggeration to 

say that without it, no reconstructive models with any claim to historical accuracy could exist, 

and no understanding of substance regarding the artistic and architectural program of the tenshu 
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would be possible. To be sure, the description is not such that it makes either of these challenges 

easy. Indeed, the description ranks amongst one of the most hotly debated texts in the history of 

Japanese academia. The contentious debate is well merited as the description is, following 

Miyakami’s thesis, very likely another testament alongside the Azuchiyama screens and 

Azuchiyama-ki that was commissioned by and overseen by Nobunaga as part of his campaign to 

promote Azuchi as his public face. In part due to its singular importance and in part due to the 

complexity of the debate over it, this episode merits being singled out from other episodes in The 

Chronicle for special consideration. 

 The puzzle that is this episode of The Chronicle has been known and contemplated for 

centuries, but it was only in the 1970s that a clear understanding of its nature and the exact 

perimeters of the debate it provoked would be realized. Naitō Akira would be the first to define 

this debate as part of his 1976 reconstructive model of the Azuchi tenshu.118 As mentioned in the 

introduction, Naitō’s model provoked immediate and fierce objections largely because it was 

based on the discovery of a copy of a supposedly long-lost plan of the tenshu titled Tenshu 

sashizu. At the heart of these objections was Naitō’s reliance on this document of dubious merit 

as a foundational pillar. The Tenshu sashizu is, however, somewhat of a red-herring. Miyakami, 

in his 1977 rebuttal to Naitō, spent half of his two-part article conclusively undermining the 

credibility of the Tenshu sashizu as a primary source.119 Most summaries of Miyakami’s work 

101

118 (Naitō March-April 1976); republished in (Naitō 2006).

119 (Miyakami March-April 1977).



add only that he proposed his own model and end there.120 However, often overlooked is that 

although Miyakami was harshly critical of Naitō’s reliance on the Tenshu sashizu, he was also 

indebted to Naitō’s work on the description of the tenshu found in The Chronicle as a critical 

pillar for his own model. In other words, Naitō discovered the perimeters of the debate of the 

description in The Chronicle, but because of the great stock he placed on the Tenshu sashizu, he 

did not come to fully appreciate the importance and implications of his discovery. Conversely, 

while Miyakami’s debunking of the Tenshu sashizu was a necessary and important endeavor, his 

identifying and building on Naitō’s work on the description of the tenshu included in The 

Chronicle is his greater contribution.

 What was Naitō’s discovery and how did Miyakami build upon it? Naitō was the first to 

check each of the seventy plus variants of The Chronicle and their individual versions of the 

tenshu descriptions. In doing this, he established that all versions of The Chronicle and their 

tenshu descriptions could be categorized under one of four “types.”121 Each of these types 

represents or derives from one parent draft and, as such, resembles all others in that type to a 

degree that they are more or less indistinguishable. Naitō numbered these types according to 

their order in the development of Gyūichi’s writing from a personal journal into a biography and 

then into a gunki monogatari. Miyakami would subsequently focus in on and, in turn, establish 
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that only the earliest two of these types, Type I and Type II respectively, were so significantly 

different that they were of consequence to the study and re-imagining of the tenshu.122 

 Per Naitō, Type I and Type II versions of The Chronicle are the products of two distinct 

points in the development of The Chronicle as a text. Type I versions of The Chronicle represent 

Gyūichi’s earliest attempts to adapt his personal journal into a manuscript meant to be read by a 

wider audience.123 Only three Type I’s exist and each is made up of only one or a few books. 

This is to say, they are all incomplete versions of The Chronicle. Only one of these three, the 

Sonkeikaku Library-owned Azuchi nikki, a single book that covers the period from New Year's 

Day, Tenshō 6 [1578] to the sixth day of the eighth month of Tenshō 7 [1579], contains a 

description of the tenshu.124 Although the title “Azuchi nikki” refers to a whole book, following 

the precedent established by other scholars, hereafter I will use “Azuchi nikki” to refer 

specifically to this version of the description of the tenshu.125 Conversely, I will hereafter use 

“Sonkeikaku Library Azuchi nikki” to refer to the whole book in which the description is 
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(Tanaka 1947).
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organizing his text (Tanaka 1947). 

125 Miyakami attempted to add clarity to the problem posed by this overlap in names by labeling the 
description in Azuchi nikki as “Tenshu no ki” 「天主之記」. While his proposal was an ideal remedy to the 
potential confusion that the overlap in names causes, the fact that the overwhelming majority of writing on 
Azuchi uses Azuchi nikki as shorthand to refer to the tenshu description is such that it is, at this point, 
only adding to the confusion to swim against the tide (Miyakami 1992).



contained. While context clues clearly point to the Sonkeikaku Library Azuchi nikki as 

possessing the earliest version of the description, the book is not original but rather a copy of 

Gyūichi’s work, which, can be cause for an excruciating degree of second guessing and 

qualification. The wrapping paper and title page of the Sonkeikaku Library Azuchi nikki 

describes it as having been passed down and owned by some peasants in the town of Azuchi and 

then brokered into the collection of the Maeda clan in 1679.126 It is not clear if it was the original 

owners in Azuchi, the brokers, or the Maeda who possessed Gyūichi’s original or made the copy. 

It is likewise unclear when the original text was brushed by Gyūichi. The window for its creation 

can be narrowed down to sometime after Nobunaga’s death in 1582, but before the later Types 

were developed, presumably in the first decade of the seventeenth century.   

 In contrast to Type I variants, examples of Type II variants are much more numerous. Of 

them, Naitō posits the Ikeda Family Collection Shinchō-ki, held in the Okayama University 

Libraries (hereafter, the Ikeda Family Copy, 池田家文庫本) as exemplar. While not entirely 

brushed by Gyūichi’s own hand, the Ikeda Family Copy, completed at a point prior to 1610, is 

widely presumed to be The Chronicle as Gyūichi conceived the text as a completed work.127 In 

terms of Naitō’s conception of the evolution of the text, Type II represents the original 

manuscript (genpon, 原本) of The Chronicle and more specifically, Gyūichi’s attempt to 

transform his journal into a biography of Nobunaga. This proposed evolution of The Chronicle, 

including the next stages wherein Naitō proposes that Types III and IV represent The Chronicle’s 
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development into a gunki monogatari, is open to debate. For our purposes here and in regard to 

the description of the tenshu, however, this characterization of the Ikeda Family Copy as the 

intended final form essentially rings true.128 

 Type III and Type IV variants differ from Type II in only minute ways that do not cause 

real debate or confusion—that is, as compared to the differences between Type I and Type II. The 

alterations are as simple as adding “yama” as a suffix to “Azuchi” in the title of the episode (as in 

Type IIIs and IVs, but not IIs) or adding that cloth was used in the lacquering processes (again as 

in Type IIIs and IVs, but not IIs).129 Types II, III, and IV can also all be placed under a single title 

that Gyūichi did not include in Azuchi nikki: the “Program of the Azuchi Tenshu” (Azuchi go-

tenshu no jidai, 安土御天主之次第). Hereafter, this title will be used to specifically refer to the 

Ikeda Family Copy version of the tenshu description, but as the text of all other Types II’s, III’s, 

and IV’s are so close in content, the characterizations that follow are likewise applicable.     

 The two descriptions, the earlier Azuchi nikki and the later “Program of the Azuchi 

Tenshu,” are easily distinguished by three broad differences understood as Gyūichi’s edits. The 

first difference is the lead-in to the description. Azuchi nikki introduces the tenshu by explaining 

the circumstances under which the building was viewed. In these brief passages, the description 

is contextualized as the product of a tour that took place on the 25th day of the first month of 

Tenshō 7 [1579] given to Murai Sadakatsu (村井貞勝, 1528-1582), Nobunaga’s appointed 

governor of the capital (Kyoto-sho shidai, 京都所司代) and Hayashi Hidesada (林秀貞, d. 
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1580), a senior advisor to Nobunaga since Nobunaga’s youth.130 Additionally, Azuchi nikki 

includes the Tenshō 5 [1577] dates for the ceremonial occasion of raising the ridgepole as well as 

for the tiling of the tenshu’s roofs. The “Program of the Azuchi Tenshu,” in contrast, omits this 

information and instead bluntly begins with its title: “Program of the Azuchi Tenshu.”131 The 

next and, indeed, the most conspicuous difference between the two texts is that Gyūichi reverses 

the order of the floors described. In other words, in Azuchi nikki the description begins with the 

top floor of the tenshu and then continues floor-by-floor down to the bottom. In the “Program of 

the Azuchi Tenshu,” the description begins at the base of the tenshu and continues on floor-by-

floor up from the base to the top. In both versions, Gyūichi maintains a basic structure of 

sandwiching the descriptions of the floors between several lines describing the whole or exterior 

of the tenshu. The final key difference between the two texts can be found in the endings. Both 

texts list the contractors and artisans responsible for various aspects of the construction. The 

“Program of the Azuchi Tenshu” not only adds additional credits for labor rendered on the 

project, it also includes a short, poetic, and glowing appraisal of the larger scene and atmosphere 

Azuchi offered as a lakeside vista.132 In contrast, Azuchi nikki contains only a few indulgent lines 

praising Azuchi’s greatness and then returns to Sadakatsu and Hidesada.133 After their visit to the 

tenshu, it records that on the twenty-sixth they shared tea with Nobunaga while snow fell. 
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  Why did Gyūichi make these revisions, and what is their significance? The omission of 

Sadakatsu and Hidesada as well as any mention of the construction dates in the introduction and 

epilogue can be explained to some degree. These two sections squarely define the description as 

a picture of the site on the twenty-fifth and twenty-sixth of the first month of Tenshō 7 [1579], 

just prior to the official “inauguration” of the tenshu on the eleventh day of the fifth month.134 

Accordingly, the description is appropriately placed within the chronology of the Sonkeikaku 

Azuchi nikki between other events within that month and year. “The Program of the Azuchi 

Tenshu,” in contrast, is located near the beginning of Book 9 of The Chronicle—that is, the book 

describing the events of Tenshō 4 [1576]. In other words, “The Program of the Azuchi Tenshu” is 

located in the chronology of the Ikeda Family Copy and all other versions of The Chronicle just 

after Azuchi’s construction is announced and years before the completed form it describes would 

be realized. Although an exact reason for Gyūichi’s transfer of the description is unclear, it seems 

likely that it was done merely to add definition to a key setting in Nobunaga’s history at the 

moment that it first assumed importance. Accordingly, the addition of the title “Program of the 

Azuchi Tenshu” should be understood as a necessary adaptation. Without it or any other form of 

lead in, the subject of the description and the fact that it is anachronistically placed within the 

larger chronology might have been cause for much confusion on the part of the reader.  

 To attempt to understand the other two main alterations, and more importantly their 

implications on the study of Azuchi, it is first essential to point out that Azuchi nikki and, in turn, 

the “Program of the Azuchi Tenshu” are almost certainly based on a lost antecedent written by 

Sadakatsu. Examples of Gyūichi appropriating or quoting whole documents and proclamations 
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beyond his original journal are not uncommon within The Chronicle. Indeed, The Chronicle 

represents the sole source for many official proclamations originating from Nobunaga that would 

otherwise have been lost to history had Gyūichi not seen fit to include their text in his work.135 

Gyūichi clearly had access to these precious materials and was keen to incorporate them. The 

case for Gyūichi having appropriated the tenshu description does not end with this inference. 

 In addition to his penchant for copying texts, it can be safely assumed that Gyūichi did not 

have the access or skill that would have allowed him to produce the description on his own. His 

lower rank would not have secured him access to the inner chambers of the tenshu. Yet even if he 

had been granted such access, that he would have had the ability to commit it all to memory or 

the time to make such precise notes is almost unimaginable. Further, given that the description 

can be as seen as a manifestation of a specific skill set—a relatively advanced knowledge of both 

architectural jargon and painting subjects—never again repeated in scope and detail in his 

corpus, it is unclear if Gyūichi even had the education or the ability to make such a technical 

description. Given Gyūichi’s proclivity to appropriate other texts and a lack of opportunity and 

ability, the mention of Sadakatsu and Hidesada in Azuchi nikki can be seen as not random, 

arbitrary, or a contextual device, but a nod to their visit as having been the circumstances from 

which the original description was born.136 The opening and closing passages of Azuchi nikki 

seem to posit the visit as a window during which time and access was granted to complete the 

description. It is generally assumed that, of the two visitors, Sadakatsu was the author of the lost 

description. Presumably, the same qualifications that inspired Nobunaga to appoint him as 

governor of the capital would have included some basic education in reading architectural forms 
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as well as a knowledge of foreign and domestic painting subjects. Hidesada, in contrast, was an 

Owari warrior elite who helped raise Nobunaga and is most famous for having betrayed 

Nobunaga early in his career, later returning to his good graces, and finally being forced into 

exile after incurring Nobunaga’s wrath.137 There is nothing in his biography, marked by military 

campaigns and political scheming, to suggest that he would have possessed the skill set 

necessary to be able to perform such a visual analysis.

 It should not escape notice here that the context given at the beginning and end of Azuchi 

nikki is not only important in serving to identify Sadakatsu as the author of the description, it also 

reveals the description as having been created under remarkably similar circumstances as those 

of the Azuchiyama screens and Azuchiyama-ki. As noted above, the thesis that each of these 

works formed part of a concerted effort by Nobunaga to create a record of Azuchi can be credited 

to Miyakami.138 While the basis for Azuchiyama screens and Azuchiyama-ki having been 

commissioned directly by Nobunaga is explicit in the primary or, at least, a reliable secondary 

record, the case for including Sadakatsu’s tenshu description remains to be made. 

 First, the timing of Sadakatsu’s visit roughly coincides with the other commissions. As 

already noted above, circumstantial evidence points to the Azuchiyama screens as having been 

commissioned in the beginning of Tenshō 7 [1579]. Azuchiyama-ki can be dated based on its 

origin story. Nobunaga’s first choice for its author, Sakugen is known to have died on Tenshō 7 

[1579]/6/7. This means that the events leading up to Nanka Genkō’s authoring Azuchiyama-ki 

had to have taken place also around the beginning of Tenshō 7 [1579]—at a point in time after 
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most of Azuchi had been completed, but prior to Sakugen’s death.139 Sadakatsu visited the tenshu 

roughly around the same moment in the spring of 1579. On top of this, Sadakatsu’s apparently 

unrestricted access to all parts of the tenshu, his knowledge of such specifics, and the obvious 

time and effort that compiling the description would have consumed all point to his having 

secured, at the very least, Nobunaga’s blessing. More likely though, Sadakatsu accomplished the 

task by way of mandate. It can even be speculated that the tea that Sadakatsu, Hidesada, and 

Nobunaga shared on the day after the tour of the tenshu was done in celebration of the 

completion of a draft of Sadakatsu’s description. 

 Furthermore and significantly, it bears mention that the choice of Sadakatsu to put the 

description to paper points to a union of purpose between author and agenda. Nobunaga’s later 

efforts to show off Azuchi and the screens were likely not spontaneous, and preparation and 

groundwork would have been required. That is, the demand to see Azuchi may have required 

some cultivation. Sadakatsu’s appointment in the capital was not only to manage the affairs of 

the city, but act as an intermediary between Nobunaga and the court. In this capacity, Sadakatsu 

was ideally positioned to transmit knowledge of Nobunaga’s newly created palatial home back to 

the capital and to members of the court. Sadakatsu would speak of or show his account to 

courtiers and thereby tempt this elite audience to make the journey to see Azuchi. Their visits, 

requiring entourages of some size and garnering some notice, in turn, could have sparked greater 

interest in the population at large. The end effect here is, in fact, exactly that which Fróis 

describes in one of his letters: “the affluence of noblemen, whom from several kingdoms were 

gathering in [Azuchi’s] Court, the frequency of men and women ‘incognito’ [literally translated: 
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“in disguise”] that due to the fame and nobility of these buildings, they came from faraway 

places to see them, the ordinary number of present people that every day and even in the night 

congregated there.”140 In other words, the very fame of the buildings at Azuchi drew in nobles, 

commoners, and even those that perhaps ought not to have been at Azuchi given that they 

required a disguise. Whatever Nobunaga hoped to prove or show off at Azuchi, Sadakatsu was 

ideally placed to cultivate the audience to receive this display.

 Returning to the matter of the differences between Azuchi nikki and the “Program of the 

Azuchi Tenshu” and the motives and implications behind Gyūichi’s alterations, it is the presumed 

existence of this Sadakatsu original and its relationship to both descriptions that represents the 

crux of all debate over the tenshu’s appearance. Gyūichi, in the process of transcribing the text 

into the reversed order, did not merely lift and reorder the descriptions of the floors exactly line-

for-line or character-for-character. Most of the text remains unaltered, but, in addition to and 

ostensibly as a result of the reordering, Gyūichi made a multitude of tiny alterations to the 

description. These changes include additions and omissions of lines and characters as well as the 

moving of whole sentences or parts of sentences. The greatest and most conspicuous migration 

of text appears between the two ends of the description discussing the broader structure and 

decoration of the tenshu, but small changes and transfers of text can be found throughout. The 

exact reason for Gyūichi having reversed the order of the floors remains an unanswered and 

perplexing mystery. An understanding of the logic behind the reversal of the floor order may be 

the key to deciphering these changes, but for lack of any internal or external resource that might 

offer insight into the reversal, it does not appear to hold greater meaning. 
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 On the other hand, it is universally agreed that the changes made are directly related to 

Sadakatsu’s original. It is the perceived relationship between the Sadakatsu original and the text 

of the two descriptions that represents the cornerstones for each reconstructive model and basis 

for interpreting each point of ambiguity. An example here is instructive. In the description of the 

first floor in both texts, a room is described as containing “paintings of Chinese Confucian 

scholars.”141 The Azuchi nikki notes this room as part of the western block and eight tatami mats 

in area. The “Program of the Azuchi Tenshu,” in contrast, as part of the southern block and 

assigns it an area of twelve tatami mats.142 It is contradictions such as these that lead us back to 

Naitō and Miyakami. It is Naitō, in his survey of the various recensions, who discovered the 

existence of contradictory or obtuse passages such as this room with “paintings of Chinese 

Confucian scholars” within the different texts. It is Miyakami who identified them as the central 

conundrum and was the first to take a clear stand on them. 

 From their work and since their debate was launched, two basic approaches have come into 

being: one that favors Azuchi nikki as the authoritative source and one that leans towards the 

“Program of the Azuchi Tenshu,” but sees complimentary truth in Azuchi nikki. Miyakami took a 

firm stand and posited that the Azuchi nikki, because it is an earlier draft, is closer to Sadakatsu’s 

original and, as such, is more authoritative. He sees the “Program of the Azuchi Tenshu” as the 

product of Gyūichi trying to simplify the text for a wider audience, but due to Gyūichi’s limited 

ability to decipher the technical information, he made uninformed arbitrary changes and thus 

“the Program” should largely be ignored. He contends that, unless inscrutable or obviously 

erroneous, Azuchi nikki’s details should always be favored. Accordingly, in Miyakami’s model 
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the room with the Chinese Confucian scholars is placed to the west and defined as eight-mats in 

size. The alternative approach is most recently advocated by Satō Taiki, author of a 2006 model 

that is quickly becoming the new standard for re-imagining the tenshu. Satō finds flaws and truth 

in both texts and individual selects points as they best fit as means to understand the edits. In this 

particular case, Satō sides with the “Program of the Azuchi Tenshu“ and posits a southern 

twelve-mat room. He contends that the list of rooms detailed in this later version is less 

convoluted than its Azuchi nikki counterpart.143

 The basis for each of the contentious alterations is extremely detailed and as such a 

summary of each point here would be distracting to the larger discussion. This said, there are 

enough points of agreement to offer a basic checklist of parts of the tenshu. They are as follows:

1) The tenshu contained seven levels (six floors and a basement) and was roughly 16.5 ken tall. It 

had 60 portals (windows or doors) that had iron hinges and were lacquered black.

2)  The interior of the tenshu had multiple rooms decorated in gold leaf, vibrant painted colors, 

black lacquered trim, and polished metal fittings.

3)  Within the ishigaki foundation was a basement or storage cellar.

4)  The first floor (i.e. the level immediately above the ishigaki base) likely had 204 columns and 

can be described as containing the following rooms:

 TO THE WEST:

(a) A 12-mat tatami room containing a depiction of a plum tree rendered in ink as well as 

a shoin (alcove) with a “bonsan” (stone) place within it along with a painted image, 
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possibly a fixture, of Evening Bell with a Distant Temple (from series the Eight Views 

of Xiao & Xiang). 

(b) A 12-mat room containing paintings of geese called the “Chamber of Geese.” This 

room was connected to a four-mat space with doves painted on an area of shelving. It 

is possible that a painting with a scene of pheasants nurturing their young was also 

included in this four-mat area.

(c) One six mat room

 TO THE SOUTH:

(d) Two eight-mats rooms.

(e) One 12-mat room.

(f) One of these southern rooms (i.e. one eight-mat room or the 12-mat room) contained 

paintings of Chinese Confucian scholars.

 TO THE EAST:

(g) A nondescript 12-mat room.

(h) A nondescript six-mat room protruding into a surrounding corridor.

(i)  A nondescript three-mat room that also protrudes into a surrounding corridor.

(j)  An eight-mat room called the ‘Meal Preparatory’

(k)  Another eight-mat room, also used to prepare meals.

(l)  A six-mat room used as a utility room/multipurpose space.

(m) Another six-mat room likely decorated with a gold interior.

 TO THE NORTH:

(n) A utility room/multipurpose area of unspecified size.
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(o) A 26-mat room used as a utility room/multipurpose room.

(p) A nondescript ten-mat room.

(q) A nondescript 12-mat room.

(r) Seven utility room/multipurpose rooms are mentioned as present, below one of which 

a hearth was located. It is unclear if these are distinct rooms or a summary of utility 

room/multipurpose rooms previously cited.

5) The second floor likely had 146 columns, had a running corridor the length of at least one full 

side and can be described as containing the following rooms:

 TO THE WEST [Presumably]:

(a) A 12-mat room containing paintings of birds and flowers called the “Chamber of 

Birds & Flowers.” Connected to it was a raised four-mat dais also containing bird and 

flower paintings. 

 TO THE SOUTH:

(b) An eight-mat room called the “Chamber of Sages,” containing a painting of a horse 

emerging from a gourd (presumably, the Immortal Zhang Guo [J: Chō-ka]).

 TO THE EAST:

(c) An eight-mat room called the “Chamber of Civets,” presumably containing paintings 

of civets.

(d) A 12-mat room, situated above a gate to the tenshu.

(e) An eight-mat room containing a painting of the Immortal Lu Dong Bin [J: Ryo Dōhin] 

and very likely containing the Immortal Iron Crutch Li [J: Tekkai]. 

 TO THE NORTH:
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(f) A 20-mat room containing a painting of horses at pasture and an unknown subject 

referred to as a “fuetsu.”

(g) A 12-mat room containing a painting of the Queen Mother of the West [C: Hsi Wang-

mu, J: Seiōbo]. The western side of this room is devoid of paintings.

 OTHER ROOMS NOT CLEARLY LOCATED:

(h) A 24-mat room for storage

(i)  An eight-mat room located near an entry point to the floor

6) The third floor likely had 93 columns and can be described as containing the following rooms:

 TO THE WEST:

(a) A 12-bay room with a hardwood floor called the “Chamber of Rocks” containing 

paintings of trees among rocks.

(b) An eight-mat room containing a painting of a dragon and tiger in combat.

 TO THE SOUTH:

(c) A 12-bay room with a hardwood floor called the “Chamber of Bamboo” containing 

paintings of various types of bamboo.

(d) A 12-bay room with a hardwood floor called the “Chamber of Pines” containing 

paintings of pines.

 TO THE EAST:

(e) An eight-mat room containing a painting of a phoenix in a paulownia tree.

(f) An eight-mat room containing a painting of Xu You [J: Kyoyū] washing his ears and 

Chao Fu [J: Sōbo] leading his ox home, and their village.

(g) A seven-mat room decorated only with gold paint.
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 TO THE NORTH:

(h) A nondescript 12-mat room explicitly noted as containing no paintings.

(i)  A 12-mat room containing paintings of hydrangea bushes on two bays of its west wall.

(j)  An eight-mat room called the “Chamber of Falcons” containing a painting of a young 

falcons in a bamboo coop.

7)  The fourth floor was located within the gables, contained no paintings, and had two four-and-

a-half mat rooms in the north and south ends.

8)  The fifth floor was octagonal in form, likely measuring about 4 ken [7.2 m] in diameter. Its 

exterior it had vermillion pillars and a surrounding a balustrade decorated with giboshi 

(droplet-shaped caps situated atop balusters). The exterior corners of this floor had bells 

hanging from them. The interior contained golden pillars and a painting program of 

Shakamuni Buddha teaching the dharma as well as depictions of his 10 Great Disciples. It 

may also have contained dragons running up and down the pillars as well as tenjin (apsaras) 

on the ceiling. Also mentioned, but difficult to precisely locate are: paintings of oni (demons) 

and gaki (hungry ghosts) in a “surrounding corridor;” and paintings of shachi (a type of fish 

with the face of a tiger) and flying dragons on “shutters.”

9)  The sixth and top floor was square, likely measuring three by three bays. Its exterior it had 

golden pillars and a surrounding balustrade. The exterior corners of this floor had bells 

hanging from them. The interior contained much gold in its decorative program as well as 

paintings of the Three Emperors and Five Sovereigns, the Ten Accomplished Disciples of 

Confucius, the Four Wise Men of Shang Shan, and the Seven Sages of the Bamboo Grove. As 
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with the previous floor, it may have contained dragons running up and down the pillars as well 

as apsaras on the ceiling.

This is an imperfect summary as it only focuses on those areas of agreement between the 

Miyakami and Satō Models. I have attempted to limit qualifiers in this list and provide only a 

basic outline of the overlap in Gyūichi’s descriptions. Despite its limitations, I include it here as a 

starting point and rough consensus on the form of the tenshu. The debates surrounding the 

variant descriptions are fleshed out in greater detail in appendix D-2b.

 Worth also noting here is that amidst the debate over the minutia of these tenshu 

descriptions, it is invariably forgotten that Gyūichi is an unreliable transmitter of this material.144 

Not only is it widely agreed that Gyūichi never saw the interior of the tenshu, but because of the 

many and varied alterations that he made to the description, it is also clear that he did not have a 

firm grasp on the material. Also worth considering is the possibility that the fault may not lie 

with Gyūichi. It has been largely overlooked that Sadakatsu’s visits took place months before the 

inauguration of the tenshu as Nobunaga’s official residence. The gaps in the description, 

particularly in regard to the painting program in several rooms that are opaque in nature, could 

well be because that which Sadakatsu saw was not yet completed.145 As Sadakatsu was killed in 

the same surprise attack in which Nobunaga died in 1582, there is no telling how the description 

was developed or made its way into Gyūichi’s hands. It is very possible that Sadakatsu’s original 

was, exactly like Gyūichi’s work, one draft of many that was developed over time.
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 Before moving on, a final point that overlaps with all the issues related to the tenshu 

description—Gyūichi’s penchant for incorporating outside texts into The Chronicle, the two 

main variants, their differences, and Gyūichi’s apparent inability to perfectly transmit 

Sadakatsu’s original text—merits mention. The poetic ending that Gyūichi adds to the “Program 

of the Azuchi Tenshu” describing the larger scene that was Azuchi stands out not only as a key 

difference between the two variant texts, but is conspicuous in its choice of references and lyrical 

nature. Naitō argues that this added encomium is a product of Gyūichi having had an encounter 

with Nanka’s Azuchiyama-ki.146 While it is impossible to confirm Naitō’s thesis, it does point to 

two distinct and important, implied outcomes. First, assuming Naitō is correct, then the passage 

clearly exposes Gyūichi as lacking in reverence for the source material and more than willing to 

alter and reorganize this material as he saw fit. This possibility coupled with the added evidence 

embodied by those revisions made in the development of Azuchi nikki into “Program of the 

Azuchi Tenshu,” in turn, compounds the case that Gyūichi, at least in the specific instance of the 

tenshu description, is a less-than-reliable source. His work merits not just scrutiny through the 

lens of the two variants, but even deeper questioning. 

 On the other hand, Naitō’s thesis regarding the relationship between these two texts is not 

developed and appears to be based only upon a repetition of a few details and the text’s 

resemblance to Azuchiyama-ki is slight at best.147 If Naitō is wrong in his assessment, I would 

argue that the allusions are not random overlap. In such a case, they are most likely a reflection 

of either another text describing Azuchi that has been lost, or the product of Gyūichi tapping into 

an established set of tropes on Azuchi that were developed and employed in other primary texts 
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such as and beyond Azuchiyama-ki and the Azuchiyama screens. The implications here are 

tantalizing. As the saying goes, “two makes a coincidence; three makes a conspiracy.” The 

possibility of a fourth work commissioned by Nobunaga here points to the strong chance that the 

words and allusions used to discuss Azuchi and its tenshu we are left with are not random or the 

product of an individual’s unique thoughts, but part of a shared discourse. This discourse, 

informed by Nobunaga’s desires as a patron, was manifest in multiple works that may well have 

informed each other. All ostensibly were produced to celebrate Azuchi, but ultimately served to 

frame an understanding that aligned with Nobunaga’s ambitions for his castle-home.

e. The Jesuit Record: Cartas & Luis Fróis’ History of Japan

 Like most of the sources examined so far, Jesuit records from sixteenth-century Japan 

offer, for the most part, only impressions and few precise details regarding Azuchi’s original 

form. Nonetheless, they do expand our knowledge of the exterior appearance of the mountain 

complex, particularly of its tenshu, and the surrounding city, as well as serve to corroborate 

several points that appear in the other primary sources. 

 The Jesuit sources can be divided up as derived from one of two texts. The first is a 

compilation of annual Jesuit reports and letters known as Cartas.148 The second is Luis Fróis’ 

well-known History of Japan. Fróis’ writing on Azuchi is arguably the best known and most 

frequently quoted of all the primary sources. This is in large part because Fróis’ work is both 

immediately accessible to modern audiences and, perhaps more significantly, Fróis paints a 

particularly rich, layered picture of the castle complex. However, a close look at both Cartas and 
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the History reveals Fróis to have lifted at least one of his descriptions from the former. The 

implications of this will be considered below. Finally, regarding these Jesuit writings, the extent 

to which a Japanese perspective came to influence the Jesuits’ view of Azuchi will be touched 

upon. Although they were writing for an audience far from Japan’s shores, the Jesuits worked 

closely with their Japanese allies and, as a consequence, fell back on information provided by 

their hosts. For this reason, the overlap with other primary sources, although limited, is 

noteworthy. Their analysis, particularly in earlier reports, appears not to have been conceived in a 

bubble, but developed or at least influenced by input from native sources. As I will argue, the 

case can be made that Nobunaga’s campaign to publicize and frame Azuchi as manifest in the 

commissioning of the Azuchiyama screens, Azuchiyama-ki, and Sadakatsu’s tenshu description, 

leaked into the Jesuits’ thinking on Azuchi.   

 The Jesuit mission in Japan was first established by Francis Xavier (1506-1552) in 

1549.149 Xavier would only stay in Japan until 1551, but his efforts would continue to blossom 

well into the next century. Over the course of this period, often dubbed “the Christian century,” 

reports on the progress and experiences of the mission were dutifully sent back home. The 

purpose of these reports was manifold. They served to educate the Jesuits’ superiors as well as 

other Europeans curiosity about Japan, to promote the Jesuits’ work, and ultimately to help to 

secure support, financial or otherwise for their continued efforts. Almost exactly a half-century 

after the mission began, the missionaries’ reports and letters sent year after year were collected, 

edited, and published as a several-hundred page compendium by Teotónio de Brangança 

(1530-1602), working out of the Portuguese city of Évora.150 This compilation's full title is 
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Letters that the Fathers and Brothers of the Company of Jesus wrote from the kingdoms of Japan 

and China to those of the same Company in India and Europe since the year 1549 until 1580 

(Portuguese: Cartas que os padres e irmãos da Companhia de Iesus escreuerão dos Reynos de 

Iapão & China aos da mesma Companhia da India & Europa des do anno de 1549 até o de 

1580) and has an accompanying second volume which contains reports from 1580 to 1589 

entitled Second Part of the Letters of Japan Which Were Written by the Fathers and Brothers of 

the Company of Jesus (Portuguese: Segunda Parte das cartas de Iapáo que esereueráo os 

pardres, & irmáos da companhia de Iesus). These two compendiums are generally referred to by 

one of several shorthand titles: Cartas, Cartas de Évora, or Cartas 1598.151 

 Owing to the establishment of the Jesuit Seminary at the foot of Mt. Azuchi, Azuchi 

appears many times within Cartas. Most mentions, however, are superficial, relating only to 

conversion efforts and minor miracles that allegedly occurred in the region. Only four mentions 

(see appendix C-1 for annotated translations) stand out as significantly contributing to the 

question of Azuchi’s original form. These entries, each written by different senior officials of the 

Jesuit order in Japan, paint a vivid and exciting picture of Azuchi that is, unlike the Japanese 

sources, not merely designed to laud, but to communicate the personal experiences and 

narratives of the Jesuits vis-a-vis their relationship with Nobunaga:   

(1) Father Gnecchi-Soldo Organtino (1530-1609), 1577 Letter—The first mention of Azuchi in 

Cartas, this excerpt is a short paragraph tacked on almost as an afterthought at the end of a 
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longer letter. It reports on Nobunaga’s construction efforts on Mt. Azuchi and includes a 

surprisingly precise description of the tenshu, noting both the dimensions of its base, as well 

as five “layers” of roofs and a more “slender” keep roof. The dimensions provided of twenty 

“mats” square and fifteen “mats” in height are especially intriguing in that the numbers are 

remarkably close to dimensions given by Gyūichi in the tenshu description. Gyūichi notes the 

tenshu base as twenty ken (north-south) by seventeen ken (east-west) and the height of the 

tenshu as sixteen ken.152 While the layers of roofs and the nature of the keep roof could be 

seen from afar, the dimensions of the base would not have been so easily determined. As 

there is no mention that any Jesuit visited the construction site on top of Mt. Azuchi, it seems 

likely that this information was obtained through hearsay. Another passage mention 

immediately after these dimension appears to corroborate this theory. It conveys a rumored 

cost estimate for the tenshu, “as [being as] much as the Great Buddha in Nara.”  For our 

purposes here, this mention of the Great Buddha is of interest in that it clearly reveals that at 

least one Jesuit received direct information from the Japanese locals that reached Organtino’s 

ears. Given also the Tōdaiji Great Buddha Hall (東大寺大仏殿) had been burnt down ten 

years prior in 1567, suggests it was a point repeated enough or of great enough importance to 

merit such mention even if the Jesuits or their intended audience in Rome wouldn’t fully 

understand or appreciate it.

(2) Father Lorenzo Mexia (1533-1609), October 20, 1578 Letter—The details regarding Azuchi 

in this report appear as part of a longer narrative explaining the founding of the Azuchi 

Seminary. The story related is as follows. Some time after being promised a plot of land from 
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Nobunaga’s son Oda Nobutada in Gifu, Father Organtino attended an open-house event at 

Azuchi hosted by Nobunaga. On this occasion, Organtino solicited from Nobunaga a plot of 

land in Azuchi on which to establish a church. Nobunaga was supportive and offered a prime 

spot. Advised by their Japanese Christian allies to make an impression, the Jesuits take 

advantage of both a recent procurement of lumber, as well as the ability of their Japanese 

carpenters to disassemble, move, and reassemble buildings quickly to raise a “house” there.  

Here again, it is worth noting the Jesuits’ close relationship with their Japanese allies and 

their reliance on them to interpret cues and circumstances. While their achievement delighted 

Nobunaga, Nobutada on the other hand, having been proactive in receiving the Jesuits and 

feeling under-appreciated, required reassurances. Within this context, only a short description 

of Azuchi is offered and is presumably included to provide the intended European audience 

with a vague sense of the significance of the location where Organtino had procured land. 

Notably, the date of this entry is concurrent with the castle complex being still under 

construction. The lack of a realized complex to describe is likely the reason that only the 

most general and mundane of details are offered. The text relates that the complex is on the 

peak of a hill, by a body of water, and surrounded by stone walls and the houses of elites. 

Mexia’s brief description concludes with a comment that, ironically, both echoes Nanka’s 

conclusion and comes across in present day as a cruel taunt, “[on the] making [of] a 

fortress...it is written and said so many things that it cannot be believed or told until it is seen 

with one’s eyes, but it is sure to be a very noble thing.” 

(3) Father Giovanni Francesco Stephanoni (1529-1609), September 1, 1580 Letter— 

Stephanoni’s report on Azuchi is essentially a revised and expanded version of Mexia’s 
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account of the events surrounding the procurement of land for the Azuchiyama Seminary. The 

critical difference between the two reports is that Stephanoni provides a much richer picture 

of Azuchi than Mexia. The excerpt begins with a condemnation of Nobunaga’s main enemy 

at the time, the True Pure Land sect of Ishiyama Honganji (石山本願寺一向一揆). While 

criticizing their encroachment on divine providence, Stephanoni frets over the idea of 

Christians ever having to do battle with the impressive fortifications and “ten-thousand men 

standing guard within” their Ozaka fortress. The topic abruptly shifts to Organtino’s 

procurement of land and Nobunaga is lauded as a blessed friend of Christianity. Several 

sentences at this juncture stand out as having been directly lifted from Mexia’s account. This 

type of borrowing was not an uncommon practice for the Jesuits in their letter writing and 

suggests that Stephanoni likely constructed this text from several texts including Mexia’s 

account.153 Because the events described occurred roughly two years prior to the date of 

Stephanoni’s letter, Stephanoni uses Mexia’s account as a starting point, but then reworks the 

account for the later moment. Gone are mentions of Nobutada and the speedy construction 

efforts, and in their place is a timeline of events detailing the process of negotiations with 

Nobunaga, as well as the specifics of Nobunaga’s generosity. Given both the timing and the 

nature of this added information, it seems likely that Stephanoni was responding to the 

completion of Azuchi and his objective was to put into sharper focus the privilege and 

accomplishment the Jesuits had realized by securing a base in such an illustrious location. In 

this vein, Stephanoni talks at some length of Azuchi’s grandeur and finery. Added is mention 

of three hundred steps of a size which even horses can climb, leading up past vassal estates to 
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a series of connected mansions circling a “seven-storied tower” (i.e. the tenshu). He notes 

“rose-like” roof tiles and echoes Azuchiyama-ki by listing white, gold, and blue as the 

primary colors for the exterior of the tenshu. Notably, special mention is also made of the 

tenshu’s spectacular appearance in sunlight. Seemingly innocuous, this comment is one that is 

repeated by both Azuchiyama-ki and at the laudations appended at the end of the “Program of 

the Azuchi Tenshu.” A point that again suggests its operation as a popular trope about Azuchi. 

Stephanoni further notes that the rooms in the tower and/or buildings connected to it (it is not 

clear which) are so expansive that Nobunaga himself got lost in them. The interiors of these 

buildings are described as varnished and polished and shiny as mirrors—this is to say, richly 

lacquered—and meticulously crafted in all respects. 

(4)  Father Gaspar Coelho, February 15, 1582 Report - This report is the same text from which 

much of the background information about the Azuchiyama screens is derived. This 

connection is not coincidental and not insignificant. Written (or compiled) immediately 

before the Tenshō ‘Boys’ Embassy’s departure from Nagasaki and almost certainly sent off 

on the same boat as the Embassy and the screens, it is reasonable to assume that this text was 

conceived with the Embassy and its cargo in mind. In other words, it was written with an eye 

to help inform European viewers, particularly the Pope and Superior General of the Society 

of Jesus, who might benefit from additional commentary on the Azuchiyama screens’s 

subject and significance. While this assertion is impossible to prove outright, Coelho’s habit 

in the letter of employing implied European standards as points of comparison, as well as the 

description’s unique composition, broad yet highly systematic, and in this vein unlike any 
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other Jesuit description of a Japanese castle, both point to this possibility.154 The description 

itself is placed at the opening of the final section of what is a much lengthier report on the 

activities and progress of individual locales’ missions. Methodically, Coelho explains 

Azuchi’s significance as the home of Nobunaga, the city’s location by Lake Biwa, as well the 

city’s general layout, with long avenues and elite homes grouped around the central 

mountain. Regarding the mountain, he comments on the formidable stone walling, fortress-

like estates on its slopes, and the large castle complex capping the mountain’s peak. He 

finishes by describing the tenshu. It is characterized as rising above all, having impressive 

blue tiles, a white exterior with black varnished windows, areas of red and blue, and a keep 

covered in gold.

While Cartas provides an extremely vibrant and immediate picture of Azuchi, the descriptions of 

Nobunaga’s home and castle that it offers are lacking in concrete details. Ultimately, these 

letters’ greatest contribution to re-imagining Azuchi, much like with the Azuchiyama-ki, lies in 

the mention of the color palette of the tenshu.

 Worth noting here is that the overwhelmingly positive tone of these descriptions is not 

merely a direct response to Azuchi’s beauty, but a negotiation of Jesuit interests.155 Since the 

beginning of the mission in Japan, the Jesuits had struggled with the question of how best to 

disseminate information on their experiences there. This debate revolved around a notion of 
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edification—the “improving” of letters to present a unified and clear, “morally-right” image of 

the mission and Japan. While Xavier had originally insisted that no “disedifying” information be 

included in reports or letters, during the tenure of Francisco Cabral, Jesuit Superior of Japan 

from 1570-1581, Xavier’s voluntary, unspecific approach had swung decidedly in the direction 

of embracing multiplicity. That is, multiple, even contradictory and negative views were 

accepted in reports and letters and their inclusion was rationalized as presenting a broader more 

nuanced image of Japan.156 The construction of Azuchi and its heyday, by pure coincidence, falls 

at the same time that the process by which the Jesuit annual reports underwent an important shift 

in the methodology of letter writing. With the arrival in 1579 of Valignano as the Jesuit Visitor, a 

position answerable only to the Pope and Superior General of the Jesuit order and as such the 

ultimate authority over the conduct of the Japanese mission, the state of affairs cultivated by 

Cabral abruptly halted. Ironically, given the broader picture produced by “disedified” writing, 

Valignano was shocked to find a much different situation in Japan than which he had imagined 

after having read up on the various letters and reports issued.157 Troubled by this discrepancy, 

Valignano set about reforming the system by which information was assembled and exported. 

 Valignano’s motives for enacting these reforms were twofold. Ostensibly, he hoped to 

prevent further misinformation about Japan from being disseminated, and in turn to be able to 

mold a positive picture of the country that would encourage further support from Rome. This 

reasoning and its noble-sounding goals, however, masked a more pressing concern. In seizing 

control of the flow of information about Japan, Valignano was also attempting to shore up a 
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unified vision of the Jesuits’ accomplishments. By doing this, he would deprive vying 

proselytizing factions of any ammunition to criticize Jesuit activities that could be used to justify 

encroachment on the Jesuit monopoly in Japan. To realize these twin objectives and control the 

flow of information, Valignano instigated a system by which the annual reports would be 

systematically compiled and edited. No longer did individual missionaries present their own 

opinions, ideas, and experiences to various editors to have them copied, edited or bundled with 

others to be sent to Europe. Rather, their work was received by a single editor who would mold 

all the reports submitted by each city’s mission into a condensed, coherent, and consistent final 

annual report.158 In this way, the lack of any critical appraisals of Azuchi from some of its most 

capable witnesses, a point lamented by some scholars, is in the end a simple consequence of 

timing, missionary politics, and money.159 

 In regard to the descriptions of Azuchi, the significance of Cabral’s “disedification” and 

Valignano’s “edification” approaches is that not all reports can be seen as equal. Organtino, 

Mexia, and Stephanoni’s letters were composed before, and Coelho’s report was written after the 

reforms. It is not coincidental that the nuggets of hearsay regarding Azuchi appear in the pre-

reform letters. The information provided in them did not undergo the editing process and 

therefore reflects a more personal and on-the-ground experience that allowed for osmotic input. 

In other words, hearsay is more easily distinguished within them than in Coelho’s report. The 

importance of this distinction lies in the fact that the bulk of passages that appear to echo 
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Japanese ideas on Azuchi, as found in Azuchiyama-ki and The Chronicle, are only found in the 

pre-reform letters. The dimensions of the tenshu, its ineffable nature, its brilliance in sunlight are 

all points that reappear in the Japanese record. While all are rather mundane tropes and ones that 

may be realized by a similar visual experience, that they are repeated points speaks to the 

possibility of a broader, common discourse. 

 Edification and the processes of copying and editing by which Jesuits constructed texts 

are also issues to bear in mind when considering Luis Fróis’ descriptions of Azuchi. Fróis’ 

accounts are included in his five volume History of Japan, one of the most important and well-

known texts on sixteenth-century Japan. This text was commissioned in 1583, just after 

Valignano’s reforms, as a comprehensive history of the Jesuits’ mission in Japan. This massive 

work was based both on Fróis’ memories spanning back to his arrival in Japan in 1563, as well as 

on many of his reports and letters, many written in his own hand and found compiled in 

Cartas.160 While it would take ten years for Fróis to complete this work, its perspective and 

objectives fall squarely in line with Valignano’s ideals of edification and protecting the image of 

the Jesuits’ mission.161 Fróis includes two glowing descriptions of Azuchi consistent with the 

post reform model. However, the two descriptions leave more tantalizing questions than 

providing concrete details to aid in re-imaging or understanding a popular discourse on Azuchi:

(1) Volume 2, Chapter 84, “Other Things That Nobunaga Made Progress On In His 

Government”—Like the accounts of his peers, Fróis’ first description of Azuchi paints a 
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vibrant picture, adding a plethora of colorful, but ultimately unspecific detail. Taking up the 

second half of the chapter in which it is included, this account begins by introducing 

Nobunaga and locating Azuchi as his home. Fróis then briefly details and expounds upon 

several attributes of Azuchi: its stone fortifications, the lavishness and novelty of the castle’s 

components, and the lively and orderly character of the town. Herein Fróis covers much of 

the same ground as found in the Cartas accounts. The impressive height of the ishigaki and a 

multitude of guard towers, the use of gold on tiles and blanketing the interior of rooms, and 

finally the cleanliness and wide, straight avenues of the town—all these points are retread. A 

few new and significant details are added. Fróis notes the presence of warehouses, gardens, 

“tanks” for fish, and an aviary. Moreover, he inserts some intriguing details about the people 

at Azuchi including a description of the labor and danger involved in constructing the 

ishigaki foundations (a discussion often noted as echoing the discussion of Jaiishi in Book 9, 

episode 1 of The Chronicle), as well as the many tourists who had come to see the castle 

firsthand. He also provides a particularly fascinating aside suggesting that young women 

“with great abilities and natural skills” were conscripted to serve as the principle staff for 

Nobunaga’s mansions at Azuchi. After detailing the castle and town, Fróis goes on to discuss 

at length Nobunaga’s various public works, specifically improvements made to the various 

roads and bridges between Azuchi and the capital.

(2) Volume 3, Chapter 31, “Of How The Visiting Father Went To The Capital to Visit Nobunaga, 

And From There Went To See Azuchiyama Again”—Although this entry is the most quoted of 

all the Jesuit descriptions of Azuchi, roughly two-thirds of it is almost a word-for-word copy 

of Coelho’s February 15, 1581 account as published in Cartas. Indeed, exactly like Coelho’s 
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account, Fróis’ chapter continues to discuss—again, almost word for word—the 

circumstances surrounding the bestowal of the Azuchiyama screens to Valignano (See 

appendix A). It is clear from this that Fróis had access to a copy of Coelho’s report (recall that  

the original was sent to Rome) when compiling his History. Curiously though, the fact that 

Fróis’ account is largely copied from another source has escaped the attention of many 

scholars, and some, without qualification, favor Fróis by ignoring Coelho altogether.162 In 

their defense, Fróis’ original contribution to the description, tacked on after the copied 

portion by Coelho, holds several new and critical details. Fróis mentions a “separate building-

complex” near the tenshu characterized by multiple connecting corridors, as well as a lavish 

garden. Moreover, he describes that the “fortress is encircled with towers built on top of thick 

stone walls...covered top to bottom with iron,” and that, “in the upper area,” there was a 

small, extremely clean stable containing five or six horses “for Nobunaga’s amusement.” 

Furthermore, Fróis adds several relatively inconsequential details such as praising the 

cleanliness of the town and providing more precise measurements for the size of Lake Biwa. 

On account of these additions, Fróis’ version is markedly improved over Coelho’s original. Still, 

Fróis’ appropriation of Coelho’s writings and its implications raises a number of questions worth 

considering. The issue with Fróis’ copying is not plagiarism. The aforementioned overlap of 

Mexia and Cabral’s reports reveals how copying, amending, and editing were standard practices 

in the production of Jesuit letters. Because of the high chance that letters and reports could be 

shipwrecked and lost en route back to Europe, the Jesuit missionaries were diligent about 
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copying and recopying texts to ensure their survival in one form or another. Moreover, given 

Valignano’s record of relying on Fróis as an amanuensis, it is entirely possible that Fróis could 

have also acted as amanuensis or possibly even as a ghostwriter of Coelho’s February 15, 1581 

letter.163 If this were true, the original report could very well be Fróis’ own.

 Setting the issue of plagiarism aside, the significance of Fróis’ copying is that it opens the 

door to the tantalizing possibility that Fróis’ other description of Azuchi is also based on another 

Jesuit text. The basis for this assertion is not merely circumstantial. Both the Coelho-copied 

description and Fróis’ earlier description are both written in a detached tone and are systematic 

accounts reflective of Valignano’s ideal “edified” letter. This tone is remarkably different from 

two other descriptions by Fróis of castles, namely Gifu and Osaka (See appendix C-2 for 

translations). In both of these descriptions, Fróis writes entirely from a first-person perspective, 

retelling a larger narrative about a single day’s events. Although Fróis himself lived in Azuchi 

and served as Valignano’s interpreter during his sojourn there, Fróis curiously never inserts 

himself into either description of Azuchi. In other words, the tone of Fróis’ Azuchi descriptions 

are conspicuous in that they appear more as a product of Valignano’s push for a unified voice 

through edification rather than Fróis’ own experience. Given this discrepancy in tone and 

because one of his descriptions is clearly a copy, it is reasonable to guess that the other may be. 

To be sure, both of the Fróis’ accounts, even if one is redundant and the other is a copy, still 

contribute to our understanding of Azuchi. However, this issue of authorship begs the question of 

whether there are more Jesuit descriptions left to be discovered. Not only is a possible basis for 

Fróis’ Volume 2, Chapter 84 description unknown, but, given his prolific writings, as well as the 
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access that he likely had at Azuchi, it remains possible even likely that Fróis may have left more 

to tell about the site.164 

IV. Conclusion

 In this chapter I have attempted to address two distinct, but overlapping issues that every 

investigation of Azuchi must contend with: (1) defining the names and spaces of Azuchi, and (2) 

accounting for the complexity and limits inherent in the primary sources. To these ends, the 

preceding pages represent, primarily, an effort to succinctly describe and define the basic 

composition of Azuchi, to introduce the key primary sources that constitute the foundational 

pillars for understanding the mountain’s space and contents, and, finally, to detail these sources’ 

value as windows for re-imagining the lost castle complex. The sources surveyed here include 

the lost Azuchiyama screens and their European vestiges, the encomium Azuchiyama-ki, 

episodes from The Chronicle including variant descriptions of the tenshu, as well as letters and 

reports written by Jesuit missionaries. 

 For all of the qualification required to properly appreciate each of these sources, it is a 

great irony that the bulk of the information found in these records offers only little insight onto 

the size, space, and decoration of the buildings and enceinte that once covered Mt. Azuchi. The 

few concrete details that are offered in these sources can be summarized in a single table (table 

1.2). The one, extremely notable exception to this dearth of specifics is the tenshu description. 

However, as a result of this description’s variant forms and the debate that these variants 

engender, like its peers, this document raises many more questions than it answers. Although 
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164 This point was echoed by Cooper. “Much of the Portuguese and Spanish material still remains 
unpublished material or buried away in stout volumes of letters published nearly four centuries 
ago.” (Cooper 1965) p. 2.
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these primary sources are of only limited use (or as in the case of the tenshu description, offer an 

unfortunate overabundance of contentious specifics) for re-imagining Mt. Azuchi in Nobunaga’s 

day, they remain the cornerstones for any interpretation of Azuchi. As such, discussion of their 

origins, nature, and the depth of debate surrounding them is essential to establishing a solid 

framework upon which further information may be introduced and extrapolation made. 

 Beyond laying the groundwork for further study, this survey of primary sources already 

offers one insight onto Azuchi: that what is known of Azuchi is not a random assortment of 

works lucky enough to survive, but, as proposed by Miyakami, the product of a dynamic web of 

interactions that revolved around Nobunaga. Each offers a different piece to a puzzle, which 

when completed, identifies them as part of a concerted and deliberated effort. The back story to 

the Azuchiyama screens reveals Nobunaga as an actively engaged patron who regularly 

communicated with the screens’ artist Kanō Eitoku. This example, in turn, lends credence to 

Hoan’s tale of the origins of Azuchiyama-ki. If Nobunaga commissioned a commemorative work 

from his preferred painter, then it stands to reason that, as Hoan describes, Nobunaga also 

commissioned a poetic treatise to similar ends from a monk whom he held in high esteem. 

Further, Hoan’s account also reveals that Nobunaga, Sakugen Shūryō (Nobunaga’s first choice 

for author of Azuchiyama-ki) and Nanka Genkō (Shūryō’s recommendation and author of 

Azuchiyama-ki) engaged in considerable correspondence. Given this, it is similarly reasonable to 

assume that, like in the case of Eitoku, Nobunaga likewise engaged with these men regarding the 

question of how to frame Azuchi. 

 The background for these two works expose a pattern and, in turn, another commission: 

the tenshu description included in The Chronicle. The early draft of the The Chronicle known as 
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Azuchi nikki points to this description as having been created in early 1579, just as construction 

on the castle complex on top of Mt. Azuchi was being completed and at the same moment as the 

screens and encomium were commissioned. Moreover, context clues left in Azuchi nikki also 

suggest that the description was, like the screens and encomium, commissioned by Nobunaga, 

executed by another favored vassal, Murai Sadakatsu, and after its completion, apparently 

subject to Nobunaga’s inspection over tea. In short, the three most famed primary sources on 

Azuchi appear to have been developed under Nobunaga’s direct supervision and, in those points 

of overlap, Nobunaga’s agency can be found. That several points—the dimensions of the tenshu, 

its ineffable nature, the effect and importance of sunlight to appreciating its glory—all appear in 

the Jesuit record speaks not only to the impact of Nobunaga’s efforts, but of those points which 

should receive further scrutiny.
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Chapter 2
The Form of Azuchi Part II: Site and Reconstructive Models 

I. Introduction

 The disparate primary sources discussed in the previous chapter are not the only windows 

onto Azuchi’s form and former glory. From at least the seventeenth century, Mt. Azuchi and, 

more specifically, the Azuchi Castle Ruins have played a key role in shaping the general 

understanding of Nobunaga’s former home. Beginning in the last century, the importance of the 

site was greatly elevated as waves of archeological teams excavated and surveyed Mt. Azuchi 

and the ruins of Azuchi Castle. Their results would become foundational material for generations 

of architectural specialists to interpret and build upon. It is the gulf in time between Nobunaga’s 

day and these digs, the fruits of these archeologists’ and scholars’ labors, and the complex 

relationship between site, primary sources, and speculation from which reconstructive models of 

Azuchi’s former buildings, in particular its tenshu, that are the focus of this chapter. 

  The following pages are organized chronologically around two overlapping histories. The 

first of these histories revolves around the former site of Azuchi and its transformation into its 

current form as a Special National Landmark (特別史跡). This history spans from Nobunaga’s 

death until the first decade of the twenty-first century, covers the tides of prosperity, decline, and 

renewal that have occurred at Mt. Azuchi under the supervision of its temple ward Sōkenji (摠見

寺), and extends to the several archeological surveys and repair efforts that have taken place on 

the site in the last hundred years. This post-Nobunaga history of Mt. Azuchi is lengthy, but 

essential to grasp as it constitutes the basis and context for the second history that will be 

considered: the various efforts to re-imagine Azuchi as Nobunaga saw it in his day. While other 

buildings will be considered, the main focus of this second thread will be the reconstructive 
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models of Nobunaga’s residence and the crowning jewel of Azuchi: the tenshu. Although 

reconstructive models of and debates surrounding the Azuchi tenshu represent the most well 

known discussions on Azuchi as well as the raison d’être for most interpretations of Nobunaga’s 

designs at Azuchi, they remain poorly understood. Part of this is due to the complexity and 

technical nature of reconstruction, but it is also due to the absence of a basic framework that 

might be used to approach and assess models. The interwoven history of the site and the history 

of reconstructive model-making offer such a frame.

 While there are several key areas of overlap between these histories, one point of 

intersection that will regularly be revisited is the tenshu pedestal. The importance of the pedestal 

is unparalleled within the castle ruins as it is the only concrete touchstone that can offer insight to 

the tenshu’s original form. It is also the only remnant of the castle that can be unequivocally 

identified in the written primary record. As such, it represents a unique anchor linking the 

archeological and written descriptions of Azuchi. This link, however, is rife with complications. 

The Azuchi tenshu pedestal is an unusual structure as it is shaped as an irregular octagon with an 

irregular hexagonal basement carved within it (figure 2.1). In contrast, almost all other tenshu 

pedestal are essentially quadrilateral and, if equipped with a basement level, that level will 

essentially mirror the pedestal’s shape. Even more problematic is the fact that the unusual shape 

appears to contradict Ōta Gyūichi’s tenshu descriptions. In all but the earliest recensions of his 

tenshu descriptions, Gyūichi notes that the area of the tenshu’s first floor is 20 ken (間) north to 

south and 17 ken east to west.1 These dimensions suggest a rectangle of a size much greater than 

may physically fit on top of the pedestal (figure 2.1). Despite this incongruity and the doubt it 
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1 See appendix D-2a, AN lines 109a-c, PAT lines 6-7. The definition and issues related to defining the unit 
of “ken” are addressed in footnote 97.



should engender regarding the reliability of Gyūichi’s account, it has been a primary goal of 

model-makers to find reconciliation between the site and these dimensions. In turn, it is the 

grappling with a cascading series of design challenges forced by this attempt at reconciliation 

that forms the core definition of almost all tenshu models.

 By proposing a means to assess and appreciate models through the issues raised by the 

pedestal, the larger goal here is, as in the previous chapter, to build upon Miyakami Shigetaka’s 

work on Azuchi. Specifically, it is my primary intention here to make the case for the superiority 

of the Miyakami reconstructive tenshu model. Although it is flawed in several important respects 

that will be discussed, the Miyakami Model is the first to unequivocally recognize as an error 

and fully reject the 20 x 17 ken specifications and to suggest a quadrilateral foundation of a 

smaller size for the tenshu’s first floor. That Gyūichi’s error and the discrepancy it embodies has 

gone largely, but not entirely unrecognized over the centuries and, indeed, remains grounds for 

dispute, is the result of a number of factors that will be explored. The pedestal’s unusual shape 

and the difficulty involved in measuring it is one key reason. The gradual degradation of the site 

is another. As will be argued, the staying power of these problematic dimensions is also the 

product of a legacy created by Hideyoshi for Nobunaga and Azuchi. The Miyakami Model alone 

considers the political context which aggrandized Nobunaga to legendary status, limited 

Hideyoshi’s ability to surpass Nobunaga, and made it unthinkable that the Azuchi tenshu could 

have been anything other than the largest, most revolutionary, lavish, and eccentric building in 

Japanese history.

  145



II. Azuchi’s End and Reinvention, 1582-1868

  On the second day of the sixth month of 1582, Nobunaga met his end in a famous act of 

betrayal now known as the Honnōji Incident (Honnōji no hen, 本能寺の変). The Chronicle 

describes Nobunaga’s final hours in the capital as follows:    

 In no time at all, the enemy surrounded the Honnōji, the temple where Lord 
Nobunaga was staying, and came bursting in tumultuously  from all four sides. At 
first both Nobunaga and his pages thought that a passing quarrel had broken out 
among the lower orders, but nothing could have been farther from the truth. The 
enemy raised the battle cry  and blasted Nobunaga’s residential quarters with their 
guns. “This is treason!” Nobunaga stated. “Whose plot is this?” “They look like 
Akechi [Mitsuhide]’s men,” Mori Ran replied. Nobunaga’s response was, “What’s 
done is done.”
 …Nobunaga’s pages went to the enemy again and again until all were killed in 
battle…Nobunaga first grabbed his bow, but when he had let fly two or three times, 
the string broke, its time apparently having come as well. He continued the fight with 
a spear but suffered a spear wound to his elbow and retreated. Up to that point  his 
women had remained by him but now he ordered them, “Get out, hurry! They won’t 
harm women.” Once the women had been chased away, he had his personal quarters 
set on fire, and soon the entire building was aflame. Not wanting anyone to see his 
final moments, it would seem, Nobunaga retired deep into his residence, shut the 
door of a utility room from the inside, and coolly cut his own belly.2

 Although Gyūichi’s deep admiration of Nobunaga heavily colors this dramatic passage, 

the key points that he lays out are nonetheless exact. Nobunaga’s vassal Akechi Mitsuhide 

attacked Nobunaga while he was lodging in the capital at Hōnnoji, a battle ensued, and 
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2 「既に信長公御座所本能寺取り巻き、勢衆、四方より乱れ入るなり。信長も御小姓衆も、当座の喧嘩を下々の
者共仕出し候と思食され候の処、一向さはなく、ときの声を上げ、御殿へ鉄炮を打入れ候。是れは謀叛歟、如何
なる者の企てぞと御諚の処に、森乱申す様に、明智が者と見え申候と言上候へば、是非に及ばずと上意候。透
をあせらず、御殿へ乗り入り、面御堂の御番衆も御殿へ一手になられ候。御厩より矢代勝介・伴太郎左衛門・伴
正林・田村吉五、切って出で討死。此他、御中間衆、藤九郎・藤八・岩・新六・彦一・弥六・熊・小駒若・虎若・息小
虎若初めとして廿四人、御厩にて討死。御殿の内にて討死の衆、
　森乱・森力・森坊兄弟三人、小河愛平・高橋虎松・金森義入・菅屋角蔵・魚住勝七・武田喜太郎・大塚又一郎・
狩野又九郎・薄田与五郎・今川孫二郎・落合小八郎・伊藤彦作・久々利亀・種田亀・山田弥太郎・飯河宮松・祖父
江孫・柏原鍋兄弟・針阿弥・平尾助・大塚孫三・湯浅甚介・小倉松寿、御小姓衆懸り合ひ＼／討死候なり。湯浅甚
介・小倉松寿、此両人は町の宿にて此由を承り、敵の中に交入り、本能寺へ懸込討死。御台所の口にては、高橋
虎松暫し支へ合ひ、比類なき働きなり。信長初めには御弓を取合ひ、二・三つ遊ばし候へば、何れも時刻到来候
て、御弓の絃切れ、其後御鑓にて御戦ひなされ、御肘に鑓疵を被られ引き退き、是れまで御そばに女共付きそひ
て居り申し候を、女はくるしからず、急ぎ罷り出でよと仰せられ、追ひ出させられ、既に御殿に火を懸け焼来たり
候。」(Ōta 1969) 416-417, translation from (Ōta 2011) 469-470.



Nobunaga met his end in a blaze of glory.3 The same evening Mitsuhide continued on to force 

Nobunaga’s eldest son and heir Oda Nobutada (織田信忠, 1557-1582) to a similar end at Nijō 

Castle (二条城). By the next morning, when news arrived of Nobunaga’s death, chaos ensued at 

Azuchi.4 After a tumultuous two weeks during which Azuchi was looted and changed hands 

several times, the inner enceinte was put to flame and a transition to a new paradigm began.

 The process and reasons by which Azuchi was transformed and how the mountain fared 

over the intervening centuries between Nobunaga’s death and the first archeological digs that 

occurred at the site in the early 1940s are the focus of this section and the beginning of the next. 

A unique political drama unfolded in the months following the Honnōji Incident that 

simultaneously removed Mt. Azuchi from the political landscape and inspired a unique legal 

framework that would ultimately preserve the mountain in almost a frozen state for the next 

several centuries. In this history, proof of the relative integrity of the site and, more significantly, 

those foundations beyond the primary sources discussed in the previous chapter can be found. As 

interest in Mt. Azuchi emerged in the Edo period, Master Carpenters, scholars and artists each 

tried to make sense of the relationship between site and source. While their efforts fell short in 

many respects, their examples are nonetheless instructive as many of the issues with which they 

wrestled remain to this day.
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3 These points are corroborated by Fróis. See appendix C-1g. 

4 See (Ōta 2011) 474-475; (Ōta 1969) 422-423. Also appendix C-1g.



Azuchi’s Fall into History 1582-1584

 Two falsehoods appear in almost every account of Azuchi’s end. The first of these 

fictions is that Mitsuhide was directly responsible for the destruction of Azuchi Castle.5 While it 

is undeniable that Mitsuhide’s act of treason launched the sequence of events that resulted in 

Azuchi’s incineration, there is no evidence to suggest that he either committed or ordered the 

destruction of his former lord’s home. On the day Azuchi Castle was set ablaze, the fifteenth day 

of the sixth month of 1582, Mitsuhide was far from Mt. Azuchi and fleeing for his life after his 

defeat at the hands of Hideyoshi in the Battle of Yamazaki (山崎の戦い). Likewise, the second-

most-likely candidate, Mitsuhide’s proxy at Azuchi and son-in-law, Akechi Hidemitsu (明智秀

光, 1536?-1582) is also very likely innocent.6 Hidemitsu received word of Mitsuhide’s defeat at 

Yamazaki on the fourteenth.7 Thereupon, he quickly fled with his soldiers to Mitsuhide’s old 

stronghold, Sakamoto Castle (坂本城). Azuchi Castle went up in flames the next day at the same 

time that Nobunaga’s second son, Oda Nobukatsu (織田信雄, 1558-1630) is known to have 

retaken Azuchi.8 Although records reflect the town and castle were in chaos during this moment 
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5 There are a few who have worked to correct the first of these falsehood (Akita 1990) pp. 131-138, (Kido 
2003) pp. 6-9.

6 One possibility worth considering is that the fleeing Mitsuhide did order the destruction of Azuchi but his 
order was rejected by Hidemitsu. A possible parallel may be found in the example of General Dietrich Von 
Choltitz, the military governor of Paris during the Second World War. Von Choltitz is now famous for 
having disobeyed Hitler’s command to level the city of lights before it could be taken by the Allies. Von 
Choltitz’s precise motives for doing this are unknown, but it is popularly theorized that he could not bear to 
desecrate the beauty of the city. Equally likely, he saw that his side was losing and accordingly adjusted 
his actions as an act of self-preservation.

7 This timeline is sketched out by Fróis and corroborated in various journals. See appendix C1-g for 
translation of Fróis’s account. For transcriptions of the Japanese sources see (Shiga-ken kyōiku iinkai 
2003).

8 「十五日、壬申、安土防火云々、自山下類火云々」 “Fifteenth Day, [Day of the] Water Monkey, it is being 
said that Azuchi was set ablaze, it is [also] being said from there below the mountain (i.e. in the town), 
fires are spreading.” quote is taken from Yoshida Kanemi’s diary Kanemi Kyōki (『兼見卿記』). Transcribed 
in (Shiga-ken kyōiku iinkai 2003) p. 6. Nobukatsu’s arrival is mentioned in Fróis, see appendix C1-g.



of upheaval, for lack of an alternative authority figure present at Azuchi on the fifteenth and a 

lack of evidence pointing to a rogue actor, Nobukatsu stands out as the most likely culprit.9 

 The second prevailing falsehood about Azuchi’s destruction is that the fire that consumed 

the castle also devastated the mountain and immediately marked the end of the site as a center of 

interest or power. That Mt. Azuchi is a preserved historic site today and remains relatively 

untouched is, however, not a consequence of fire and exodus, but of political wrangling. Warped 

ceramic fragments discovered around the honmaru during the 1939-1941 excavation revealed 

that the heat of the fire climbed to an almost unimaginable 3000°C, the melting temperature for 

these ceramics.10 Despite this remarkable intensity, the archeological record suggests that the fire 

was roughly contained to the areas of the inner and outer enceintes of the central castle complex 

(figure 2.2). In other words, the fire readily consumed the wealth of fuel offered in the many 

timber-frame buildings and corridors in this area, but was somehow prevented from spreading 

beyond the boundaries of the outer enceinte. Given that the fire took place at the tail end of 

Japan’s rainy season, the likely explanation is rain.11 Although there exists no record of the fire 

on Azuchi being doused by rain, it is recorded in the monk diary Tamonin nikki (『多聞院日記』) 

that on the fourteenth and fifteenth, thunder and heavy rains fell around Nara. Nara lies a fair 

distance south of Azuchi, but storms typically travel from southwest to northeast covering both 
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9 Akita discusses Nobukatsu’s possible motives (Akita 1990) p. 138. Fróis further offers a reason: 
Nobukatsu acted “of feeble mind.” (See appendix C1-g for full translation)

10 (Kido 2003) p. 10.

11 (Akita 1990) pp. 135-136.



areas during this season.12 It is possible to imagine that this downpour may have reached Azuchi 

by the sixteenth, if not earlier, and substantially slowed or killed the fire. 

 Despite the limited scope of destruction, unfolding political circumstances would forever 

deny Azuchi a renaissance. Here again, Nobunaga’s offspring are to blame. On the twenty-six 

day of the six month, twenty-four days after Nobunaga’s assassination, a council of Nobunaga’s 

surviving vassals was held in Kiyosu Castle (清洲城) in Owari province (尾張国). The goal of 

this meeting was to present a united face, ensure continuity by selecting Nobunaga’s heir, and 

divvy up newly masterless and newly conquered lands.13 Due in large part to Hideyoshi’s 

backing, this “Kiyosu Conference” (清洲会議) would appoint Nobunaga’s grandson by 

Nobutada, the three-year-old Sanbōshi (三法師, 1580-1605, later known as Oda Hidenobu 織田

秀信) as Nobunaga’s successor and the new head of the Oda clan. Sanbōshi was appointed to 

this position over three other viable candidates: Nobunaga’s senior vassal, Shibata Katsuie (柴田

勝家, 1522-1583), Nobunaga’s second son, Oda Nobutaka (織田信孝, 1558-1583), and the 

aforementioned Nobukatsu. Each of these figures would play key parts in the ensuing events. 

Sanbōshi was placed in the charge of Nobutaka who, having received Nobutada’s former 

domains in Mino Province (美濃国), brought the boy with him to his new home in Gifu Castle 

(岐阜城). However, the conference clearly stipulated that Sanbōshi was to be eventually 
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12 During the rainy seasons of 2011-2014, I regularly checked the radar weather patterns on tenki.jp 
(http://tenki.jp/rader/). The weather patterns generally conformed with Akita’s theory. While smaller rain 
storms did not always follow a regular pattern, larger rain storms invariably hit Nara and Wakayama first, 
and then came to cover the larger region including the area of Lake Biwa and Azuchi. 

13 (Berry 1982) pp. 73-74. 

http://tenki.jp/rader/
http://tenki.jp/rader/


installed at Azuchi. By the autumn of 1582, Sanbōshi remained in Gifu and no apparent steps to 

transfer him to Mt. Azuchi had yet been made. Blame was laid squarely on Nobutaka.14 

 Intriguingly, in a letter to Niwa Nagahide (丹羽長秀, 1535-1585) dated to the first day of 

the eighth month of 1582, Hideyoshi can be seen pressing Nagahide to halt work at Nagahide’s 

castle at Ōmizu (大溝城) and transfer his efforts back to Mt. Azuchi so that the site would be 

ready for Sanbōshi’s pending transfer.15 Nagahide, as the official who had overseen the original 

construction at Azuchi under Nobunaga, would have been an obvious choice for this task. 

Unfortunately, no evidence remains that suggests that either party ever took any greater steps 

towards reconstruction. Nonetheless, Hideyoshi’s letter reveals that the mountain’s fate was not 

fixed and that in the aftermath of Mitsuhide’s treason and the Kiyosu Conference, there remained 

yet some interest in redeveloping the mountain.

 That no efforts were ever made to this end would be ultimately a consequence of 

Nobutaka’s divergent strategic interests. In the wake of the Kiyosu Conference, Nobutaka allied 

himself with Shibata Katsuie and, in this union, saw the possibility of reviving Oda hegemony 

with himself at the helm. Installing Sanbōshi at Azuchi ran counter to this agenda for two 

reasons. First, Sanbōshi’s transfer would have meant conforming to the wishes of Sanbōshi’s 

champion, Hideyoshi. As such, compliance was tantamount to an endorsement of the status quo 

and an admission of Nobutaka’s place as subordinate to Hideyoshi. Second, and likely a much 

more pressing concern was that Sanbōshi’s transfer required rebuilding on Mt. Azuchi, an act 
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14 Hideyoshi wrote in the tenth month of 1582, "Although not many days have passed [since the Kiyosu 
conference] Nobutaka says that he will not move the young lord [Sanboshi] to Azuchi; until now, indeed, 
he has not done so." 「御日比無幾程御座候ニ、安土ヘ若君様を移シ被参間敷由、信孝様被仰候而、於于今無
其儀御座候事」 in (Tokyo daigaku shiryō hensanjo 1906) p. 16. Translation from (Berry 1982) p. 76.

15 (Akita 1990) p. 140.



that would have cost valuable manpower and materials at this critical, unstable moment. 

Hideyoshi appears to have been well aware of Nobutaka’s intentions and was likewise engaged 

in comparable machinations. Hideyoshi, in letters from this time such that cited above, would 

characterize Nobutaka’s inaction regarding Sanbōshi’s transfer as evidence of a lack of filial 

piety. These accusations functioned to frame by implication Hideyoshi as the more filial, a 

humble retainer merely insisting on seeing through commitments made at Kiyosu. This is not to 

say, however, that Hideyoshi’s proposal to rebuild at Azuchi was not made in earnest. During his 

life, Hideyoshi regularly displayed an inclination towards reconciliation, nurturing alliances with 

former enemies, and honoring his former lord.16 It is not unimaginable that had Nobutaka tried a 

different approach with Hideyoshi or been less ambitious, Azuchi may well have been revitalized 

at this moment. 

 By the twelfth month of 1582, word spread that Nobutaka was raising an army. 

Hideyoshi, joined by Nobukatsu, swiftly responded. Sure that Katsuie was trapped by snowfall, 

the pair swept into Northern Ōmi and Mino and quickly took Gifu. This victory would result in 

the transfer of Sanbōshi to Nobukatsu’s custody. By the end of the year, the boy was finally 

installed at Azuchi. Nobutaka and Katsuie would again rise to challenge Hideyoshi in the fourth 

month of the next year 1583, but were again, and this time decisively, defeated by Hideyoshi in 

the Battle of Shizugadake (賤ヶ岳の戦い).

 With Sanbōshi’s installation at Azuchi, the mountain again glimmered with the possibility 

of a renaissance, but yet again an Oda son would hasten its demise. For New Year’s 1583 at 
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16 If one considers these circumstances in relation to Berry’s thesis that Hideyoshi’s successes was based 
on his inclination towards strategic and often unnecessarily generous compromises with his enemies, as 
well as his desire to be seen as strongly filial, the possibility of Hideyoshi offering an earnest appeal is 
difficult to ignore. (Berry 1982) pp. 4, 76-77



Azuchi, like his grandfather had several times before him, Sanbōshi received daimyo callers and 

even hosted Hideyoshi who sojourned there for several days.17 That such events—requiring a 

multitude of retainers, staff, supplies, and suppliers to execute—were able to take place reveals 

that Azuchi was neither deserted, nor yet in obvious decline. Indeed, around the same time of 

these visits, Nobukatsu issued a new set of laws to address the new circumstances facing the 

town. This issuance was essentially an addendum to the 1577 “Laws for the Town of 

Azuchiyama” (「安土山下町掟書」), a set of rules Nobunaga had prescribed to promote 

commercial activity in his, then, new home.18 Nobukatsu’s addendum served to clarify issues of 

property rights and debts in the face of recent destruction and lay down mechanisms to deal with 

disputes in the wake of future moments of war and unrest. Enough people, it seems, were tied to 

assets in Azuchi to demand such clarification. In other words, not everyone was yet ready to flee 

the area before seeing how things would settle.

 The years 1584 and 1585 saw the decisive end to this wait. Backed by Tokugawa Ieyasu 

(徳川家康, 1543-1616), Nobukatsu, for a brief period in 1584, pushed to take the mantle of his 

father. However, in the face of a potentially long and difficult war with Hideyoshi, he accepted 

his lot and made peace. This peace is significant in that it spared Azuchi, Nobukatsu’s base of 

operations at the time, from further destruction. Nobukatsu’s departure from the political stage 

would leave Sanbōshi in the custody of Niwa Nagahide. With Sanbōshi’s transfer to Sakamoto 

Castle, no person with any claim to political import was left at Azuchi. In 1585, Hideyoshi 

granted his nephew, Toyotomi Hidetsugu (豊臣秀次, 1568-1595), the 43,000 koku (石) fiefdom 
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17 Hideyoshi’s visit is mentioned in Tamonin nikki. Transcribed in (Shiga-ken kyōiku iinkai 2003) p. 7.

18 The original “Laws for the Town of Azuchiyama” can be found translated and discussed in (Lamers 
2000) pp.134-139.



of Hachimanyama (八幡山, modern-day Ōmi-Hachiman). Although it is unclear why Hideyoshi 

directed Hidetsugu to start anew on Hachimanyama rather than rebuild at Azuchi, that the site 

remained a potential rallying point for yet another Oda challenge was a likely motive. With 

Hidetsugu’s move to Hachimanyama Castle (八幡山城), the people and buildings of Azuchi 

relocated and the site returned to a state of relative obscurity.

The Sōkenji Years, 1586-1868 

 The stability that Mt. Azuchi experienced for the next several centuries is largely the 

result of two precedents put into place by Hideyoshi. As mentioned in the previous chapter, in 

1583, in the wake of Nobutaka’s fall and Sanbōshi’s installment at Azuchi, Hideyoshi ordered the 

construction of a grave for Nobunaga within the ruins of the ninomaru.19 Intended or not, this 

grave came to provide a new and clear meaning to the mountain as a sacred space dedicated to 

Nobunaga and the Oda clan. While the political situation boiled and settled in the ensuing years, 

Sōkenji was transitioning into its new role as the institutional protector of the newly sacred 

mountain and preying for Nobunaga’s well-being in the afterlife. To these ends, Hideyoshi in 

1592 would donate an 100 koku land estate to the temple. This grant would be increased by 

Hideyoshi’s successors in the Tokugawa Shogunate, Tokugawa Ieyasu and Tokugawa Hidetada 
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19 Kido dates the construction of Nobunaga’s grave to roughly the late summer or fall of 1583, just after 
Hideyoshi had hosted a one-year memorial of Nobunaga’s death at Daitokuji. Okagaki and Asakawa date 
the construction to the second month of 1583. This corresponds to just after Sanbōshi hosted Hideyoshi 
in Azuchi. While there exist no firm basis for either theory and because such a construction project would 
have taken time, both may be true. I am inclined to believe Okagaki and Asakawa’s thesis as the events 
fall immediately after the defeat of Nobutaka. As Hideyoshi had just humiliated one of Nobunaga’s heirs 
and was onsite, it seems an appropriate moment and context for him to make a show of his filially to 
Nobunaga (Kido 2003) pp. 13-14. (Okagaki and Asakawa 6/2010) p. 33.  



(徳川秀忠, 1579-1632), to reach 227.5 koku.20 Along with this added revenue, a foresting license 

(山林竹木免許), a document giving the temple dominion over the mountain’s timber and 

bamboo stock was granted.21 As result of these donations, Sōkenji became a unique institution. It 

lacked a patron family, but by itself operated as a minor feudal lord that governed the 

surrounding area and answered only and directly to the Tokugawa. As such, Sōkenji was 

financially secure and remained largely independent for the duration of the Edo period. 

 The second precedent put into place by Hideyoshi was the tradition of having members of 

the Oda clan appointed to the position of the Sōkenji abbotship.22 It is now generally accepted 

that the first abbot of Sōkenji was a Shingon monk with no familial relation to the Oda named 

Gyōshō Hōin (尭照法印, d. 1586).23 Extremely little is known about Gyōshō, but according to 

later records, he was first received by Nobunaga at Komaki Castle (小牧城) in Owari while 
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20 The exact area beyond Mt. Azuchi that Sōkenji oversaw is a topic that both surveys of Sōkenji’s records 
have attempted to answer. (Shiga-ken Azuchi jōkaku chōsa kenkyūjo 1995) p. 51.

21 (Shiga-ken Azuchi jōkaku chōsa kenkyūjo 1995) p. 5.

22 The record of the early history of the abbots of Sōkenji is full of contradictions and omissions. Akita tries 
to explain many of these issues, but his work is contradicted by various articles. All parties use Sōkenji 
records as the cornerstone of their research, but all fail to adequately address the origins and nature of 
these records. As these issues go beyond the scope of this study, I have attempted to avoid these issues 
as much as is possible. (Akita 1990) pp. 210-217. (Shiga-ken kyōiku iinkai jimukyoku bunkabu bunkazai 
hogoka 1992) p. 33. (Shiga-ken Azuchi jōkaku chōsa kenkyūjo 1995) p. 51. (Okagaki and Asakawa 
6/2010) p. 34. An especially useful guide to Sōkenji’s late sixteenth- and early seventeenth-century history 
is (Takaki 1995). The primary sources are found in (Azuchi-chō shi hensan iinkai 1983).

23 “Hōin” is not a name, but a rank, i.e. “Seal of the Law” Gyōshō. This title is invariable included in all 
texts that make reference to him.



Nobunaga resided there between 1563 and 1567 and later followed Nobunaga to Azuchi to 

assume his role at Sōkenji.24 

 Although Gyōshō is now widely accepted as the first abbot of Sōkenji, this has not 

always been the case. Most historical records name Shōchū Gōka (正仲剛可, d. 1611) as the 

founder and first abbot of Sōkenji.25 Gōka was, in fact, the first post-Nobunaga era abbot, an 

appointee of Hideyoshi, and a distant cousin of Nobunaga. His promotion to temple founder as 

well as Gyōshō’s curious absence in the Edo period record are issues that are directly related to 

the Sōkenji abbotship becoming the exclusive domain of the Oda. The historian Akita Hiroki has 

pointed to two factors that likely caused this historical revisionism. First, the manipulation of the 

record was a likely result of Sōkenji’s post-Nobunaga shift in function as well as a concurrent 

change in sect affiliation from Shingon to Rinzai Zen.26 Akita contends that after Nobunaga’s 

death and Hideyoshi’s establishment of Sōkenji as Nobunaga’s memorial temple, Sōkenji was 
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24 Everything that is known of Gyōshō comes from the list of abbots contained within Azuchiyama Sōkenji 
kyūshaki (「安土山總見寺禅寺旧写」 Old Transcriptions of the Zen Temple Sōkenji, Azuchiyama). No date 
is given for this text and it is not known whether it is the original document or a transcript. As it mentions 
the 1854 fire at Sōkenji, it presumably dates to sometime after this event. Although other scholars find it a 
sound source, I contend that this late dating raises questions about its reliability and, possible, the 
existence of Gyōshō. The full text can be found in (Azuchi-chō shi hensan iinkai 1983) pp. 553-567, 
Gyōshō is mentioned on p. 554. The same text on Gyōshō is quoted in (Takaki 1995) p. 61.

25 One example of misattribution is (Hata et al. 1997) p. 279. Many more can be found in (Azuchi-chō shi 
hensan iinkai 1983) See also for further discussion and Gōka’s relationship with Nobunaga, (Takaki 
1995).

26 The temple’s switch in affiliation from Shingon to Rinzai Zen is a particularly thorny issue. Akita’s 
reading of the records is that Sōkenji changed its affiliation with Gōka’s appointment. The editors of the 
Sōkenji bunsho mokuroku 2, however, rely on the Meiji nenkan torishirabesho 「明治年間取調書」 (Meiji 
Period Investigation) which claims that the switch happened in 1668, the same time Sōkenji became a 
branch temple of Myōshinji (妙心寺). What is curious about this later assertion is while the editors of 
Sōkenji bunsho mokuroku II also rely on the Azuchiyama Sōkenji kyūshaki (see footnote 27) as credibly 
naming Gyōshō as both a Shingon monk and first abbot, they ignore the same text’s clear assertion that 
Gōka was a “Zen Monk.” Given that Sōkenji later became a branch temple of Myōshinji, I suggests that 
Sōkenji either was originally Rinzai Zen with a Shingon abbot, or it changed to Rinzai with Gōka. (Akita 
1990) pp. 210-213; (Shiga-ken kyōiku iinkai jimukyoku bunkabu bunkazai hogoka 1995) 51. (Okagaki and 
Asakawa 6/2010) pp. 34. Primary sources are in (Azuchi-chō shi hensan iinkai 1983) pp. 567-579.



not the same temple that Gyōshō had established and overseen. As a consequence, Gōka was 

promoted to the status of temple founder as he was the first Rinzai Zen affiliated abbot as well as 

the individual in charge at the moment of the temple’s reinvention. 

 Second, Akita also argues that Gyōshō’s disappearance and Gōka’s promotion in the 

record were a consequence of a later succession dispute for the Sōkenji abbotship. After the 

death of Gōka’s formal successor in 1623, Gumon Sōtetsu (愚門宗哲, 1613 or 1617-1686), then 

still a child, was appointed as Sōkenji abbot.27 This appointment, however, was protested by the 

abbot of Tōzenji (東禅寺), Reinan (嶺南) who himself sought the position.28 After years of 

litigation, a decree was issued in 1636 directly from the Tokugawa shogunate declaring Sōtetsu 

as rightful abbot. To prevent the possibility of further conflict, a word of clarification was 

appended to this decision declaring that only members of the Oda clan were qualified for the 

position.29 This rule, like Sōkenji’s land allotment, would continue for generations and end only 

in the Meiji period. Gyōshō’s removal from the record, Akita contends, is a consequence of a 

retroactive violation of this decree. As the only non-Oda to have assumed the position in the 

temple’s pre-modern history, he was purposely overlooked to cleanse the record and make the 

exclusive nature of the post appear as having been in place since the temple’s founding.30   
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27 Between Gōka and the second official abbot there were several intermediaries who filled the position. 
The order of succession is another contested point of record in the early post-Nobunaga history of 
Sōkenji. Akita points out several contradictions in the record. Takaki, too, attempts to make sense of this 
early history (Akita 1990) pp. 213-214, (Takaki 1995). 

28 The most comprehensive analysis of this dispute can be found in Takaki, (Takaki 1995) 56-58. See also 
Akita’s detailed discussion (Takaki 1995) pp. 212-213.

29 Intriguingly, the sticking point in the litigation was that Reinan claimed to be of Oda stock, but did not 
properly assert this as part of his claim. (Akita 1990) p. 214.

30 Takaki hesitantly offers another interpretation; that Gyōshō’s absence reflects an attempt to cleanse the 
record of Nobunaga’s ambitions of deification at Sōkenji as posited by Fróis. Lamers‘ work has put the 
issue of Nobunaga’s deification to rest as myth, and consequently, Takaki’s attempt to resolve this issue 
appears incorrect. (Takaki 1995) p. 62. (Lamers 2000) p. 217-224. See also (Matsushita 3/1996).



 This shogunal decree clarifying the exclusive nature of the Sōkenji abbotship brought 

tranquility to the temple for the next two centuries. Along with their staff, the Sōkenji abbots 

managed the temple, its tiny fiefdom, and engaged in the regular solicitation of funds for new 

buildings and the maintenance of old ones.31 Although Sōkenji was ostensibly a religious 

institution, because of its land holdings, the temple in practice acted as more of a local 

administrative center than spiritual one.32 The great exception to this and where Sōkenji’s 

religious nature shone through was in its role as host to those wishing to pay their respects to 

Nobunaga. There exist a handful of records of individuals and traveling groups passing through 

the area and their experience climbing the mountain to visit the ruins. Typically, visitors would 

ascend via the ōtemichi or Dodobashi-michi and proceed to visit Nobunaga’s gravesite and the 

tenshu pedestal remains.33 In 1695, the graves of Nobukatsu, his fifth son Oda Takanaga (織田高

長, 1590-1674), his grandson Oda Nagayori (織田長頼, 1620-1689), and great-grandson Oda 

Nobutake (織田信武, 1655-1694) were transferred to Azuchi and added to this itinerary.  

Beyond this train of visitors, Sōkenji also held several large scale events. On the fifty-year 

anniversaries of Nobunaga’s death, memorials were held, respectively in 1682 (100th), 1732 

(150th), 1782 (200th), and 1832 (250th). As mentioned in the previous chapter, it is widely 

supposed that the various versions of the Map of the Old Azuchi Castle (figure 1.2) are 

byproducts of the first of these events.34 Unfortunately, few specifics are known about these 
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31 (Shiga-ken kyōiku iinkai jimukyoku bunkabu bunkazai hogoka 1992) p. 39.

32 (Shiga-ken kyōiku iinkai jimukyoku bunkabu bunkazai hogoka 1992) p. 39.

33 As can be seen in the Ōmi meisho zu kai, the ōtemichi appears to have been used. Written records of 
visits, however, invariably describe visitors as taking the Dodobashi-michi route. (Shiga-ken kyōiku iinkai 
jimukyoku bunkabu bunkazai hogoka 1992) p. 39.

34 There is a consensus that this is a non-controversial despite the fact that the date given on the Map of 
Old Azuchi Castle is 1687, five years after the one-hundredth year anniversary.



gatherings. The little that is known comes from a record of the two-hundredth anniversary. At 

this gathering representatives from the Oda family, the nearby communities, local shrines, local 

temples, and those temples related to Sōkenji all converged upon the Azuchi Castle ruins and 

Nobunaga’s grave for memorial services that were conducted by the monks of Sōkenji.35 

 A depiction of Sōkenji (figure 2.3) included in the fourth volume of a series of guide 

books to Ōmi entitled Ōmi meisho zukai (『近江名所図会』, A Collection of Images of Famous 

Places in Ōmi, 1814) provides a sense of Sōkenji’s state and its modest prosperity during this 

long period.36 A black-and-white print, the image is a bird’s eye view of the temple that presents 

a cluster of buildings towering above a mix of clouds and forest. At bottom left, the Dodobashi-

michi ascends at a sharp angle, punctuated only briefly in its rise by the niōmon, and arrives at 

Sōkenji. The temple complex is situated on top of steep, encircling ishigaki foundations and is 

populated with a variety of buildings and walling which line the precipitous edges of its perch. 

Those buildings labeled include the two-storied main hall (hondō, 本堂, located upper center), an 

abbot’s quarters (hōjō 方丈, located upper left; alternatively labeled as a shoin 書院, “reception 

hall” in the Map of the Old Azuchi Castle) and the three-leveled pagoda (sanjū-tō, 三重塔, 

bottom left, labeled with the name of the deity enshrined within it, Vairocana Buddha, J: Dainichi 

Nyōrai 大日如来). To the left of the abbot’s quarters are the monks’ lodgings (kuri, 庫裏). 

Falling within the crease of the book and consequently partially obscured is a worship hall 

(haiden, 拝殿) and a shrine (miya, 宮). A bell tower (shōrōdō, 鐘楼堂) is situated at the bottom 

right of the complex. Several figures are rendered on the temple grounds. While not a lonely 

spot, Sōkenji is far from being a bustling hub. 
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35 (Shiga-ken Azuchi jōkaku chōsa kenkyūjo 1995) p. 51.

36 (Hata et al. 1814), reprinted in (Hata et al. 1997)



 The background of the print locates Sōkenji in its broader context. Lake Biwa, dotted 

with sails, is depicted in the upper left corner of the print. Its western shores and the mountains 

beyond, shown in the far background, as well as several nearby islands to the west of Mt. Azuchi 

correspond with some precision to the actual topography visible from Sōkenji’s perch. Mirroring 

the lake, in the upper right of the print are the ascending mountain paths of Azuchi Castle which 

lead up to Nobunaga’s grave. The Dodobashi-michi traverses Sōkenji, continuing through the 

mountain forest and meeting up with the ōtemichi which ascends from the lower right of the 

image. From the Dodobashi-michi-ōtemichi junction, the connecting path continues the ascent up  

the mountain towards the castle ruins. Entering into a band of clouds, the path remerges just past 

the kuroganemon and divides. To the left lies the four graves of Nobukatsu and his descendants 

in a fenced area labeled as the “Oda family graves” (織田家墓). They appear much the same as 

in present day, four five-leveled stone pagodas (gorintō 五輪塔) positioned in a single row. To 

the right of these graves, the path continues its climb and disappears around a curve. Nobunaga’s 

grave in the ninomaru, depicted as a square ishigaki pedestal with a single stone pagoda and 

labeled simply as “the grave of Lord Nobunaga (信長公墓),” emerges just beyond the path’s 

end. Finally, behind Sōkenji is a rising mountain peak. This one peak is the only element of the 

print that is strikingly divergent from the actual topography. Its placement suggests, incorrectly, 

the northern ridge of Mt. Azuchi to be substantially higher than Sōkenji’s ridge plateau.

 Beyond this print’s significance as a rare window onto the evolution of the architecture 

and layout of Sōkenji, the image is useful in that it provides an, albeit imperfect, nineteenth-

century touchstone for assessing the rate of decay on Mt. Azuchi. As the center of life on the 

mountain, Sōkenji’s kept appearance is expected, but beyond its borders, nature has clearly 
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reclaimed much.37 Patches of deciduous and coniferous trees cover much of the mountain and 

the pathways climbing to the east show greenery encroaching on all sides. The inhabitants of the 

pathways, a figure carrying water buckets on the Dodobashi-michi and two traveling samurai 

ascending the ōtemichi, provide a sense of the scale of the paths and, more significantly, its lost 

ground. Reclaimed and understood today as a result of the 1989-2009 archeological digs, the 

original width of the ōtemichi ranged from three to nine meters, but appears in the image as 

reduced to a span, at its perhaps greatest, adequate to accommodate two persons walking side-

by-side.38 Alongside these paths, occasional patches of ishigaki are visible. Resembling clusters 

of organic cells with multiple dotting nuclei, these areas of stone walling are being encroached 

upon by earth and root. The ishigaki to the right of the ōtemichi is mixed with overlapping leafy 

trees and, as a result, it is difficult to distinguish between tree and rock. While not overtly 

dilapidated, the various patches appear as unstable if compared to the cleanly articulated ishigaki 

beneath Sōkenji. Other than Sōkenji, the only areas that appear to have received regular attention 

are the grave sites of Nobunaga’s descendants and the ninomaru. The kept appearance of the 

ninomaru, in particular, is remarkable in that it is roughly consistent with an aside made in the 

1939-1941 archeological survey. In restoring the tenshu pedestal, it is noted that the team had to 

remove numerous young trees that were estimated to be only several decades old.39 The lack of 

older trees in this spot suggests that the monks of Sōkenji worked hard throughout the Edo 
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37 Fróis in his Volume 3 description of Azuchi notes that Azuchi was a “great hill...being quite fresh due to 
the trees and water that they have, and [these trees] are continuously covered in green foliage” (See 
appendix C-1f for full translation). This description makes clear that Azuchi was not completely deforested 
during its construction. The exact extent to which trees and other vegetation had reclaimed or maintained 
territory since Fróis saw Azuchi is thus almost impossible to determine. 

38 (Kido 2003) p. 28.

39 (Shiga-ken 1942) p. 39. 



period to maintain the pedestal, but as Sōkenji fell into decline in the Meiji—that is, several 

decades prior to the restoration work—these sites were reclaimed by nature at this late moment. 

Although the tenshu pedestal is not the ninomaru, these two locations together represented the 

two main sites of interest amongst the ruins for Edo period visitors, and therefore it can be 

supposed that they received some, if not similar attentions. In turn, the depiction of the ninomaru 

in this print may be understood as corroborating evidence of those efforts to maintain the Azuchi 

Castle Ruins over a span of centuries.

 On the sixteenth day of the eleventh month of 1854, almost fifty years after Ōmi meisho 

zukai was published, seven buildings at Sōkenji, including the Main Hall and abbot’s quarters, 

were burned down as a result of a lightening strike. A “temporary” Main Hall was rebuilt off of 

the ōtemichi where it remains to this day. Though Sōkenji still exists today, this fire marks the 

beginning of a gradual decline. At its peak, Sōkenji could boast the construction and maintenance 

of twenty-two buildings. Although the majority survived the blaze, those remaining, with the 

notable exceptions of the niōmon and the three-leveled pagoda, would eventually rot or were 

moved to new locations. In the short decade before the Meiji Restoration, Sōkenji was unable to 

achieve a renaissance that may have cushioned it during the ensuing hard times. 

First Wave Reconstructive Models: Tenshu sashizu, the Okumura Model, & Ōu’s Painting of 
Azuchi Castle  

 Interest in Azuchi Castle during the Edo period was not limited to pilgrimages and 

anniversaries revolving around its former home, but extended to its lost architecture, particularly 

its lost tenshu. With the publication of books such as the Ōmi meisho zukai which included the 

key primary sources about Azuchi such as Azuchiyama-ki as well as the “Program of the Azuchi 
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Tenshu,” knowledge of the Azuchi tenshu was widely available.40 Yet despite the accessibility of 

these materials, only three attempts to visualize the tenshu remain from this era. The first of these 

that do remain, the seventeenth-century Tenshu sashizu (「天主指図」, Specifications of the 

Tenshu, figure 2.4 and 2.5, See also appendix E) is famous in the study of Azuchi as the 

foundation for Naitō Akira’s 1976 reconstructive model of the Azuchi tenshu. Naitō’s work has 

long cast a shadow over this scroll and it is my intent here to suggest its repositioning within a 

larger historical context and away from contentious arguments. It is a remarkable document both 

for its detail and technical execution, but also as it relates to our understanding of the ruins left 

on Mt. Azuchi and specifically the tenshu pedestal. 

 The Tenshu sashizu’s exceptional nature appears in stark relief when placed side-by-side 

with the two other models both dating to the nineteenth-century. The first of these, the Okumura 

Model (figure 2.7), is included within an exhaustive study of Nagoya Castle, one of the first 

scholarly efforts on the topic of Japanese castles. The second is the Painting of Azuchi Castle, 

Gamō District, Ōmi Province (『近江国蒲生郡安土城之図』, Ōmi-kuni Gamō-gun Azuchi-jō no 

zu, figure 2.9) painted by Iwasaki Ōu (岩崎鴎雨, 1804-1865), hereafter referred to as the 

Painting of Azuchi Castle. A painting of Mt. Azuchi and its environs as it was imagined to have 

looked in Nobunaga’s day, it is unlike either of its two predecessors or any model until the late 

twentieth century. Both these works are landmarks in the historiography of Azuchi, but offer 

little real insight about the lost castle or state of ruin on Mt. Azuchi at the time of their creation. 

They are, however, instructive benchmarks as they expose several of the primary challenges to 

model making: (1) the contradictory nature of the information available to scholars of Azuchi, 
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40 These include: Oze Hoan’s Shinchō-ki, discussed in chapter 1. See (Oze 1981). Also Tooyama 
Nobuharu (遠山信春), Oda gunki (The War Chronicle of the Oda, 『織田軍記』, 1685. 



(2) the first basic hurdle to model-making—defining the base of the tenshu—and (3) they help to 

bring perspective to and highlight the Tenshu sashizu’s overlooked significance within the 

historiography of Azuchi.

The Tenshu Sashizu

 The Tenshu sashizu is the earliest known attempt to re-imagine the Azuchi tenshu. New 

research suggests that it dates to no earlier than 1676 and probably to 1679 or thereafter.41 Given 

this timeframe, it seems likely that it was produced either in direct conjunction with or in 

anticipation of the one-hundredth anniversary of Nobunaga’s death. Owing to a hand painted seal 

at the end of the scroll, it is assumed to have been originally produced by Ikegami Uhei (池上右

平, d. 1712) the Master Carpenter for the Okumura clan (奥村家) in Kaga province (加賀国, 

modern-day Kanazawa prefecture).42 Uhei’s original is now lost, but a copy is held today in the 
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41 Naitō dates the Tenshu sashizu to roughly 1671, the year Uhei received his name through adoption by 
marriage into the Ikegami lineage. That is, the date when he received the Ikegami name which he uses in 
the signature at the end of the scroll. Shoken argues, based on documents he newly discovered, that 
Uhei instead received his full name of Ikegami Uhei in 1676. On this basis, he speculates that the Tenshu 
sashizu should be dated to 1679 or thereafter since during this year Uhei was punished for a crime his 
brother committed, cast out of the service of his lord, and during this temporary lull in his career would 
have had the free time to produce the scroll.(Shōken 7/2009) (Shōken 6/2010) Significantly, 1679 is also 
the year that Azuchi nikki was obtained by the Maeda. See previous chapter, section on The Chronicle of 
Lord Nobunaga for more details.

42 By hereafter referring to Ikegami Uhei as “Uhei” and not by his surname “Ikegami,” I am breaking from 
an atypical convention. Typically pre-modern individuals are referred to by their given name, as is done 
here. Naitō, Miyakami, and almost all their successor however, use “Ikegami.” (Naitō 2006) pp. 163-166.  



Sekaidō Bunko (静嘉堂文庫).43 The copy, likely produced around 1760 by Inouemon 

Nobutsugu (猪右衛門延世, d. 1789), Uhei’s successor as a Master Carpenter by four 

generations, is a short, horizontal handscroll that contains seven consecutive floor plans, one for 

each of the seven floors of a tenshu. Notably, it is an inferred conclusion that the tenshu depicted 

is the Azuchi tenshu. The correspondence of many points within the scroll to unique 

topographical features of the Azuchi Castle Ruins as well as the room sizes and decorative 

schemes described in the tenshu description in The Chronicle leaves little doubt that the building 

represented is the Azuchi tenshu. However, nowhere in the scroll is there an explicit mention that 

it is related to Azuchi or, for that matter, any other known castle. The title “Tenshu sashizu” is 

generic and derives from a label affixed to the exterior of the rolled scroll and is therefore of 

uncertain date. 

 The scroll opens with the floor plan for the basement level (figure 2.4). The outline of 

this first plan is an irregular octagon that is distinctly similar to the shape of the ishigaki pedestal 

that remains on top of Mt. Azuchi. The floor plan of the first floor, illustrated to the left of the 

basement plan, also possesses the same distinct irregular octagonal shape (figure 2.5). Although 

not a perfect match with the actual site, that even the general shape of the Azuchi Castle tenshu 
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43 The end of the scroll contains the only concrete information about its origins and creation: the signature 
and seal of Ikegami Uhei. Uhei’s bell-shaped seal is painted and not stamped which exposes it as a copy. 
Naitō argues that Nobutsugu was the copyist based entirely on circumstantial evidence such as 
Nobutsugu’s prolific copying of other architectural plans and his access to the Ikegami clan’s archives. 
The date that Naitō assigns Nobukatsu as having copied the Tenshu sashizu is based on other datable 
Nobukatsu copies produced between 1750 and 1765. Naitō proposes Tenshu sashizu to date to a rough 
middle, circa 1760. No further evidence is presented to support this assertion (Naitō 2006) p. 163.
   Naitō further argues that the transcription errors in the scroll (see appendix E) are evidence of it being a 
copy of a copy. Naitō is convinced that they are proof of fidelity to a distant original. It can, however, be 
easily argued that the errors are the products of sloppy work or honest mistakes. Save future discoveries, 
it is impossible to distinguish between Uhei and Nobutsugu’s intended and/or accidental errors. (Naitō 
2006) pp. 131-137.



pedestal is rendered is noteworthy.44 To have illustrated it, Uhei must have either visited the ruins 

of Azuchi Castle or obtained information from another visitor with enough technical skill to 

translate the pedestal’s large and relatively complex form to paper. The basement plan provides 

further proof of direct knowledge of the site in three more areas. First, the placement of the 

entrance staircase in the southeast corner of the pedestal and the bend in its path closely resemble 

that of the actual site. Second, the irregular hexagonal shape of the basement within the 

octagonal pedestal likewise corresponds to the form of the actual site. Finally, the illustration of 

twin heart pillars is revealing. These two pillars are situated near the center of the floor plan on 

the left and right of a depiction of a treasure pagoda (hōtō, 宝塔). They are slightly larger than 

most of the pillars stamped throughout the floor plans and reappear in the first and second floors. 

The absence of a foundation stone at the center of the Azuchi Castle tenshu pedestal is an 

enduring mystery that continues to provoke debate.45 By not illustrating a single heart pillar, it 

appears that Uhei was likewise aware of this absence and accordingly adapted his design. 

 Progressing left from the plan of the basement, the floor plans of each ascending level of 

the tenshu are respectively illustrated to scale by means of maintaining the distance between one 

bay as a constant. Each floor plan is made up of multiple, methodically placed circular stamps 

indicating pillars and connecting lines representing walls or other types of barriers. Cusped 

windows, illustrated on the periphery of the first to fourth floors, are outlined in black and filled 

  166

44 Naitō goes to great lengths to prove that that the form of the first floor in the Tenshu sashizu and 
dimensions of the tenshu pedestal correspond, Miyakami, however, reveals clear incongruities. (Naitō 
2006) pp. 129-154; (Miyagami March 1977) pp. 8-14. 

45 (Kido 2003) pp. 73-76.



in red.46 Further, a thick black is also used to detail larger gables. These gables are rendered as 

triangles with cusped slopes and protrude from the edges of several floors. Like the red cusped 

windows, those on the second and third floors are outlined in black and black-filled.

 Within and surrounding each floor plan are numerous labels that relate compass 

directions, room names, room functions, fixtures, as well as other decorative particulars. Besides 

adding a greater level of detail to Uhei’s reconstruction, these labels provide direct evidence that 

Uhei had access to the Azuchi nikki version of the tenshu description and, very likely other 

versions of the “Program of the Azuchi Tenshu.”47 Not only is there a general correspondence 

between the room sizes and decorative details given in Gyūichi’s description, but some of the 

rooms are labeled with the same titles or close variants on those given in Gyūichi’s tenshu 

descriptions. Two examples of the former are the “Chamber of Bamboo” (竹の間) and the 

“Chamber of Rocks” (岩の間).48 In the latter case, Uhei took the painting subject listed for a 
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46 The use of red in these cusped windows is contradicted in the primary record. Coelho notes the 
windows of the tenshu as being black. See appendix C-1d. Additionally, Coaldrake makes the point that 
the style of the windows of the third story roof are consistent with late sixteenth century models. In his 
reconstruction Naitō, however, replaces them with a style of cusped window popular in the Kan’ei era 
(1624-1644), (Hinago 1986) p. 185.

47 Uhei served under vassals of the Maeda clan, the owners of Azuchi nikki after 1679. Consequently, it 
seems likely that he had access to the same copy of Azuchi nikki that is used by modern researchers. 
Whether Uhei did or did not have access to one of Naitō’s so-called Type II, III, or IV manuscripts 
(containing the “Program of the Azuchi Tenshu”) remains unclear. There are, however, several reasons to 
believe that he did. First, the Maeda clan library possess other recensions of The Chronicle of Lord 
Nobunaga (Yanagisawa 2009) pp. 59-63. Second, the numbering of floors in Tenshu sashizu corresponds 
with those in the “Program of the Azuchi Tenshu.” (See appendix D-2b, line 10). Third, within the 
description of the first floor in Azuchi nikki, there is mention of only one four-mat room (See appendix 
D-2a, AN line 78). The “Program of the Azuchi Tenshu,” in contrast, mentions two four-mat rooms (See 
appendix D-2a, PAT lines 21, 26). Uhei includes two rooms (See appendix G, Naitō Model, 1st floor, room 
W2a and W2b). See also footnote 48.

48 See appendix D-2a (AN line 31, 36) and appendix E (4-⑥, ⑪). The exact phrase “The Chamber of 
Pines” (松の間) appears in both Tenshu sashizu and in the “Program of the Azuchi Tenshu,” (appendix E 
4-⑮, appendix D-2a PAT line 81). It does not in Azuchi nikki. While this suggest that Uhei had access to a 
version of the “Program of the Azuchi Tenshu,” it is also possible that he created this name, as he did in 
other instances (see footnote 49), based on the description of the room’s painting program included in 
Azuchi nikki (appendix D-2a, AN line 38). 



room and, using the example provided in these former cases, made the subject of the painting 

into a title for the room. Examples of this latter kind include the “Chamber with Horses in 

Pasture” and the “Dragon and Tiger Chamber.”49 That Uhei had access to a copy of the Azuchi 

nikki or another early version of the tenshu description in particular is evidenced by several 

subjects listed as part of the painting program in the top floor. Several subjects are mentioned 

here that only appear in the auxiliary lines of Azuchi nikki: King Wen of Zhou (周文王), Jiang 

Ziya (姜子牙), Lao-Tzu (老子), and the individual names of the mythological first Emperors of 

China known as the Three Sovereigns: Fuxi (伏羲), Shennong (神農), and the Yellow Emperor 

(黃帝, C: Huangdi).50  

 As was touched upon in the previous chapter, the Tenshu sashizu first became famous in 

1976 when it was introduced by Naitō as a critical pillar in the creation of his reconstructive 

model of the Azuchi tenshu.51 In his analysis of the scroll, Naitō posited that Uhei’s work was 

not original but based on a version of the Tenshu sashizu dating to 1579, the year of Azuchi’s 

completion. According to Naitō, the scroll was then handed down through a lineage of Master 

Carpenters through which Uhei eventually obtained and copied it around 1671 [sic].52 In due 

course, Nobutsugu then copied Uhei’s alleged copy around 1760. Presuming it to be a direct 
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49 See appendix E, 2-⑳ and 3-⑤. Also 1-⑥, 2-⑲, 3-⑨, 3-⑱. 

50 See appendix D-2a, D-2b (AN lines 15x, 15y, 16x, 16y) for these auxiliary lines and notes on them. See 
appendix E, 6-③, ⑥, ⑧-⑩ for additional notes on the use of these lines in Tenshu sashizu. Worth 
particular note is appendix E, 6-⑫ which contains a subject not found in Azuchi nikki.

51 There exist many tantalizing points of overlap and points of disagreement between the Tenshu sashizu, 
Azuchi nikki, as well as the “Program of the Azuchi Tenshu.” However, an analysis of these points is 
outside of the scope of this dissertation. One comparative analysis of the two documents and the site on 
Mt. Azuchi has already been done by Naitō Akira. To speak of the Tenshu sashizu is generally to invite a 
discussion of Naitō’s work on the topic. The discovery of the Tenshu sashizu was originally published on 
in (Naitō and Yuasa 10/1974) However, this piece was only a brief introduction. Naitō’s full analysis of it 
appeared two years later: (Naitō March-April 1976). Republished in (Naitō 1994), (Naitō 2006)

52 See footnote 41, (Naitō 2006) pp. 159-166.



descendant of the original design plan for the Azuchi tenshu, Naitō affirmed it as a reliable 

primary source and heavily relied upon it for his reconstructive designs. 

 As noted in the Introduction and in the previous chapter, Miyakami Shigetaka emerged as 

the first of many critics of Naitō’s embrace of the Tenshu sashizu.53 He argued (1) that there 

existed no basis for supposing that there was a 1579 original from which Uhei based his work 

and (2) despite Naitō’s laborious efforts to reconcile the form of the actual tenshu pedestal, the 

description of the tenshu included in The Chronicle, and the illustrations in Tenshu sashizu, 

glaring contradictions remained.54 Ironically, just as Miyakami showed that Naitō’s work should 

not be the last word on the subject, inquiries about the Tenshu sashizu came to an abrupt halt 

after the publication of his criticisms. To be sure, Miyakami properly qualified his statements on 

the topic, but this was to little avail.55 The scroll’s rightful title as the first known reconstructive 

model of the Azuchi tenshu goes often unmentioned in lieu of lengthy tangents (such as this one) 

explaining the basic perimeters of the Naitō-Miyakami debate.56 The scroll nevertheless presents 

many tantalizing questions that merit a divorce from this modern history. Why is Azuchi never 

mentioned? From where do many of the unique design features Uhei chose to employ derive? 
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53 (Miyagami March 1977) pp. 8-14.

54 (Miyagami March 1977) pp. 8-14. See also appendix E for summary of many of these contradictory 
points.

55 In the opening paragraphs of Miyakami’s article is a line that is often quoted for its frankness and as a 
succinct summary of his stance on the issue, “Bluntly put, I think that for the purposes of a reconstructive 
model of the Azuchi Castle tenshu, [the Tenshu sashizu] is next to worthless.” (率直にいってそれは、安土
城天主の復元にとってほとんど無価直に等しい史料であると思う) The use of the word “worthless” on the first 
page of his article was a strong indictment that captured the attention of many. Miyakami’s complaint is, 
however, clearly directed toward the Tenshu sashizu’s use as a reference source for designing a 
reconstructive model and not the scroll itself as a historical document. (Miyagami March 1977) p. 7. 

56 (Miura 2006) pp. 99-101; (Kido 2003) p. 17. 



Why are painting subjects mentioned that do not appear in either Azuchi nikki or in other 

versions of the tenshu description contained in The Chronicle?57

 Putting these issues aside for the time being, one point related to the Tenshu sashizu is 

worth raising here as it is significant to the larger discussion of the evolution of Mt. Azuchi post-

Nobunaga. As mentioned above, Uhei’s rendering of several details such as the distinct shape of 

the ishigaki pedestal suggests that Uhei visited the Azuchi Castle Ruins or had access to 

drawings made of the site. While this point is intriguing in and of itself as it suggests that some 

organized effort was invested in the Tenshu sashizu’s creation (yet another reason why it deserves 

further study), it also can be seen as evidence that the site and the pedestal in particular were 

reasonably preserved during the century after the tenshu’s destruction. This point is significant as 

it contradicts other sources and provides a unique window, albeit limited, onto the state of Mt. 

Azuchi in the seventeen century. 

 The first of these contradicting sources is a familiar one: the 1687 Map of the Old Azuchi 

Castle (figure 1.2).58 Despite its proximity in date to the Tenshu sashizu, the depiction of the 

tenshu pedestal in these two works is markedly different (figure 2.6). Whereas the Tenshu 

sashizu shows the tenshu pedestal as an irregular octagon, it is rendered in each of the versions of 

the Map of the Old Azuchi Castle as a square with an octagon within it.59 Although the tenshu 

pedestal in all five versions of the Map of the Old Azuchi Castle lacks any clear indication of 

depth, a basic knowledge of the topography of Mt. Azuchi makes the cartographer’s intent clear. 
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57 For some elaboration on these questions, see notes in appendix E.

58 The date is given the upper right hand corner of each map within its title.

59 There is one exception, the Mitsui bunko (三井文庫)-owned version of the map, varies only in that it is 
composed of two concentric squares with rounded corners. For reproductions of all of the versions of the  
map see (Miura 2006) pp. 82-85.



From exterior to interior: the outer square is the ascending ishigaki walling; the area in between 

the square and octagon is a raised flattened rim which surrounds the basement of the tenshu; the 

octagon is the outer ishigaki-walled border of the basement dug into the pedestal; and, finally, 

the center area is the floor of the basement level. The staircase that leads into the tenshu is 

located at the center of the eastern side of the pedestal and is depicted as a straight, uninterrupted 

ascent. The shape of the pedestal, the basement, and the location and form of the staircase in the 

Map of the Old Azuchi Castle do not match the shapes depicted in the Tenshu sashizu and, more 

significantly, the shape of the ruins on Mt. Azuchi. The actual pedestal is an irregular octagon. 

The actual basement is an irregular hexagon. The actual staircase is located in the southeast 

corner of the pedestal and is characterized by a sharp bend in its center. 

 While seemingly innocuous, the discrepancy between the Tenshu sashizu, the actual 

topography, and the Map of the Old Azuchi Castle should not be immediately dismissed. As 

noted in the previous chapter, the composition of the Map of the Old Azuchi Castle is informed 

by a desire to convey the basic routes for climbing and exploring the mountain’s main 

attractions, namely Nobunaga’s grave and the tenshu pedestal. This is to say, topographical 

accuracy was of secondary concern and consequently the Map of the Old Azuchi Castle is not a 

wholly reliable reflection of the state of the mountain in 1687. While this conclusion holds true 

for most of the composition of the Map of the Old Azuchi Castle, in the specific case of the 

tenshu pedestal, there are two reasons to revisit this assessment. First, in four versions of the 

Map of the Old Azuchi Castle, the widths of the southern (bottom) and eastern (right) sides of the 

outer square of the pedestal are depicted as wider than their northern (top) and western (left) 

counterparts. This difference reflects an actual, onsite height difference in the ishigaki walling on 
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these respective sides. Moreover, there is evidence to suggest that the cartographer attempted his 

own measurements of the tenshu pedestal. The dimensions of 20 x 17 ken for the first floor 

provided by Gyūichi are invariably repeated by every survey or reconstructive model of the 

Azuchi tenshu. In contrast, the Map of the Old Azuchi Castle notes a north-south measure of 17 

ken and an east-west measure of 18 ken. This discrepancy reveals that the cartographer was 

either unaware or, more likely, chose to ignore the dimensions provided by Gyūichi and instead 

made an effort to measure the site.60 In short, these two details reveal that in the creation of the 

original Map of the Old Azuchi Castle some attention was paid to the specifics of the site beyond 

just the general layout of paths and baileys.

 Alone, these ostensibly incongruous details could be ignored, but coupled with another, 

albeit much later source, they take on a greater significance. The irregular octagonal form of the 

pedestal was only discovered in the 1939-1941 archeological survey.61 The pedestal was so 

dilapidated by the first half of the twentieth century that it was “nearly all but unknown.”62  In 

light of the fact that this later group was not easily able to determine the complex shape of the 
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60 Significantly, in the explanation in the upper right hand corner of the map it is written: “According to 
“Shinchō-ki the Azuchi tenshu rose 12 ken high from a 2 level stone foundation and from an area of 20 
ken north to south and 17 ken east-west; the dry stone interior was used as a storehouse, and it is said 
that there above the tenshu was 7 levels.”「信長記ニ云安土ノ殿主ハ二重石垣ニシテ高サ十二間上ノ廣サ南
北廿間東西十七間石垣ノ内ヲ蔵ニ用テソレヨリ上七重ノ殿主也ト云々」. While slightly altered, the quote is 
clearly derived from Oze Hoan’s Shinchō-ki and not a direct interpretation of Gyūichi. While it cannot be 
assumed that the writer of this and the cartographer responsible for the map were the same person, the 
mention of the 20 x 17 ken dimensions here opens the possibility that the cartographer actively chose to 
ignore Gyūichi’s specifications in favor of his own measurements. (Oze 1981) jō, p. 225.

61 Figure 2.22 is a late Taishō survey map of the site done by a Shiga Prefecture survey team in which the 
tenshu pedestal is depicted as an irregular polygon, though there are several omissions and mistakes in 
its composition. In the map, the eastern flank of the pedestal is depicted as dotted rubble and not as 
clearly defined line. Not including this ill-defined side, the pedestal’s sides amount to nine. 

62 「...殆ど不明に近い...」 (Shiga-ken 1942) 37-43. Summary of findings can be found in (Kido 2003) 38. 
Kido Hisamu relates an interesting story about how as a new graduate, he went with Tsuchiya Junichi to 
measure the pedestal in 1926, but gave up due to the overgrowth and collapsed walling. They ended up 
referring to the Taishō survey map mentioned in footnote 61. Kido (Kido 1972) p. 96. 



pedestal, the question arises whether the same problem existed in 1687. Why did the 

cartographer of the Map of the Old Azuchi Castle go through the trouble of depicting the height 

differentials on the various sides of the pedestal and attempt to catalogue its dimensions, but pay 

no mind to rendering a clearly inaccurate outline for the pedestal’s shape? As the central focal 

point of the map around which the layout of the mountain complex revolves, such elaboration 

would have been more than justified. Further, was this choice a consequence of the cartographer 

being unable to make sense of a dilapidated pedestal like his successors? 

 The first of these two questions is difficult to answer with much certainty. The second, 

however, is likely a negative. The Tenshu sashizu, because it renders the unique shape of the 

tenshu pedestal, represents strong evidence that by the later part of the seventeenth century, the 

ishigaki walling of the pedestal remained well preserved enough that ascertaining its complex 

irregular form was still readily possible. In turn, one can conclude that the square pedestal 

represented in the Map of the Old Azuchi Castle is merely one of many simplifications found 

throughout the map’s composition and not a consequence of an insurmountable archeological 

challenge. Furthermore, the case for a preserved tenshu pedestal during the Edo period may be 

extended and indeed bolstered by the aforementioned depiction of the site in the Ōmi meisho 

zukai. One can conclude that the dilapidated state in which the 1939-1941 archeological team 

found the pedestal was a more recent development. 

 The significance of rethinking the Tenshu sashizu as evidence of a preserved tenshu 

pedestal in the seventeenth century is several-fold. First, to think of the Tenshu sashizu in this 

fashion elevates it from being merely the first of many reconstructive models to a more 

appropriate status as a primary source onto the Azuchi Castle Ruin’s state in the Edo period. In 
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this capacity it serves to verify the success of Hideyoshi’s policies and Sōkenji as a managing 

institution during the seventeenth century. Along with the Map of the Old Azuchi Castle, the 

Tenshu sashizu represents one of a very few windows onto the state of Mt. Azuchi between 1583, 

Sanbōshi’s time in residence there, and 1814, the year of the Ōmi meisho zukai’s publication.63 

While Sōkenji maintained its own records and there exist accounts of individuals making the 

ascent to see Nobunaga’s grave during this gulf of time, these records are frustratingly short on 

any concrete descriptive details.64 The Tenshu sashizu fills a notable gap in the record. While 

limited in the information it provides as a primary source, but it alone answers the simple 

question of whether the ishigaki walling of the pedestal was in disrepair or not. Its answer, in 

turn, provides grounds to argue that the honmaru, ninomaru, and sannomaru were in comparable 

states to the tenshu pedestal at the end of the seventeenth century and further reaffirms the 

reading above of the 1814 Ōmi meisho zukai as evidence for Sōkenji’s diligent stewardship of 

the mountain. Yet, the implications of understanding the Tenshu sashizu as a marker for the 
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63 There exist multiple Edo and Meiji period survey maps of the area surrounding Azuchi, but in all of 
these maps, Mt. Azuchi is only vaguely described. They are reproduced in (Matsushita 8/2003). One 
example that is often cited is the Survey Map of [Territory] Dispute in Shimo-toyoura Village and Yosuda 
Village, Gamō District, [Ō]mi Province (『江州蒲生郡下豊浦村与須田村山論立会絵図』) from 1695. Made 
with the purpose of clarifying local land and resource rights around Azuchi Castle, the map focus is the 
plots of farmland south of Mt. Azuchi. The form of the mountain, clearly understood as the domain of 
Sōkenji, is of secondary concern. It is represented as a wavy green mass and contains few details: a 
series of lines and some shading that roughly describe contours and ridges, evenly spaced depictions of 
trees, and several labels that relate the mountain’s highlights. Concerning the history of the site, this map 
is of importance in that it reveals that some defensive walling as well as the canal systems south of 
Azuchi Castle, both likely put in place during Nobunaga’s time, were still extant just before the eighteenth 
century. Moreover, the map provides sketches of three of Sōkenji’s buildings. However, it falls silent both 
on the state of the castle ruins and fails to relate the basic layout of the paths on the mountain. Later 
maps show even less detail providing only the outlines of the mountain with a few trees included to give a 
sense of overgrowth.

64 One often overlooked, but intriguing example of a travel account comes from The Journal of the 1643 
[Korean] Mission (Kibi tōsa nikki,『癸未東槎日記』) which notes only, “After we ate a midday meal, we set 
off to Azuchi’s summit. Below [Mount Azuchi’s] peak there was [the remains of] the old castle—that is, a 
place Nobunaga had held. Above, there was a worship hall [to pray] for Nobunaga. The local clergy is 
here.” (行過安土嶺。嶺底有古城。卽信長防守處。其上有信長願堂。府浮屠在焉。). Modern Japanese 
translation found in (Iwamatsu 1988) pp. 61-62.



gradual degradation of the actual tenshu pedestal extend beyond the site. Although ultimately 

mistaken in his interpretation of the Tenshu sashizu, Naitō was correct to be so struck by the 

scroll. The distinct irregular octagonal shape of the Azuchi tenshu pedestal does not appear in 

any source prior to the 1939-1941 excavation report. In other words, knowledge of the irregular 

form was not by any means common. Indeed, as mentioned above the tenshu description in The 

Chronicle provides dimensions that appear to contradict the facts on the ground by providing an 

area for the tenshu pedestal basin of 20 x 17 ken. Unlike every other reconstructive model done 

before the 1970s, Uhei did not unquestioningly follow Gyūichi’s description, but also cross-

referenced it with the actual site.

The Okumura Model 

 The Okumura Model (figure 2.7) was created by Okumura Katsuyoshi (奥村得義, 

1793-1862) in 1858 as part of his encyclopedic treatise on Nagoya Castle Kinjō Onkoroku (『金

城温古録』, Record of Past Learning on the Golden Castle).65 Katsuyoshi’s work originated as a 

review of the military preparedness of Nagoya Castle in the face of increased sightings of foreign 

ships and worries over invasion.66 His initial efforts to these ends made such an impression that 

Katsuyoshi was subsequently commissioned to spend the rest of his life (or more precisely, the 

rest of his free time as the project was not his official occupation) compiling information on the 

castle. Katsuyoshi began this work in 1824 at age 31. His son, Okumura Sadame (奥村定, 

1836-1918) would continue the project until its completion in 1909.
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65 The section on Azuchi Castle is reproduced in (Nagoya-shi kyōiku iinkai 1965) pp. 285-286.

66 (Nagoya-shi hakubutsukan 2009) p. 5.



 Okumura’s Azuchi tenshu reconstructive model is located within a broader survey of the 

history of tenshu. Unlike the Tenshu sashizu, no detailed floor plans are provided. Rather, the 

model is a three-quarter exterior view rendered in simple black lines with inserted notes written 

in red. In the accompanying text, Katsuyoshi cites two works, Oda gunki (『織田軍記』, War 

Chronicle of the Oda, also known as Sōkenki (『總見記』), and Sanki monogatari (『三季物語』) 

as the basis for his rendition of the Azuchi tenshu.67 Oda gunki was written by Tooyama 

Nobuharu (遠山信春, dates unknown) and was first published in 1685. It is essentially an edited 

and expanded version of Oze Hoan’s Shinchō-ki. Unlike Hoan’s work, it includes a “Program of 

the Azuchi Tenshu.” From Sanki monogatari, Katsuyoshi derives only that the eave-end tiles of 

the tenshu were adorned with gold leaf.

 As a consequence of Katsuyoshi’s dependance on only these two sources as the basis for 

his model, those design elements textually sourced and those based on conjecture are easily 

distinguished. Several elements in the Okumura model are immediately identifiable as derived 

from Gyūichi via Nobuhara: (1) the tenshu is composed of seven levels,68 (2) the fourth level is 

flanked by dormer gables (chidori hafu 千鳥破風)69 (3) the two-story keep is composed of an 

octagonal floor crowned with a three-by-three bay square floor.70 Moreover, (4) the various notes 

inserted around the model, describing physical dimensions, the existence or absence of paintings, 

and various materials employed, also correspond exactly with Gyūichi’s description by way of 
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67 (Nagoya-shi kyōiku iinkai 1965) 285. Katsuyoshi in a later section also mentions Nanka Genkō’s 
Azuchiyama-ki. No information from Azuchiyama-ki is, however, mentioned in relation to the model. As 
discussed in the previous chapter, Azuchiyama-ki is of only minimal utility as a source for reconstructive 
efforts. (Nagoya-shi kyōiku iinkai 1965) pp. 286, 290.

68 See appendix D-2a, AN line 4; PAT line 4.

69 See appendix D-2a, AN line 26; PAT line 97.

70 See appendix D-2a, AN line 11, 17; PAT line 100.



Nobuhara. Also included amongst the many notes around the Okumura model are the 

aforementioned dimensions of the tenshu pedestal of 20 x 17 ken. These dimensions clearly 

informed Katsuyoshi’s rendering of the pedestal as rectangular.

 Katsuyoshi’s tenshu model is not, however, merely a regurgitation of information 

provided in Oda gunki. The primary focus of his study, Nagoya Castle, appears to have likewise 

informed his reading of the tenshu description. Not mentioned in Gyūichi, Hoan, or Nobuhara’s 

descriptions, and found only in the Okumura model is a cusped gable eave (noki kara hafu, 軒唐

破風) attached to the surrounding eave of the fourth floor that compliments the dormer gable 

below it. These cusped gables are identical to ones found on Nagoya Castle (figure 2.8). Notably, 

while this detail is added, Katsuyoshi otherwise adheres to Gyūichi/Nobuhara’s text and only 

adds gables to the north and south sides of the fourth floor. No gables are added to the east and 

west sides, nor are any added to lower floors as found at Nagoya. Katsuyoshi also adds a creative 

twist to his re-imagining of the top or keep roof of the Azuchi tenshu. Katsuyoshi conforms with 

the majority opinion in rendering this roof as hip-and-gabled (irimoya hafu, 入母屋屋根). This 

roof type is employed on the Nagoya Castle tenshu and is such a standard for tenshu in general 

that it is assumed to have been employed at Azuchi despite no firm textual or visual record from 

which to draw this conclusion. However, Katsuyoshi illustrates the gables as fully cusped (kara 

hafu, 唐破風) and capped with with shibi (鴟尾) finials. Not only is this design choice unique 

amongst tenshu models, it is unique in the history of Japanese architecture. In rendering this 

small, but eye-catching detail, one can only assume that Katsuyoshi was attempting to evoke a 

bygone age and likely hint at the revolutionary nature of Azuchi tenshu for its time.
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Iwasaki Ōu’s Painting of Azuchi Castle

 Unlike the two models considered above, Iwasaki Ōu’s Painting of Azuchi Castle (figure 

2.9, also see appendix F) was not created with a specialist or carpenter’s expertise and, as such, it 

largely lacks technical notations or specifications that might serve to transform it into a 

functioning, three-dimensional, full-scale model. It is, rather, a vivid painting of the whole of Mt. 

Azuchi and the surrounding landscape as it might have looked in Nobunaga’s day. Although 

much of it is fiction, the Painting of Azuchi Castle merits mention here as the painting’s content 

clearly reveals that the artist based his work on the same primary sources as other model-makers. 

In other words, the painting meets a critical benchmark of being not a wholesale fiction, but an 

interpretation of primary sources. It is likewise remarkable in that it is the first known attempt to 

re-imagine the whole of Azuchi and not just its lost tenshu. In this respect, the Painting of Azuchi 

Castle is the first complete painting of Azuchi since Eitoku’s Azuchiyama screens. 

 In the image, Azuchi is depicted in the stylized mode of Chinese blue-and-green 

landscape painting. Shown from the south, the mountain is depicted as a mix of steep ridges with 

scattered pockets of trees, greenry, ishigaki, and buildings. It towers over the adjacent town in 

the foreground and is surrounded by Lake Biwa extending far into the background. The mountain 

is made up of familiar fixtures: the paths of the ōtemichi and Dodobashi-michi running up the 

slopes of the mountain, flanking vassal estates, the Sōkenji niōmon and the kuroganemon, the 

ninomaru and honmaru, and towering above all, the tenshu. 

 In a preface in the upper right corner of the image, the work’s origins are explained. The 

author, Iwasaki Shinayama (岩崎品山, dates unknown) writes that the painting was executed by 

his late father Iwasaki Ōu in 1855 as a copy of an “original” (原本) owned by a certain Kondō 
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(近藤) of Ishidera (石寺), a neighborhood located near Mt. Azuchi. Although almost nothing is 

known of Shinayama, circumstantial evidence appears to corroborate each of his assertions. 

Better known as a poet, Ōu studied painting under the nanga painter Uragami Shūkin (浦上春琴, 

1779-1846) and would have had the skill set to produce such a work. Further, as a lifetime 

resident of Ōmi province, Ōu would have had ample opportunity to cross paths with the owner of 

the “original.” Finally, the date of 1855 is significant. As mentioned above, Sōkenji was struck 

by lightening and suffered the loss of several buildings at the end of 1854. It is easy to imagine 

that in the wake of this event there was a renewed interest in Azuchi. The fire could well have 

inspired Ōmi locals such as Kondō and Ōu to reexamine related old paintings, maps, or other 

records. Shinayama further notes that he revisited the work to be able to present it to Kumagai 

Naoyuki (熊谷直行, 1843-1907), an eighth-generation head of a prominent Kyoto-based incense 

and stationary business and amateur historian.

 It seems likely that the “original” in question was not a painting of Azuchi in the same 

manner of Ōu’s work, but instead was a version of the Map of the Old Azuchi Castle. The various 

place-name labels that are scattered around Ōu’s Painting of Azuchi Castle, most notably the 

vassal estates that line the ascending pathways of Mt. Azuchi, are identical to those in the Map of 

the Old Azuchi Castle.71 This correspondence can be seen as concrete evidence that Ōu had both 

access to at least one version of the map and that it informed the composition of the work. 

Furthermore, it can be deduced that Ōu was also working with a version of Gyūichi’s tenshu 
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71 Not mentioned is that Naoyuki’s labels are, in the painting’s current state, painted over with black. The 
reason for this edit, presumably done after 1896, remains a mystery. Most, but not all labels are legible 
under proper lighting and angles. Others can be approximated at with some applied knowledge of the 
topography. See appendix F.



description.72 Its influence can be seen in the depiction of the tenshu. With seven levels and an 

octagonal floor positioned at the second to top level, Ōu’s rendition of this building corresponds 

exactly to those details offered in Gyūichi’s writing.

 The image also reveals that Ōu had some knowledge of the actual site. Despite an 

exaggeration of natural forms, the Painting of Azuchi Castle is relatively exact in its portrayal of 

the area’s topography. This knowledge is evidenced is several areas. First, the depiction of the 

mountains and islands spanning across the background roughly correspond to the northeastern 

view from the tenshu pedestal. To the left, the peninsula of Maruyama (丸山), as well as the 

islands of Izaki (伊崎) and Okinoshima (沖の島) overlap one after the other. To the right are the 

two peaks of Kōjinyama (荒神山).73 Second, the ōtemichi is depicted not as a straight path with 

flanking vassal estates, but running into and then cutting leftward after one of these estates. This 

rendering, while imprecise, is consistent with the route of the ōtemichi of Azuchi as it was built 

up in the Edo period and existed prior to the 1989-2009 archeological digs.74 Third and finally, 

the depiction of the Sōkenji niōmon (figure 2.10) bears a close resemblance to the actual gate and 

is rendered in its original red. This coloring has long since faded away, but remains of it can be 
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72 The white exterior of the tenshu suggests that Ōu was working with either Oda gunki or Ōmi meisho 
kaizu, but not a complete version of Gyūichi’s tenshu description. Oda gunki and Ōmi meisho kaizu both 
only mention that the octagonal floor was vermillion in its interior and do not mention its exterior. Gyūichi, 
however, mentions the exterior pillars of the floor to be vermillion (See appendix D-2a, AN line 17, PAT 
line 100). (Tooyama 1913) p. 254. (Hata et al. 1997) p. 286.   

73 While the topography depicted is relatively exact, at least one label in the painting appears to be 
curiously wrong. I discovered this error in my attempts to discover the original content of the blackened 
labels (see appendix F, also footnote 71). For instance, the mountain to the right and in the background 
corresponds to the position and form of Kōjinyama 荒神山. It is, however, labeled as Ibukiyama 伊吹山. 
Ibukiyama is much father away and cannot be seen from the tenshu pedestal. For this reason, I speculate 
that the labels were added on later, perhaps by Shinayama or Naoyuki. It is further possible that the error 
was cause for the subsequent blackening of these labels. 

74 See (Nakai and Miura 2005) p. 9 for a rendering of the evolution of the ōtemichi. The images are based 
on models housed in the Shiga Prefectural Azuchi Castle Archeological Museum. 



still seen in the corners of some of its bracket sets (figure 2.11). As each of these details is either 

not contained, or as in the case of the rendering of the ōtemichi, contradicts the depiction of 

Azuchi in the Map of the Old Azuchi Castle, they reveal that the artist had some familiarity with 

the actual topography of Azuchi, its landmarks, and surroundings. 

 There is, however, one striking discrepancy that calls into question Ōu’s comprehension 

of the site and its history. Aside from the niōmon, there is no trace of Sōkenji. Where Sōkenji 

should be located, to the left of the tenshu and down a trailing path from the honmaru, there are 

instead two groups of buildings surrounded by ishigaki walling. No buildings of religious 

character such as the three-leveled pagoda are included within this double enceinte. Moreover, 

the area is labeled as the “ninomaru.” As the only pocket of ishigaki within the painting that is 

situated to the west of the tenshu, this identification is broadly consistent with both the Map of 

the Old Azuchi Castle as well as the actual site. In this way, it appears that Sōkenji and the 

ninomaru were purposefully conflated. Although it cannot be said for certain, this conflation is 

most likely related to the relationship between Nobunaga’s grave, situated in the ninomaru, and 

Sōkenji. In his attempt to re-imagine the site three hundred years past, Ōu may well have been 

attempting to account for the post-Nobunaga history of Azuchi.

 This discrepancy exposes a consistent feature of reconstructive model making: the 

overlap of sourced details, ungrounded speculation, and ulterior motives. Exactly like the Tenshu 

sashizu and the Okumura model, Ōu’s Painting of Azuchi Castle is rooted in a dedicated research 

effort. However, the tendency to fill in gaps or answer larger questions taints these efforts and 

results in a confusing, biased mix of fact and fiction. The Tenshu sashizu is based on Azuchi nikki 

and a knowledge of the castle ruins. It is also characterized by several necessary (discussed 

  181



below) and unnecessary (e.g. the missing central stone foundation and the treasure pagoda) 

speculative assertions that attempt to make sense of those riddles posed by the source material. 

The Okumura model is rooted in Oda gunki, Sanki monogatari, and a deep understanding of 

Nagoya Castle. It also attempts to bridge the gap between Azuchi and Nagoya Castle by 

speculating on the nature of the Azuchi tenshu’s gables. Ōu’s Painting of Azuchi Castle’s 

foundations lie in a new combination of sources: knowledge of the castle ruins, a version of 

Gyūichi’s description of the tenshu and, finally, the Map of the Old Azuchi Castle. While not the 

most well researched or the most remarkable of models, Ōu’s effort represents a new push to 

understand not only the tenshu, but also make sense of its original shape of the whole castle 

complex. While the conflation of the ninomaru and Sōkenji precinct is ultimately a flawed 

assessment of history and topography, it speaks to a new age in Azuchi studies in which interests 

would extend well beyond the tenshu.

III. Azuchi Castle Enters the Modern Era, 1868-1977

 Azuchi Castle’s transformation during the late nineteenth and early twentieth centuries 

from sacred memorial and home of a local governing institution and into a national landmark and 

focus of archeological inquiry is a tale of sudden decline and gradual renewal. It is in this period 

that the first organized and systematic academic forays into understanding Azuchi would take 

place. They include the 1939-1941 archeological surveys of the tenshu pedestal and the honmaru 

as well as the 1930 Tsuchiya reconstructive model of the Azuchi tenshu and the 1936 Furukawa 

model. Postwar repairs and models were likewise performed and created respectively, but none 

would have as much long-term resonance as these initial efforts.
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Meiji Decline and Matsuoka’s Revitalization Campaign, 1868-1940

 After centuries of relative stability, Sōkenji’s management of Azuchi Castle abruptly 

ended in 1871 when the Meiji government's Council of State issued the Jōchi rei (上知令), an 

edict that declared all temple and shrine lands to be property of the state. This edict ended 

Sōkenji’s long tenure as the overseeing body and benefactor of the lands of and around Azuchi 

Castle. Due to the loss of these lands as well as the temple’s lack of a patron family to rely on for 

financial support, Sōkenji and Azuchi Castle fell onto hard times and remained so for the next 

few decades.75 As a consequence of its destitution, no three-hundredth anniversary events were 

held in 1882.76 Moreover, with the notable exceptions of the three-leveled pagoda and the 

niōmon, the remaining buildings at Sōkenji that had survived the 1854 fire either rotted from 

neglect or were sold off during this period.77 As discussed above, the Azuchi Castle Ruins were 

likewise greatly neglected during this prolonged moment.

 Matsuoka Norimune (松岡範宗, d. 1953), the eleventh abbot of Sōkenji, deserves much 

of the credit for the revival of Sōkenji and Azuchi Castle in the twentieth century. The first non-

Oda to hold the position of abbot since the temple’s rebirth in 1583, Matsuoka is a critical figure 

in the modern history of Azuchi. It would be under his stewardship that the mountain was 
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75 Because the mountain itself also became the charge of the state, activities that could have been a 
source of income (such as mushroom collecting and the sale of dry and dead trees) were restricted. 
These are some of the financial benefits that were restored to Sōkenji in 1918. From discussions with 
landscapers working on Mt. Azuchi, I came to learn that the harvesting of dying trees for mushroom 
cultivation is a practice that continues to the present day. (Shiga-ken kyōiku iinkai and henshū 3/1996) p. 
6. 

76 Kido notes, without clarification, that the choice to forego a three-hundredth anniversary was a 
consequence of Sōkenji’s relationship with the Oda clan. (Kido 2003) p. 15. 

77 The Back Gate (uramon 裏門) of Sōkenji was relocated to Chōkōji (超光寺) and its entrance gate 
(genkanmon 玄関門) to Kōtakuji (光澤寺). The bell tower rotted away. There is a record of repairs having 
been enacted on the three-storied pagoda and niōmon gate of Sōkenji in 1886. (Shiga-ken kyōiku iinkai 
jimukyoku bunkabu bunkazai hogoka 1992) 34. (Shiga-ken kyōiku iinkai and henshū 3/1996) p. 6.



reinvented as a historical landmark and its cultural legacy expanded. Matsuoka’s tenure as abbot 

reads as a long list of repair projects and the securing of national titles for the mountain. After his 

appointment in 1914, repairs were carried out on Sōkenji’s three-storied pagoda and niōmon.78 In 

1918, a newly formed local organization, the Azuchi hokatsukai (安土保勝会, Azuchi 

Preservation Association), reinstated Sōkenji as the institutional manager of the Azuchi Castle 

Ruins.79 With Matsuoka on in its board of directors, the Azuchi hokatsukai would become the 

driving force behind several efforts to restore the Azuchi Castle Ruins and raise the profile of the 

site.80 By 1926, the Azuchi Castle Ruins were designated a National Historic Landmark (国指定

史蹟) under the 1919 Historical Sites, Places of Scenic Beauty, and Natural Monuments 

Preservation Law (史蹟名勝天然紀念物保存法). This designation as well as anticipation for 

the three-hundred-fiftieth anniversary of Nobunaga’s death would become the impetus for the 

clearing of overgrowth from the mountain’s main paths and the repair of ishigaki flanking these 

routes. Along with these beautification efforts, signposts for visitors were added around the 

mountain. Further, the main hall of Sōkenji, which had been considered only temporary since its 

erection after the 1854 fire, along with an adjacent shoin were also reinforced. 

 The three-hundred-fiftieth anniversary of Nobunaga’s death, celebrated in 1932, 

represents the cumulation of Matsuoka’s efforts. Monks affiliated with Sōkenji’s parent temple 
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78 Both buildings had been designated as Specially Protected Buildings (Tokubetsu hogo kenzōbutsu 特別
保護建造物) under the 1897 Ancient Temples and Shrines Preservation Law (Koshaji hozonhō 古社寺保存
法) over a decade earlier. The kongō rikishi statues (金剛力士立像) situated within the niōmon were 
awarded the status of National Treasures in 1911. They have seen been downgraded to Important 
Cultural Properties.

79 Specifically, an area of 19 chō (町) 8 han (反) (18.9 hectares).

80 The sequence of events and relationship between the Azuchi hokatsukai, Matsuoka, and Sōkenji is not 
entirely clear. The history offered here is based on (Shiga-ken kyōiku iinkai jimukyoku bunkabu bunkazai 
hogoka 1992) p. 34.   



Myōshinji (妙心寺) assembled from all over Japan and the noted journalist, publisher, and 

historian Tokutomi Sohō (徳富蘇峰, 1863-1957) gave a lecture on the occasion. With this 

gathering, a tradition was revived, Azuchi Castle’s profile was raised, and donations were 

collected that helped further Matsuoka’s ambitions. The event was also instrumental in that it 

facilitated the augmentation of Sōkenji’s cultural cache to go beyond Nobunaga’s legacy. Due to 

a chance meeting a decade earlier, Matsuoka had become close friends with the Nihonga artist 

Kosugi Hōan (小杉放庵, 1881-1964).81 The earlier renovations of Sōkenji’s Main Hall and shoin 

were in part facilitated by this friendship as Hōan hosted Matsuoka in Tokyo for fund raising 

efforts and regularly donated his own money. In the wake of the three-hundred-fiftieth memorial 

and its success, Hōan would be commissioned to produced six sets of sliding door paintings 

(fusuma-e, 襖絵) for the interiors of the newly refurbished main hall.82 After Matsuoka’s death, 

other examples of Hōan’s work were sold to fundraise and Hōan actively worked to help realize 

the construction of a new bell tower for Sōkenji. Completed in 1955, this bell tower now stands 

next to the Main Hall as a posthumous testament to Matsuoka’s efforts and accomplishments in 

restoring and reviving both Sōkenji and the Azuchi Castle Ruins as locations of recognized 

historical importance. 

The Showa 15-17 (1939-1941) Archeological Survey

 The first archeological digs on Mt. Azuchi were conducted between 1940 and 1942. 

Although limited in scope, this survey-restoration project headed by Shibata Makoto and Hinago 
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81 (Suzuki 2007).

82 These fusuma-e are no longer in situ, but kept in the Kosugi Hōan Museum of Art Nikkō (小杉放庵記念
日光美術館).



Motoo is remarkable for several reasons. It was the first of its kind on any castle site in Japan as 

well as the first academic foray into the nature of Japanese castle complexes.83 Moreover, the 

survey’s restoration efforts saved and halted further degradation from occurring on key portions 

of the ruins. To accomplish this, however, multiple compromises were made that would have 

lasting impact. Their labors not only came to define the form of the tenshu pedestal, their 

conclusions would emerge as pillars of contention for generations of scholars and tenshu 

reconstructive model-makers.

 As noted already above, the survey team initially found both the tenshu pedestal and the 

honmaru in poor condition.84 The tenshu pedestal was essentially a collapsed pile of dirt and 

rock overgrown with pine trees and other vegetation (figure 2.12 & figure 2.13). About a third of 

the ishigaki that made up the pedestal’s upper half, including the entirety of the pedestal’s 

southern flank, had crumbled and its original form was all but lost. The interior of the pedestal 

and the southeast stairs were similarly in extreme disrepair and their forms were largely 

obfuscated. Particularly in those flat areas, the hidden supporting layer of gravel and earth 

(uragome, 裏込) behind the ishigaki that had spilled out had proven fertile ground for cypress, 

cedar, and various greenery. A similar state of decay was found within the honmaru. Along with 

the collapsed parts of the tenshu pedestal that border the honmaru, its northern, eastern, and a 

portion of it southern border were all “small mountains” of crumbled ishigaki (figure 2.14).85 
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83 This is to say, as opposed to individual buildings, (Kido 2003) p. 68.

84 The majority of the information below comes from the final report on the archeological survey (Shiga-
ken 1942) 39-49. Kido copies many of the key passages from the 1942 report without quotations in 
between his interpretations. (Kido 2003) pp. 69-78.

85 (Shiga-ken 1942) p. 44.



Again similar to the tenshu pedestal, various types of trees and undergrowth covered the grounds 

of the honmaru (figure 2.15).  

 The survey team started their work in July of 1939. Their first objective was to excavate 

and reconstruct the top of the tenshu pedestal. Removing trees, brush, and piles of debris within 

the interior of the pedestal, the team found a hardened layer of mortar underneath. Because the 

roots of the trees had not penetrated this layer, it was concluded that this was the original 

compressed foundation of the tenshu.86 Following its outline, the irregular hexagonal shape of 

the interior of the pedestal was traced and ninety-one foundation stones, roughly laid out in a ten 

by ten grid but adapted to the irregular frame, were unearthed (figure 2.16). As mentioned above, 

the central stone of this grid was conspicuously missing. Because of this curious absence as well 

as the lack of hardened mortar in the location where the stone should have been, the team 

excavated further in this area. Digging approximately seventy-five centimeters down they found 

a layer of scorched earth, chunks of carbonized wood, and fragments of pottery. Although they 

were unable to determine whether the spot had been disturbed since the destruction of the tenshu, 

the team posited a brash conclusion about this discovery: it was “unthinkable” that there was 

ever an in-ground pillar (hottate-bashira, 堀立柱, i.e. a pillar set not on a foundation stone, but 

instead directly inserted in a hole in the ground) planted in this spot.87 This supposition was the 

first of several that would become a point of contention for reconstructive model-makers.

 The survey also rediscovered the unique character of the southeast staircase (figure 2.12, 

2.16, 2.17). In their excavations, they found that the staircase was not a straight east-west path as 

depicted in the Map of the Old Azuchi Castle, but a zigzag. The staircase’s ascent begins roughly 
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perpendicular to the east side of the tenshu. Several steps in, it cut sharply to the right. This turn 

places the individual on a path roughly parallel to the east flank of the tenshu and perpendicular 

to the tenshu’s entrance. A second turn to the left is required to enter through the threshold of the 

tenshu’s basement. At the base of the staircase, traces of a narrow entrance gate—evidenced by a 

single flat stair of cleanly cut stone and two rows of foundation stones—were also discovered. 

These stones were preserved in place, but owing to several wide gaps as well as a concern over 

future erosion the survey team added several new steps around them.88 

 The rim of the pedestal was likewise reconstructed to prevent further erosion. In contrast 

to the added steps, fixtures easily relocated due to abundant context clues, this reconstruction 

would lack a firm basis and its arbitrary character would have a lasting affect the study of the 

tenshu. The reconstructed southern portion of the rim, in particular, was in extreme disrepair and 

almost entirely recreated (figure 2.14, 2.18). On its interior side, this southern wall, a meter in 

height and extending 21.6 meters long, was well integrated. It corresponds with both the outline 

of the discovered mortar layer as well as the remains that were present. On the exterior side, 

however, the wall was not made wide enough to meet the slope of the base of the pedestal. In 

other words, this wall falls short and there is a (at least on site, currently difficult-to-see) step-

like gap in between it and the incline of the original, untouched ishigaki at the base of the 

pedestal. Although explicitly described as a temporary action in the survey’s final report, this 

stopgap wall remains today and continues to give the impression that the tenshu, at least on its 

southern flank, sat upon a particularly thin ridge. As there is no record and still no way to 

determine the original height of the rim of the pedestal, this arbitrary choice continues to give a 
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damaged areas beyond those clear instances where additions were required to prevent future erosion. 
(Shiga-ken 1942)



false impression of the tenshu’s base area as well as permit a wide range of speculation on the 

matter.89 As with the survey’s conclusions regarding the missing central foundation stone, this 

restorative choice would pose a troublesome pitfall for future model-makers.

 These shortcomings aside, the survey team accomplished one of their core primary 

objectives in determining the original, irregular octagonal shape of the tenshu pedestal. This 

discovery had two significant and immediate implications. First, it exposed Gyūichi’s description 

of the first floor of the tenshu as 20 x 17 ken as either wrong, an imprecise estimate, or, as will be 

shown below, most likely an accounting of the area in which the base of the tenshu pedestal sat. 

The discovery of this incongruity would be the first of several that would chip away at the 

credibility of Gyūichi’s account and force a second guessing of each of the details he offers. 

Second, the discovery of the irregular octagonal shape singled out the Azuchi tenshu pedestal as 

an anomaly amongst tenshu pedestals, the vast majority of which are quadrilateral. 

 By the end of 1941, the survey team shifted its focus to the honmaru. For lack of a 

disposal site for additional debris as well as dwindling funds, the team was limited in what they 

were able to accomplish. Foregoing the removal or repair of any further collapsed ishigaki 

walling, the team focused their energy on the area most easily accessed: the center of the 

honmaru. Herein, they removed the majority of trees and brush and excavated several 

centimeters down. Beneath this layer they uncovered a sizable rectangular grid of about fifteen 

by ten foundation stones (figure 2.14). Spanning across the majority of the honmaru, the 

presence and formation of these stones suggested that the area previously contained a single, 

large building oriented to the southeast. Although the survey was only able to trace the 
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89 Kido, in particular, is critical of the height they determined and remains there today. He contends that 
the original pedestal rim would have reached even higher. (Kido 2003) p. 72.



southernmost border of this often called “Honmaru Palace” (honmaru goden, 本丸御殿) and 

they did not venture into the fallen ishigaki on any other side, they felt confident enough to posit 

several interpretations regarding the nature of their discovery:

(1) The rectangular layout of the foundation stones as well as their relatively small size would 

lead the team to conclude that these stones were the remains of a late Medieval warrior 

residence shoin—a type of reception hall for meeting and hosting guests. This structure was, 

however, deemed exceptional in several respects. First, it was larger than any other pre-

Azuchi example of shoin.90 Second, the spacing between the foundation stones was atypical 

suggesting unusually wide bays.91 Further, the foundation stones for pillars (in contrast to 

those used to support a floor) were located at shorter intervals than most shoin.92

(2)  As the foundation stones of the building appeared to extend up to the northernmost and 

easternmost edges of the honmaru, it was concluded that the building ran immediately 

adjacent to the ishigaki walling of the honmaru annex and sannomaru respectively. To the 

south and west, hints of complementary structures were also unearthed. To the south, a 

triangular corridor was discovered between the building’s foundation stones and the ishigaki 
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90 The dimensions of many shoin illustrated in the Nihon kenchikushi kiso shiryō shūsei series reconfirms 
the claims. There are, however, several examples of shoin-style structures constructed after 1582 that are 
of similar scale and dimensions. (Ōta 1971) (Ōta 1974).

91 The spacing of its foundation stones is 7 shaku 2 sun (2.16 m). The typical width of a shoin bay is 
roughly 6.5 shaku (1.96 m, see footnote 97 for more on measurements). This spacing is closer to the 
intervals used on the tenshu pedestal that it is for most shoin. Concerning these anomalies, the final 
report offers little qualification other than that the building was influenced by the “new castle 
architecture.” (Shiga-ken 1942).

92 A typical shoin-type building has foundation stones placed at intervals of every other or every third bay 
(i.e. ken, every 3.6 m or 5.4 m, regarding the definition of ken see footnote 97). In contrast, it appears that 
the South honmaru shoin had one foundation stone per bay.



wall marking the southern border of the honmaru.93 The size of this corridor was slightly 

enlarged at its southeast edge by a projection of ishigaki pushing out from the southern 

border of the honmaru. Owing to this projection as well as some cleanly cut, square stones, 

assumed to be steps, located just south of the foundation stone grid and across from the 

projection, the survey team speculated that this area was a garden.94 To the west, several 

outlaying foundation stones reaching in the direction of the ninomaru were uncovered. Their 

placement was determined as consistent with entry corridors for shoin. 

(3)  Within the honmaru a burn layer identical to the one found in the excavation of the tenshu 

was discovered. This discovery was consistent with the historical record in that the buildings 

of the inner enceinte of Azuchi were burnt down in a single event. However, what they did 

not find was more telling. Unlike their work upon the tenshu pedestal, extremely few 

fragments of shattered roof tiles were unearthed. The team concluded the building was tiled 

with cypress or cedar bark shingles. These shingles would have been either incinerated in the 

fire or disintegrated in the 350 years since their installation.

While these preliminary conclusions were short on exposition and, as will be shown below, 

would cause a number of problems, they are nevertheless significant in that they opened new 

vectors of tantalizing possibilities and connections regarding the nature of the honmaru and 

added to the already significant discoveries made regarding the tenshu pedestal. The results of 
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93 This corridor extends from northwest to southeast and expands at a roughly fifteen degree angle to the 
grid of foundation stones The distance from the foundation stones to the wall at their northwest corner is 
roughly 3.6 meters and from their southeast corner is roughly 13.5 meters. These dimensions do not 
include the southwest projection of ishigaki.

94 Considering this positing of a garden, they also speculated on the nature of the rooms that would have 
been next to the garden in the building. Their conclusions were, however, largely premature.



the survey team’s efforts provided, for the first time, a key comparative pillar against which 

primary sources could be assessed and appreciated. The revelation that the tenshu was a more 

complex and exceptional structure than originally thought as well as the opening of the first 

concrete, credible window onto a building beyond the tenshu would have immediate 

repercussions for scholarship. Models were made obsolete and, in the postwar era, new models 

were conceived.

Second Wave Reconstructive Models: The Tsuchiya Model and Furukawa Model

 In the decade prior to the 1939-1941 survey, two reconstructive models of the Azuchi 

tenshu were published: the 1930 Tsuchiya Model created by Tsuchiya Junichi (土屋純一, figure 

2.19, see also appendix G) and the 1936 Furukawa Model created by Furukawa Shigeharu (古川

重春, figure 2.20, see also appendix G).95 Although both models were shown to be faulty in the 

wake of the discovery of the original shape of the tenshu pedestal, they remain instructive 

touchstones. Tsuchiya and Furukawa were the first to wrestle with several critical and 

problematic passages in Gyūichi’s description of the tenshu. As such and because these models 

were based almost exclusively on Gyūichi’s “Program of the Azuchi Tenshu,” they offer a 

practical primer on the basic, first-round challenges of model making. In this respect, they 

represent a convenient starting point before layering on more complex interpretations of 

Gyūichi’s descriptions vis-a-vis other versions of Gyūichi’s tenshu description as well as other 

primary sources. Furthermore, while these models are flawed in a fundamental way, many of 
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95 Tsuchiya’s model was originally published in 1920, but adapted and expanded to a mature form in a 
publication ten years later. (Tsuchiya 1920, 1930). Also republished in (Shiga-ken 1942) and in (Furukawa 
1936) 



their individual details, particularly those related to the exterior look of the tenshu, would be 

adopted as standards in future models.

  The key problems with the Tsuchiya and Furukawa models are rooted in a single error: 

the uncritical reading of one line in the “Program of the Azuchi Tenshu.”96 Already cited several 

times above, this line relates the dimensions of the first floor of the tenshu as 20 x 17 ken.97 In 
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96 There is no indication that either Tsuchiya or Furukawa was aware of Azuchi nikki.

97 That Tsuchiya and Furukawa were able to ignore this glaring discrepancy was also a consequence of 
the ambiguity of the term ken (間). A ken can either refer to a single post-and-lintel bay or a precise unit of 
length that is roughly based on the distance between the centers of the two vertical posts that define a 
bay. The length of a unit of ken was standardized in the Meiji period (明治時代 1868-1912) at 6 shaku 
(1.818 meters). Prior to this, however, the number of shaku used to define ken varied on time and region. 
Fortunately for modern scholars, the basic metric of length used to define the ken, the shaku (30.3 cm), 
has remained roughly constant for over a millennia (Coaldrake 1990).
$ It remains unknown which of two definitions for ken was used at Azuchi (Table 2.x). The first possibility 
is a regional standard. During the sixteenth-century, in the capital and in most of Western Japan, a ken 
was defined as a kyōma (京間, literally translated a “Capital ken”) or 6.5 shaku (1.969 meters). The 
kyōma reading is appealing as many of the carpenters who worked at Azuchi (see appendix D-1a) as well 
as Sadakatsu, the author of the original tenshu description on which Gyūichi based his description, 
heralded from the capital or surrounding areas and, consequently, would have been most familiar with it. 
The second possible definition is site specific. As the distance between the foundation stones for the 
Azuchi tenshu were found to be 7 shaku (2.121 meters) then the width of a bay—that is, a ken—can be 
defined in the specific case of the Azuchi tenshu as 7 shaku. The difference between these definitions 
totals to about three meters. This added length is particularly significant if one considers that it may 
represents a projection beyond—this is to say, an overhanging structural element—from even the most 
generous estimates of the area on top of the pedestal. 

Dimensions Provided by Gyūichi Dimensions Provided by Gyūichi Dimensions Provided by Gyūichi Dimensions Provided by Gyūichi 

Definition of 1 kenDefinition of 1 ken 20 ken 
North-South

17 ken 
East-West

12 ken
Ishigaki Height 

16.5 ken
Tenshu Height

Kyōma (Capital ken) 6.5 shaku 
(1.969 m) 

130 shaku
(39.39 m)

110.5 shaku
(33.48 m)

78 shaku
(23.63 m)

107.25 shaku
(32.49 m)

Azuchi Standard 7 shaku
(2.121 m)

140 shaku
(42.42 m) 

119 shaku
(36.05 m) - -

Table 2.x: Variability of tenshu dimensions as determined by definition of unit kenTable 2.x: Variability of tenshu dimensions as determined by definition of unit kenTable 2.x: Variability of tenshu dimensions as determined by definition of unit kenTable 2.x: Variability of tenshu dimensions as determined by definition of unit kenTable 2.x: Variability of tenshu dimensions as determined by definition of unit kenTable 2.x: Variability of tenshu dimensions as determined by definition of unit ken

$ Significantly, the definition of ken is also informed by orientation. Because bays are defined by the 
horizontal (i.e. one bay is the space between two pillars), it is only in determining this horizontal measure 
that the definition of a unit ken (i.e. x shaku) and a ken (a bay) can be confused. In other words, the 
pitfalls of defining ken as described above only apply to its horizontal use and not its vertical. A vertical 
ken is usually defined as 6.5 shaku. Consequently, the height from the first floor to the top ridgepole of the 
tenshu, offered by Gyūichi as 16.5 ken is universally agreed to be 107 shaku (32.49 meters). (Naitō 
March 1976) 35, footnote 3.



positing these numbers as a starting point, three unavoidable problems arise that require address. 

The first of these problem is related to the actual site. Regardless of the definition for ken used, 

the area of 20 x 17 ken (either 33.48 x 39.39 m or 36.05 x 42.42 m) is much greater than the area 

on top of the tenshu pedestal.98 Both Tsuchiya and Furukawa explicitly acknowledge this 

problem and both include an amended copy of a 1926 survey map that illustrates the discrepancy  

(figure 2.21, also see figure 2.1). The map shows the 20 x 17 ken dimensions superimposed on 

top of the tenshu pedestal. Owing to the state of disrepair on the pedestal at the time, however, 

both model-makers gave Gyūichi the benefit of the doubt and incorrectly dismiss this 

discrepancy as inconsequential.

 Paradoxically, the second problem born of the 20 x 17 ken dimensions is simultaneously 

moot, but also a critical point of contention between models. This problem derives from another 

passage in Gyūichi’s description: the specification of a 16.5 ken height for the tenshu.99 This 

figure, combined with the prescribed width and length of 20 x 17 ken, is problematic in that it 

results in an anomalous width to height aspect ratio. In other words, if taken literally, Gyūichi’s 

numbers suggest a tenshu of such unusually stout character that it does not conform with the 

standard image of a tenshu. Tsuichiya, Furukawa, and each successive reconstructive model-

maker since has felt compelled to account or compensate for this unusual prescription. The 

creativity that this problem has inspired is great, but it has also been entirely unnecessary. The 

same numbers can be used to show that the 20 x 17 ken dimensions are almost certainly not a 

description of the first floor. Table 2.1 represents a new contribution to the study of Azuchi to 

this end: the aspect ratios for the first floor:tenshu height and the base of the ishigaki 
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98 See footnote 97.

99 See appendix D-2a AN line 109a, PAT line 7.



pedestal:tenshu height for each of six extant castles (Maruoka 丸岡城, Inuyama 犬山城, Hikone 

彦根城, Himeji 姫路城, Matsue 松江城, and Matsumoto 松本城).100 Both of the aspect ratios 

that Gyūichi implies, 1.212 (=20/16.5) and 1.03 (=17/16.5), fall squarely within the range of the 

ishigaki pedestal base:tenshu height aspect ratios (highlighted in yellow).101 In other words, 
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100 See appendix H for raw data of table 2.1.

101 Even if one considers the variable definitions for ken (see footnote 97) the aspect ratios remain in 
within the same range. Using the 7 shaku (horizontal) x 6.5 shaku (vertical) definition, the long side: 
height ration is 1.308, the short side: height ratio is 1.112. See appendix H.

Table 2.1 - Aspect ratio ranges for tenshu first floor:tenshu height (blue text), tenshu pedestal base:tenshu 
height (black text)



Gyūichi’s specifications do not fall within a normal range of aspect ratios that describe tenshu 

(highlighted in blue). They do, however, fall within a normal range of aspect ratios that describe 

the tenshu pedestal. In sum, table 2.1 reveals that the placement of the 20 x 17 ken dimensions 

under the rubric of the first floor description to be an obvious mistake. These dimension should 

be understood as a transcription error and as a part of a description of the area in which the 

tenshu pedestal sat.

 Unaware of the potential of this comparative analysis or of any ambiguity in Gyūichi’s 

description, Tsuchiya and Furukawa would employ various design “tricks” to make their models 

better conform with the standard image of tenshu. In his model, Tsuchiya would rethink two 

details and, in turn, make one fundamental concession. He posited that (1) if the ceilings on the 

first, second, and third floor were not coffered (gōdenjō, 格天井)—that is, not excessively 

thickened by ornamentation—and, instead, merely thick planks that served the dual function of 

ceiling and floor; and (2) if the incline of the eaves was comparatively lower than most tenshu, 

then Gyūichi’s specifications could be made to appear proportionally sound.102 His concession, 

created by these compromises, is that the two-story keep crowning the tenshu appears as 

markedly small within the scale of the overall building. Notably, Tsuchiya’s compromises, 

included in the textual accounting of his model, are more sleight of hand than substance. No 

cross-section of the Tsuchiya model was produced that may help to illustrate the handling of the 

thin ceilings. Moreover, Tsuchiya’s elevations do not reveal roofs that appear of a dramatically 

reduced angle as compared to other models or even other castles.103 Only the muted character of 
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102 (Tsuchiya 1930) pp. 17-18.

103 Tsuchiya explicitly notes the need to lower the slant of the roofs in his written explanation, but the 
angle of the roofs shown in his elevation drawings are not exceptionally low. Most are a 35 degrees, a 
standard angle for many castle’s gables and surrounding eaves. (Tsuchiya 1930) p. 18.



the two crowning stories is readily apparent in his final design. In contrast to Tsuchiya, Furukawa 

mitigates the impact of the awkward proportions, not by spreading the discrepancy over several 

floors, but overlapping two floors and redistributing the conserved height to other floors. By 

removing the balcony and windows of the octagonal fifth floor, he incorporates it almost entirely 

within the roof of the fourth floor. As a result, the floors in his model are notably taller than those 

in those of the Tsuchiya model and result in a much more proportional and visually balanced 

final design.104

  The third problem that the 20 x 17 ken dimensions force is related to Gyūichi’s 

specifications for pillar numbers. According to the “Program of the Azuchi Tenshu,” the first 

floor contained 204 pillars, the second floor contained 146 pillars, and the third floor contained 

93 pillars.105 The problem caused by these numbers is twofold. On the one hand, if 20 x 17 ken 

are posited as the area of the first floor (and the heights of the floors above are extrapolated as 

proportionally smaller), these pillar numbers appear as conspicuously low. On the other hand, if 

one considers only those chambers explicitly mentioned by Gyūichi for each floor (see appendix 

D-2a), then these pillar numbers are conspicuously high. This gap between area and pillar 

number is one that demands reconciliation to produce a complete reconstructive model. Before 

going on, a word of qualification is required. As just established, the 20 x 17 ken dimensions 

almost certainly do not describe of the size of the first floor. Therefore, part of this conundrum is 

moot. Nevertheless, the issue is raised here for two reasons. First, this discrepancy informs 
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104 Furukawa’s interpretation of the octagonal floor as situated in the fourth floor is, in part, based on a 
unique interpretation reading of “Program of the Azuchi Tenshu.” This reading is, however, proven 
incorrect due additions lines of text rediscovered the Azuchi nikki. See appendix D-2b, PAT line 107 for 
explanation.$

105 See appendix D-2a, PAT lines 6, 43, 54. 



almost every Azuchi tenshu model including the most recent examples. Consequently, it is 

critical to understand the challenges posed by the pillar numbers to make sense of every 

reimagining of the tenshu. Second, the problem in and of itself is noteworthy as it inspires a new 

awareness of that which was likely left out of Gyūichi’s description. 

 Tsuchiya and Furukawa would both arrive at the same two-pronged solution for 

reconciling the gap between area and pillar numbers, that with notable exception, has become a 

standard in model making. First, they posited that the cores of the lower floors of the tenshu were 

each encircled by a corridor known as a musha-bashiri (武者走, literally translated, “warrior-

run”). The name musha-bashiri derives from this structural element’s original function as an 

artery for the quick redistribution of defensive power. Musha-bashiri are employed in almost all 

later tenshu, but in these examples they served less in a military capacity than as a means for 

castle inhabitants to quickly and discretely navigate the building’s interior.106 By restoring it as 

part of the tenshu, the gap between Gyūichi’s prescribed area and prescribed pillar numbers is 

partially resolved. The inclusion of a musha-bashiri expands the area of a floor, but the area it 

adds contains fewer pillars because of its function as an artery. 

 The musha-bashiri does not, however, wholly resolve the gap. Tsuchiya and Furukawa 

would each offer an additional remedy. They would take liberties with the definition of “pillar.” 

In his model, Tsuchiya attempts to adhere to Gyūichi’s prescribed numbers, but only 

accomplishes this by excluding in his count those pillars on the outer periphery of the floor. In 

other words, he read Gyūichi’s pillar numbers as exclusively describing the interior. The 

surrounding outer pillars, he sees as part of the exterior of the tenshu and as such lack a so-to-
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106 The omission of any mention of a mushi-bashiri may be due to its function as a liminal space and not 
an area in which one is meant to linger. This said, there is mention of a “two-level corridor” on the second 
floor. See appendix D-2a AN line 69, PAT line 67.



speak, “countable presence.” In this way, Tsuchiya successfully resolves the gap and respects 

each of Gyūichi’s specifications. Furukawa obfuscates his numbers in another way. In his written 

explanation, Furukawa explains that in developing his model, he established numbers for the 

peripheral pillars, subtracted them from Gyūichi’s totals, and then worked with the remainder to 

create his floor plans.107 In actuality, Furukawa employs 211 pillars as opposed to Gyūichi’s 204 

for the first floor; 158 pillars as opposed to Gyūichi’s 146 for the second floor; and 111 pillars as 

opposed to Gyūichi’s 93 for the third floor. In light of his explicit declaration of having adhered 

to Gyūichi’s prescription and did so despite great difficulty, this discrepancy is particularly 

confusing. It is possible that Furukawa’s definition of pillar was restricted to weight-bearing 

members. For example, the pillars framing each corner of a tokonoma (床の間) or alcove, a 

characteristic design element employed in shoin-styled architecture, are structurally redundant 

and may be disregarded. It is also possible that Furukawa did not count the heart pillar and other 

pillars that extended higher than a single floor. These exceptions do not fully account for 

Furukawa’s calculations, but an understanding the exact logic of his model is ultimately 

unnecessary. The exercise of contemplating this discrepancy is instructive mainly in that it 

reveals the malleability of Gyūichi’s text and the creative thinking required to make sense of it.

 It is the resolution of these three specifications—the first floor area, the tenshu height, 

and the lower floors’ pillar numbers—that ultimately produce the core frame of Tsuchiya, 

Furukawa, and many of their successor’s models. Tsuchiya and Furukawa’s uncritical reading of 

Gyūichi’s tenshu description corrupts much of their subsequent interpretation of the “Program of 

the Azuchi Tenshu.”  However, not everything in their models is tarnished by this “original sin.” 
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107 (Furukawa 1936) p. 507.



Tsuchiya and Furukawa’s interpretation of several vague passages, independent of the problems 

of dimensions and related to the exterior decoration of the tenshu, would become lasting 

contributions to the interpretation of the “Program of the Azuchi Tenshu.”

(1) In his description of the fifth (octagonal) floor, Gyūichi writes that, “on the planks of the 

encircling corridor, shachihoko and flying dragons were made to be painted.”108 Both model-

makers interpret this line as describing a set of vertical panels that projected up through the 

fourth floor roof and surrounded the base of the fifth floor. As can be seen in their respective 

models, paintings of shachihoko (a type of dragon that possesses a tiger-like head and the 

body similar to that of a carp) and dragons situated within arabesque patterns adorn these 

panels. This reading is based, in large part, on an outside reference: the Osaka Summer 

Campaign Screens (「大坂夏の陣図屏風」, figure 2.22). Produced in the decades after the 

1615 events they depict, these screens are widely considered a reliable window onto Osaka 

Castle (大阪城) of the late sixteenth and early seventeenth century. In them, the Osaka Castle 

tenshu is depicted with paintings or carvings of golden tigers and cranes, respectively, below 

and above the balcony of the keep floor. Although examples of large-scale figurative images 

affixed to the exterior of a tenshu keep are extremely rare, the Osaka Castle tenshu merits 

special consideration in that it was the immediate successor to Azuchi tenshu.109 Notably, 

only the Naitō Model offers an alternative interpretation of this line. His model includes these 

paintings on the panel of interior corridor that surrounded the core of the fifth floor. 
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108 Appendix D-2a, AN line 21-23, PAT line 104-106.

109 Another pair of screens only discovered in 2009 appear to further corroborating this reading. These 
screens depict the castle Jurakutei (聚楽第). In them, the top keep is depicted as having large scale 
paintings or carvings of cranes and grasses on their exterior. Notably, there are several known depictions 
of both Osaka Castle and Jurakutei. Of these, only one depiction of the Osaka Castle tenshu and only 
one depiction of Jurakutei tenshu contain these keep paintings. This inconsistency raises questions 
regarding whether these paintings or carvings were not fixtures, but movable decorations. (Kanō 2010)



(2) In his description of the sixth (top) floor, Gyūichi writes that, “[on the] corner beams, a total 

of twelve bells are hung.”110 Although this detail is included within the description of the 

sixth floor and, as such, should be read as an exclusive attribute of this floor, the line appears 

to contradict an earlier specification that the floor was square-shaped. The possibility that 

there were three bells for each corner has largely been rejected for another, simpler reading. 

As the number of bells conform with the number of corners on the top two floors (i.e. the 4 

corners of the top floor + the 8 corners of the fifth floor = 12), Tsuchiya and all subsequent 

model-making successors have read this line as describing the two floors of the keep. 

Furukawa alone dissents. Owing to his unique treatment of the fifth (octagonal) floor as 

incorporated within the fourth floor, the corner eaves necessary for hanging bells are absent. 

To account for this, Furukawa reads Gyūichi literally and loads the top floor with additional 

corners in the form of extending roofs and thereby creating a forced compliance. 

(3) Tsuchiya would be the first to posit that the exterior of the first to fourth floors of the tenshu 

were a combination of blackened horizontal clapboard (下見板張り) and white plaster. The 

resulting color combination of black and white is not mentioned in Gyūichi’s description. 

Tsuchiya based this detail on other examples of castles such as Hiroshima (広島城), 

Okayama, Kumamoto (熊本城), Takachi (高知城), and Matsue. Although Tsuchiya does not 

mention it, the alternating black and white color scheme produced by these two sidings is 
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110 Appendix D-2a, PAT line 116.



corroborated in Nanka Genkō’s encomium Azuchiyama-ki (See appendix B).111 This basic 

exterior look is used in almost all reconstructive models.  

(4) Included in his description of the sixth floor, Gyūichi mentions that, “there are more than 

sixty portals. All have iron [hinges] and are black lacquered.”112 The notion that there were 

sixty independent windows packed into the smallest floor of the tenshu is so unlikely that 

even Tsuchiya and Furukawa, who otherwise stretch various limits so that they might take 

Gyūichi literally, both reject it. While opinion varies on where exactly to distribute these sixty 

windows on the six floors of the tenshu, their basic character, only hinted at by Gyūichi, is 

generally agreed upon. Furukawa was the first to tackle this issue and proposed that the 

details of black lacquering and iron hinges conformed with the look of the windows found in 

the depiction of the Osaka Castle tenshu in the Osaka Summer Campaign Screens (figure 

2.22). These style of windows, called renji-mado (連子窓), are characterized by a series of 

parallel vertical laths reminiscent of prison bars. As they are depicted in the Osaka Summer 

Campaign Screens, they are both black lacquered and possess iron hinges used to raised them 

like shitomi (蔀戸), decorative storm shutters.

(5) As explained already in the discussion of the Okumura model, Gyūichi’s mention of 

bargeboards on the north and south of the fourth floor forms the basis for the employment of 

dormer gables in these locations.113 Not mentioned earlier, however, is that this detail forms 
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111 (1) Nanka also notes the color “vermillion” as present. As this color corresponds Gyūichi’s description 
of the fifth floor, it seems likely that this color was limited to this one area. (2) the black and white exterior 
look has become a standard, but it is slightly problematic in that it does not perfectly conform with Jesuit 
accounts. Coelho and Fróis, in their overlapping reports both explicitly describe the tenshu’s lower floors 
as having been white with black windows (See appendix C1d, C2a). Further, Stephanoni describes the 
floors exteriors as “of the purest white” (See appendix C1c).

112 Appendix D-2a, AN line 15, 15a, 110, PAT line 117.

113 Appendix D-2a, AN line 26, PAT line 97. 



the basis for Okumura positing the Azuchi tenshu as one of two types of tenshu, a sōtōgata-

tenshu (層塔型天守, literally translated, “storied pagoda-type tenshu”). This tenshu typology 

is characterized as pyramidal with gradual ascending stories demarcated by surrounding 

hipped roofs. Tsuchiya, Furukawa, and all model-makers since have rejected this reading and, 

instead envisioned Azuchi tenshu as the second tenshu type: a bōrōgata-tenshu (望楼型天守, 

literally translated, “lookout tower-type tenshu”). A bōrōgata-tenshu is characterized by a 

belvedere or keep that is built in between a pair or pairs of gables and rises out from the 

connecting slanting roof. The keep can be either one or, as in the case at Azuchi, two stories. 

The bōrōgata-tenshu interpretation is appealing in that it can serve to clarify the absence of 

any other mention of gables in Gyūichi’s description. As a defining structural elements that 

gave character to both the interior and exterior, the fourth floor gables must have merited 

special attention and, thereby, earned a place in the tenshu description. In Tsuchiya and 

Furukawa’s models and all after them, the employment of gables beyond those on the north 

and south of the fourth floor is purely speculative. 

Although their models are inherently flawed, Tsuchiya and Furukawa’s attempts to make 

concrete sense of Gyūichi’s description of the Azuchi tenshu can nonetheless be considered as 

groundbreaking achievements. Even without the benefit of the 1939-1941 archeological survey 

or any knowledge of either Azuchi nikki and the Jesuit accounts, they were able to identify 

several key issues in Gyūichi’s description that, for better and worse, have largely carried over to 

present day. They outlined the basic questions of dimensions, proportionality, and pillars as well 

as those now firmly established details such the musha-bashiri corridors, exterior paintings, the 
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use of clapboard and plaster on the exterior, as well as the character of the bells and windows. 

Their models would remain the best available for two generations. Two postwar models, the 

1958 Ogawa Model and the 1962 Sakurai Model, would attempt to improve upon Tsuchiya and 

Furukawa’s efforts by considering the form of the irregular octagonal pedestal.114 Although they 

incorporated these new discoveries, these postwar models have almost entirely been forgotten as 

they merely revisit the issues raised by Tsuchiya and Furukawa and offer little new in the way of 

interpretation.

The Showa 35 (1960-65) & Showa 40 (1965-1970) Restorations

  As both a site and a topic of scholarly inquiry, Azuchi would receive little attention for 

almost two decades after the 1939-1941 survey.115 This would begin to change after a national 

grant was secured in 1960 for a five-year restoration effort on the Azuchi Castle Ruins. This 

restoration project would be the first of two five-year pushes to reinforce and reconstitute large 

sections of the outer enceinte. The results of these efforts continue to define much of the 

experience of visiting the site today. However, owing to the poor state that these areas were 

discovered in as well as a dearth of available information on their original form, the quality of 
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114 These models can be found mentioned in (Kido 1972) 104-106. Regarding the model by Kichinosuke 
Ogawa (小川吉之助), according to Kido it was created by Ogawa’s firm with close consultation with 
Shibuya Gorō (渋谷五郎). In my attempts to track down the former, I spoke by telephone with an 
individual at Ogawa Architecture and Engineers Inc. (小川建築設計事務所, formerly 小川吉之助建築事務
所). Although he had worked there for 40 years at the company, he had never heard of the model. He was 
kind enough to correspond with the Ogawa family and according to him, Kichinosuke’s son had no 
knowledge regarding the model. Concerning the latter, Sakurai Naruhiro’s 1962 model has proven equally 
difficult to track down. The generic title of the now-extinct periodical that it was published in has proven an 
insurmountable challenge both for myself as well as several librarians. Making the matter more 
complicated is that Sakurai produced an updated model in the 1980s. The two models are distinctly 
different. (Sakurai 1962a); (Sakurai 1962b); the later model can be found in: (Sakurai 1981)

115 Mt. Azuchi was designated a Special Historical Site (特別史跡) in 1952 and some minor restorations 
were performed on the honmaru in 1955.



these repairs is difficult to assess. Making matters worse, shoddy record keeping during the 

second wave of restorations makes it impossible to know where any alterations to the original 

ishigaki and enceinte borders might have been made. 

 The first wave of restoration efforts took place between 1960 and 1965 and was focused 

on the areas of and between the kuroganemon and the West koguchi (figure 2.23).116 Although 

Matsuoka and the Azuchi hokatsukai had done some basic cosmetic restorations on these 

locations, most of it remained untouched since Nobunaga’s day. The first area to receive 

attention was the kuroganemon ruin. Although the overall shape of this masugata gate remained 

intact, the tops of the ishigaki, as well as in some areas whole walls, had crumbled.117 Most of 

the many sides of the gate had to be reinforced and a few areas, most notably the outer northern 

side and outer northwestern corner, required a complete reconstruction. The ishigaki was restored 

only to a height equivalent to the most structurally stable section of walling. 

 The next area to receive attention was the outer western enceinte, the “L”-shaped corridor 

that links the kuroganemon to the Western koguchi. On this corridor’s northern flank, the 

collapsed debris of ishigaki from the adjacent and overseeing perch of the ninomaru was 

removed. As a result, the pathway was substantially widened and brought back to its presumed 
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116 The report on this restoration effort is: (Shiga-ken kyōiku iinkai jimukyoku bunkazai hogoka 1965) Kido 
provides a succinct summary of their efforts in (Kido 2003) pp. 79-82.

117 Kido, in his summary of the 1960-1965 restoration, states that the ishigaki of and around the 
kuroganemon was almost entirely rebuilt. Kido quotes liberally from the renovation report which gives a 
more precise breakdown of the state of the damage found, but it is not origin of this statement. As both 
descriptions are perniciously difficult to understand, insofar as it was possible, I performed comparisons 
of the ‘before’ pictures of the kuroganemon included in the renovation report with the actual site. Although 
the ‘before’ pictures are not comprehensive and provide very limited views, it appears that, at least the 
interior edges of the kuroganemon were practically unchanged. In short, despite Kido’s claims, the 
second threshold of kuroganemon leading into the area adjacent to the ninomaru was found in decent 
condition and appear as possibly unchanged from Azuchi’s heyday. For a lack of photographs as well as 
mention of degradation in the report, the other areas of the kuroganemon were likely rebuilt. (Kido 2003) 
80. (Shiga-ken kyōiku iinkai jimukyoku bunkazai hogoka 1965) p. 9, plates 11-22.



original state. On the southern flank of this corridor, the outer enceinte walling as well as a turret 

pedestal had to be reconstructed. Owing to the discovery of foundation stones adjacent to this 

pedestal, it has been identified as forming part of the so-called “second-gate,” a fixture discussed 

in the previous chapter as part of the New Year’s Day 1582 walkthrough of Azuchi included in 

The Chronicle of Lord Nobunaga. The final area to undergo renovation was the area immediately 

beyond this “second-gate” and up to a turret pedestal of the Western koguchi masugata gate. 

Overlooking the stairs leading from the outer enceinte and into the ninomaru, this pedestal and 

the threshold it towered over are thought to be the “third gate” mentioned in the New Year’s Day 

1582 episode of The Chronicle.

 The second wave of reconstruction efforts took place between 1965 and 1975 and 

continued from where the last wave left off. This team renovated the walling on the southern 

flank of the honmaru, the Southern koguchi, the sannomaru, the southern and eastern flanks of 

the honmaru annex, and finally the junction of the karamete-michi, Northern koguchi, and the 

kitchen-bailey. Unfortunately, no record of this team’s methodology or accounting of the actions 

taken during this renovation remain. Not only was no final report published, no “before photos” 

were taken and no survey map was created that might shed light on the work done during this 

project. It is assumed that the same standards employed by the 1960-1965 restorations were 

brought to bear in this second wave and that the integrity of the basic form of the Azuchi Castle 

Ruins was preserved. Doubts, however, linger particularly in regard the heights of these various 

ishigaki walls and will likely never be satisfactorily resolved.118
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118 (Kido 2003) p. 81.



Third Wave Reconstructive Models: The “Ikegami-Naitō Model” & Miyakami Model

 Indicative of their importance in the study of Azuchi, Naitō Akira and Miyakami 

Shigetaka’s tenshu models have already come up several times in this and in the previous 

chapters. Most scholars of pre-modern Japan have heard of their debate and, as outlined above, 

are aware that Naitō’s model is inherently flawed because of his over-reliance on the Tenshu 

sashizu. Few, however, possess more than a superficial understanding of their work as it is of a 

length and complexity that requires both a level of expertise and substantial effort to digest. 

Consequently, the actual character of both models is rarely, if ever, addressed in any depth. Since 

its publication and even despite Miyakami having thoroughly undercut its foundations, Naitō’s 

vision of the Azuchi tenshu came to dominate popular imagination and still receives 

disproportionate attention.119 While its reign has been eclipsed in recent years by the Satō Model, 

it still casts a long shadow and is invariably referenced in almost every discussion of Azuchi. In 

contrast, the Miyakami Model remains sorely under-appreciated.120 While its merit is typically 

noted, it is usually relegated to a second-tier status. Each of these models represents a standard 

that many rely upon as evidence and anchor for a wide variety of topics related to the Azuchi-
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119 Part of the staying power of the Naitō model is that it remains a prominent part of the tourist 
experience at Azuchi. A full scale reconstruction of the top two floors of Naitō’s model were constructed 
for the 1992 Seville World Fair and today they are housed in the Azuchi Archeological Museum. 
Regarding the Seville reconstruction see (Nihon Keizai Shinbunsha 1993). Moreover, an impressive 1/60 
scale version of Naitō’s model is housed in the Azuchi jōkaku shiryōkan (安土城郭資料館). 

120 The weak impact of Miyakami’s model is a consequence, in large part, of the quality of images that 
Miyakami offered in his initial publication. While Naitō offered elevation drawings and highly detailed floor 
plans, in his original publication Miyakami only offered several rough floor plans. In other words, Naitō’s 
visuals were not only substantially more developed, they better matched the popular image of Nobunaga 
as a revolutionary and grandiose figure. It would not be until 1992 that he would publish elevations and a 
cross section of his reconstructive model. In returning to this work, Miyakami largely followed his original 
1977 design, but added to stairs on the northern side of the first floor (Miyakami 1992b) See also 
(Miyakami 1994) Further, in this second attempt at re-imagining the Azuchi tenshu, he initially depicted 
the exterior of the top floor as golden, but only a few years later changed the color to blue with gold 
pillars. It is this final version which is the most often reproduced. (Miyakami 1995) 



Momoyama period.121 This includes the final chapter of this dissertation which is, in large part, 

premised on a key distinguishing feature of Miyakami’s model: a reduced-sized quadrilateral 

base. In broaching these topics here, it is my intent to make clear the fundamental shortcomings 

of both the Naitō Model as based on the Tenshu sashizu and illustrate the key distinguishing 

features of the Miyakami Model. While part of the goal here is to make it possible for others to 

reference the Naitō or Miyakami Models with greater confidence, the larger case will be made 

here that the Miyakami Model should be seen as a tentative end to the debates over 

reconstructive models. While it is imperfect and one must be careful when referencing its details, 

the Miyakami Model nonetheless represents a relatively stable pole by which all others models 

may be measured. 

 The Naitō Model (figure 2.24, see also appendix G) is essentially the product of a 

Herculean attempt to reconcile (1) the remains of the tenshu pedestal as defined by the 

1939-1941 archeological survey; (2) the variant tenshu descriptions brushed by Gyūichi in The 

Chronicle of Lord Nobunaga; and (3) the Tenshu sashizu. As discussed above, the main problem 

with this approach is that the Tenshu sashizu is not, as Naitō espouses, based on a lost original 

plan from the time of the Azuchi tenshu’s construction.122 It is, rather, a reconstructive model 

based on essentially the same primary sources on which Naitō relies. By looking to the Tenshu 

sashizu, Naitō was essentially working with a self-imposed and burdensome handicap. He would 

be successful in that he transformed the Tenshu sashizu into a fully realizable, functional model, 

  208

121 Naitō is mentioned in many, if not most discussions of the Azuchi-Momoyama period until 2000. To 
varying degrees it is used to illustrate larger points. See for instance (Ooms 1998), (Brown 1997).

122 (Naitō 2006) 159-160; (Miyagami March 1977) pp. 7-8.



but his end product is not the Azuchi tenshu. Rather, it is a refined, perfected version of Uhei’s 

work that might be better appreciated with a new moniker: the “Ikegami-Naitō Model.”

 The shortcomings of Naitō and Uhei’s approaches are easily understood if one looks only 

to the fundamentals of model-making introduced above in the discussion of the Tsuchiya and 

Furukawa models: dimensions, proportions, and pillars. First, there is the issue of Gyūichi’s 

prescription of 20 x 17 ken for the first floor of the tenshu. This discrepancy was likely only a 

minor hurdle for Uhei. This is due in large part to Uhei’s access to the Azuchi nikki version of the 

tenshu description. Unlike the later “Program of the Azuchi Tenshu,” this early variant does not 

specify the first floor as 20 x 17 ken. Rather, these dimensions are given as part of a section that 

describes the broader tenshu.123 In other words, it seems very likely that because Uhei was 

working with onsite measurements of the pedestal, he saw the problem inherent in the 

dimensions prescribed in the “Program of the Azuchi Tenshu.” Consequently, he made a decision 

to rely on the Azuchi nikki, at least on this point, as the superior description and was thus freed to 

assign the 20 x 17 ken specification elsewhere on the tenshu pedestal. Following, Uhei posits that 

the irregular octagonal area upon which the first floor sat was contained within a 17 ken² area. 

He locates the three ken shortfall within the path leading up to the southeast staircase. 

 While Uhei’s interpretation of the 20 x 17 ken dimensions is a sound interpretation that 

makes sense of limited information, his proposal is nevertheless marred by two issues. First, 

Uhei’s proposal adds the three ken to the east-west axis and not the prescribed north-south axis. 

While not of immediate consequence, this point is noteworthy in that even despite Uhei’s being 

liberated from normal constraints, Gyūichi’s prescription is still too restrictive and requires 
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123 See appendix D-2a AN line 109b-109c.



compromise. Second, although Uhei’s 17 ken² estimate is close to viable, the area he proposes is 

still slightly larger than the best estimates of the area on top of the tenshu pedestal.124 In his 

efforts to correct and account for these failings, Naitō offers little information.125 Concerning the 

former issue of switched orientation, Naitō offers no explanation. Instead, he backs up Uhei’s 

thesis by positing the gate discovered by the 1939-1941 survey at the base of the southeast stairs 

as the extending three ken structure.126 Regarding the latter issue, Naitō accounts for Uhei’s 

proposal of 17 ken² as larger than the area on top of the pedestal by rejecting the quality of the 

ishigaki restored by the 1939-1941 survey. He posits instead that there was a warped or curved 

incline (figure 2.25) on several sides.127 By employing this warped incline the area atop the 

pedestal is increased just enough to realize a harmony between Uhei’s dimensions and the 

pedestal’s dimensions. As Miyakami would point out, this interpretive trick is highly 

problematic. The technical ability to build a curve into the corners of ishigaki foundations was 

not developed until well after Azuchi’s heyday.128

 Directly related to the question of dimensions is the problem of aspect ratio. As detailed 

above, if the 20 x 17 x 16.5 ken dimensions prescribed by Gyūichi are employed, the result is 

two unusually high aspect ratios. In physical terms, these high ratios suggest a tenshu of 

  210

124 Miyakami demonstrates that if the Tenshu sashizu’s dimensions are applied, then there would roughly 
a half-ken projection of the tenshu’s first floor on the west and south sides. A similar overlaps exists in the 
Kumamoto Castle tenshu, but it has a rectangular foundation. (Miyakami March-April 1977) pp. 9-11.

125 Naitō exacerbates the problem of dimensions by positing that the horizontal unit ken should be defined 
as seven shaku (see footnote 97 above for further explanation). Consequently, the dimensions of 20 x 17 
ken become 140 shaku (42.42 m) by 119 shaku (36.05 m)—that is, the largest of conceivable definitions 
for these given dimensions and the most incongruous with the area upon the tenshu pedestal.(Naitō 
2006) pp. 213-218.

126 (Naitō 2006) pp. 141-142.

127 (Naitō 2006) pp. 209-213.

128 (Miyagami March 1977) p. 14.



unusually stout character that, unless it possesses mitigating design adaptations, will not conform 

to the standard image of tenshu. Uhei’s reduction of the size of the first floor from 20 x 17 ken to 

17 ken² helps to reduce the amount of redesign required, but it does not completely resolve this 

issue. The shortfall here is made starkly clear in table 2.2. Table 2.2 is an essentially a repeat of 

table 2.1, but includes the aspect ratio for the Uhei-Naitō Model as well as the aspect ratio for the 

Miyakami and Satō Models. Uhei’s proposed dimensions fall squarely within the range of 

pedestal base: tenshu height aspect ratios. In other words, the aspect ratio produced by Uhei’s 17 
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Table 2.2 - Aspect ratio ranges for tenshu first floor:tenshu height (blue text), tenshu pedestal base:tenshu 
height (black text) with third-fourth wave models



ken² prescription is consistent with descriptions of tenshu pedestal bases and not tenshu bases. 

Indeed, the only real difference between Uhei’s prescription of the tenshu base and Gyūichi’s 

faulty prescription is that the long side: height ratio is slightly less.129 Consequently, further 

design adaptations were required to make the Azuchi tenshu appear as consistent with the 

standard image of tenshu.  

 The solution that Uhei proposed and Naitō adapted to mitigate this problem is a series of 

structural projections on the east, west, and north sides of the first and second floor.130 In other 

words, Uhei and Naitō propose a disproportionately large first and second floor created by 

projecting structures that function as extensions of a core tower and serve to mitigate the visual 

impact of the dramatic difference in floor areas. These projections are readily visible in the 

southern and eastern elevations drafted by Naitō (figure 2.24) as well as within the southern and 

eastern faces of an artificial vertical model of the Tenshu sashizu (figure 2.26). On the east side is 

a two storied gateway that sits over the southeast entrance. On the west side is an extending, 

angled roof that covers the extended area of the first floor.131 On the north side is a two-storied 

storehouse.132 These extensions create an area that correspond with Uhei’s 17 ken² prescription 

for the first floor and hide the substantial drop in area size from the first to third floors.
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129 Further discrepancy is a product of Naitō’s interpretation of the unit ken. See footnotes 97, 125.

130 It is unlikely that Uhei ever saw of this conundrum as a problem of aspect ratios. His interpretation was 
likely informed by a close related question: how does one account for the steep drop over 6 floors from a 
17 ken² base to the prescribed 3 ken² top floor?

131 Satō critiques this roof as one of the failing of Naitō’s design. He argues that it would be inconsistent 
with a Master CarpenterMaster Carpenter’s use of proportions. In other words, the slant of the roof was 
not something achievable given the methodology of measuring eaves to posts employed during the 
Tenshō period. (Satō 9/2005) 

132 See appendix E for explanations of these elements.



 The final fundamental of Azuchi tenshu model-making that requires address is the issue 

of pillar numbers. As noted above, the pillar counts offered in Gyūichi’s description are high if 

one considers only those rooms Gyūichi explicitly mentions. They are, however, low for the area 

of 20 x 17 ken. Likewise again, Uhei’s smaller 17 ken² prescription helps to mitigate the 

discrepancy.133 However, the unique, complex character of the projecting structures noted above 

undercuts any equilibrium achieved. Uhei thus proposes two additional solutions: a musha-

bashiri and an empty center. Like Tsuchiya and Furukawa, Uhei, and in turn Naitō incorporate 

musha-bashiri in their design. Unlike Tsuchiya and Furukawa who both incorporate a two-bay 

wide encircling corridor on multiple floors, Uhei and Naitō’s musha-bashiri are only one-bay 

wide and run inconsistently on only three sides of the first and second floors. These corridors add 

needed pillars to the count, but do not add enough additional area to meet Gyūichi’s adapted 

specifications. Uhei’s second design adaptation makes up for this shortfall. Situated in the center 

of each of Uhei’s floor plans from the basement floor up to the third floor are large empty spaces. 

These “rooms” are not specified in any of Gyūichi’s descriptions. They serve, nonetheless, to 

solve the problem of pillar count. They expand the area of the floor as required, but as open 

spaces, they do not add excess numbers to the pillar count. 

 Although Uhei leaves very few notes regarding the function or purpose of these spaces, 

Naitō would conclude that they constituted the parts of a structural element unprecedented and 
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133 Gyūichi mentions 204,146, and 93 pillars for the first to third floors respectively (See appendix D-2a, 
AN line 108, PAT lines 8, 70, 95). Tenshu sashizu contains 202, 147, and 88 pillars respectively. The 
closeness of these numbers is problematic, but not unexplainable. Naitō’s accounting for these 
discrepancies varies per level and some are more compelling than others. His strongest argument is that 
the subtractions and additions are merely the product of copying mistakes. Naitō points to a couple of 
suspect areas: blank spots with respective pillars above and below. The absence of a pillar in these spots 
is conspicuous as it is structurally unsound. See appendix E for specific examples. Given the small size of 
the discrepancy and the existence of cases of the unusual removal or addition of pillars, it is fair to 
conclude that human error is most likely cause. (Naitō 2006) p. 148-150.



unseen in the history of East Asian timber-frame architecture: a multistoried atrium contained 

within a larger multistoried tower (figure 2.27). This atrium had two additional unique features 

both inspired by Uhei. At the atrium’s base sat a treasure pagoda and projecting out and over this 

atrium from the second floor was a stage for the performance of Noh theater.134 Naitō’s 

interpretation of this central space is not entirely arbitrary, but based on some, albeit dubious, 

outside grounds. First is the apparent correspondence between Uhei’s design and the 1939-1941 

archeological survey’s findings. As argued above, it is almost certain that Uhei had firsthand 

knowledge of the tenshu pedestal and was likely aware of the absence of the central foundation 

stone. This awareness likely inspired the illustration of the treasure pagoda within the basement 

floor as well as his model’s twin heart-pillar design. The 1939-1941 archeological survey, in turn, 

reconfirmed the absence of the central foundation stone. Their added, mistaken conclusion that it 

was “unthinkable” that there could have been a single in-ground heart pillar originally positioned 

in this central spot, for Naitō served to corroborate Uhei’s solution to the problem of pillar 

numbers.135 Naitō further padded his interpretation by exploiting the popular image of Nobunaga 

and positing that the atrium was inspired by Jesuits’ descriptions of European cathedrals. This 

interpretation took advantage of and reaffirmed the widely held perception of Nobunaga as a 

Europhile.136 Naitō’s atrium is, however, almost certainly a fiction. His take is merely a 
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134 These aspects of the atrium design are criticized by Miyakami. The act of dancing on the Noh stage on 
top of sacred relics, he argues, would have been blasphemous. (Miyagami March 1977) p. 12.

135 Naitō also cites as key evidence for the existence of the treasure pagoda the discovery of the burn 
layer and pottery shards in the earth where the foundation stone should have been (Naitō 2006).

136 For his broader analysis on the implications of a Western-inspired atrium see (Naitō 2006) 288-298. 
Nobunaga’s early adoption of firearms within his armies, his generosity and fascination with the Jesuits 
(significantly, as told by the Jesuits), and scattered mentions of Nobunaga’s exotic tastes in The Chronicle  
appear to be the basis for his popular image as a passionate enthusiast of all things Western. The extent 
to which he was more or less interested in the European visitors than his contemporaries is understudied. 
In modern popular culture, this image of Nobunaga as a Europhile is regularly made manifest in his 
flamboyant wardrobe choices. Naitō interpretation of Uhei’s work falls along these lines.



reinterpretation of an effective, but vaguely articulated solution to the simple problem of 

reconciling area and pillar number specifications.137 

 While there are many more points that can be singled out and evaluated in both Uhei’s 

designs and Naitō’s reinterpretations, these issues are ultimately of little consequence compared 

to the core failure of both Uhei and Naitō to recognize Gyūichi’s dimension specifications as 

inherently problematic. Despite Uhei’s apparent awareness of the issues posed by the 20 x 17 ken 

prescription, he was reluctant to stray too far from them and, as shown above, his model and 

Naitō’s are burden by a set of largely unnecessary, snowballing problems. Without straying from 

these dimensions, both Uhei and Naitō were compelled to employ clever design tricks and make 

major concessions to compensate for an unusual aspect ratio and balance the individual floors’ 

areas and their pillar numbers. The design adaptations ultimately bring their models farther and 

farther away from a relative norm and more into the realm of the fantastical.

 Naitō’s end product does not realize his aspired goals, but his efforts are nevertheless of 

great consequence as they paved the way for Miyakami to be able to break away from the 

conundrums forced by Gyūichi’s mistakes. By rejecting the Tenshu sashizu as a primary source, 

Miyakami shifted the focus onto the difference between tenshu descriptions and, indirectly, on a 

new question: how should one understand the additions, subtractions, and alterations that 

Gyūichi made when transcribing and transforming the earlier Azuchi nikki into the later 

“Program of the Azuchi Tenshu?” To be sure, Miyakami does not so much ask this question as he 

implies it in his answer. He posits that the Azuchi nikki is the superior text and that its 
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137 Miyakami’s article lists cultural and design reasons that the atrium is an impossibility. The most 
persuasive evidence against Naitō is, however, the simple fact that the atrium is never mentioned or even 
vaguely alluded to in any primary source. Given its revolutionary nature and Nobunaga’s proclivity to 
show off Azuchi, that it is not mentioned is simply unthinkable. (Miyakami March 1977). 



specifications should be favored over all other sources including the “Program of the Azuchi 

Tenshu.” Miyakami bases this claim first on the fact that Azuchi nikki is the earliest version of the 

description. As such, he saw it as the least corrupted and, as noted in the previous chapter, closest 

to the original version presumed to be written by Sadakatsu and commissioned by Nobunaga. 

Second and, more importantly, Miyakami cites several clear errors in the “Program of the Azuchi 

Tenshu” that reveal it to be suspect.138 One of these errors has already been explained at length: 

the 20 x 17 ken dimensions. As already noted above, this specification is included in Azuchi nikki 

as part of a section that details the broader form of the tenshu and, in this context, can be 

interpreted as accurately describing the outline of the base of the tenshu pedestal. As it is 

presented in the “Program of the Azuchi Tenshu” as part of the description of the first floor, it is 

an impossible fiction that requires excessive qualification to transform it into a viable design. By 

emphasizing the superiority of Azuchi nikki, Miyakami did away with the myriad of problems 

that came with the 20 x 17 ken specification. The rejection of this tenet is part of the reason that 

the Miyakami Model is already distinctly superior to it predecessors. His approach to finding a 

new set of dimensions for the first floor is another reason.

 To find a new area for the first floor, Miyakami turned to the immediate post-Azuchi 

examples of tenshu.139 In them, he discovered a clear consistency between tenshu size and rank. 

The first floor of each of Hideyoshi’s tenshu—Osaka, Hizen Nagoya (肥前名古屋城), and 

Fushimi (伏見城)—were 12 by 11 ken. The one exception is the tenshu of Jurakutei (聚楽第) 

which measured 9 by 10 ken. Miyakami argues convincingly, however, that Jurakutei merits 

special consideration as it was designed with the express purpose of hosting an Imperial 
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138 See appendix D-2b for further examples.

139 The sizes of each of the structures listed here comes from Miyakami. (Miyakami April 1977) pp. 6-7.



Progression (gyōkō 行幸) in mind. It can be assumed that the Jurakutei tenshu was not 

constructed to the same scale as Hideyoshi’s other primary castles as a show of deference to the 

Emperor. In contrast to Hideyoshi’s tenshu, the tenshu of his lieutenants, such as those at Yodo 

Castle (淀城) and Yamato Kōriyama Castle (大和郡山城) were consistently 7 by 8 ken. In other 

words, Hideyoshi appears to have followed a consistent standard for building tenshu. His were 

typically 12 by 11 ken and those immediately under his command were 7 by 8 ken. Accordingly 

and given both Azuchi and Nobunaga’s importance as Hideyoshi’s predecessor, Miyakami 

concluded that it established the standard. In other words, the Azuchi tenshu was quadrilateral 

and 12 by 11 ken. Its example was copied by Hideyoshi. Miyakami further posited that the 

remaining area on top of the tenshu pedestal was used as an outdoor musha-bashiri.140

 Miyakami’s quadrilateral-first floor thesis is persuasive for several reasons. First and as 

he points out, it suggests a regular progression of increasingly larger-sized buildings as a means 

to display status. The Ashikaga Shogunal mansions were generally 6 by 7 ken.141 Nobunaga 

almost doubled this size with the construction of the Azuchi tenshu and, in that alone, made a 

bold proclamation of his ascension over his predecessors. In other words, in its own time the 

Azuchi tenshu would have been large enough at 12 by 11 ken to make an unequivocal, bold 

statement regarding Nobunaga’s stature. Second and not offered in his discussion is that the 12 

by 11 ken fits with the political and cultural dynamics of the age. It is only if one assumes 

Miyakami to be correct that the size of Hideyoshi’s tenshu make any sense. In terms of the scale 
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140 Miyakami mistakenly assumes the embankment rebuilt by the 1939-1941 archeological survey on the 
west side of the tenshu pedestal was original to the site and incorporates it as part of his model. 
Nevertheless, while the exact nature of the musha-bashira that Miyakami proposes may be wrong, the 
general thesis that a musha-bashira existed is unaffected. (Kido 2003) p. 71.

141 (Miyakami April 1977) p. 7.



and lavishness of his architectural endeavors, Hideyoshi would exceed Nobunaga in almost all 

areas. Yet, if the Azuchi tenshu in fact covered the whole of the irregular octagonal pedestal’s 

peak, it would have surpassed in size all of Hideyoshi’s tenshu. Given his record of outdoing 

Nobunaga, the proposition that Hideyoshi consistently commissioned tenshu of a diminished 

scale compared to Nobunaga is difficult to imagine. On the other hand, the idea that Hideyoshi 

would have constructed tenshu of equal size to that of his predecessor is consistent with the 

political dynamic he inhabited. As discussed above, Hideyoshi’s claim as Nobunaga’s successor 

hinged in no small part on his ability to portray himself as more filial, and thereby more 

righteous an heir than Nobunaga’s surviving sons. His faithful subscription to an architectural 

example laid down by his predecessor, specifically the size of his primary residence, essentially 

served to strengthen this claim to being a legitimate successor. While Hideyoshi could have 

eventually abandoned such a precedent by the time Fushimi Castle was constructed in 1592, the 

fact that he did not speaks to its importance as an established standard.

 Although slightly tangential to the matter of understanding the Miyakami Model, the 

counterexample of Hideyoshi’s successors in the Tokugawa is worth raising here as it both 

reveals the effect political wrangling could have on tenshu size and, furthermore, may explain 

the basis for Gyūichi’s oversized prescription. In the early years of the seventeenth century, the 

Tokugawa were locked in a delicate power struggle with Hideyoshi’s heir Toyotomi Hidetada (豊

臣秀頼, 1593-1615). Within this context, the Tokugawa’s need was not, like Hideyoshi after 

Nobunaga’s death, to show deference to precedent, but rather to make an active case for their 

superiority over precedent. The Edo Castle tenshu (江戸城天守) constructed in 1607 and 
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equipped with a 16 by 18 ken first floor was, in part, a product of this dynamic.142 As a structure 

of a far larger scale than any of Hideyoshi’s castles and, indeed, the largest tenshu ever 

constructed, it was a loud, unanswerable proclamation of the Tokugawa’s hegemonic position. 

The Edo Castle tenshu is also significant in that the dimensions of its first floor are shy of those 

given by Gyūichi. It bears recalling that Gyūichi’s final drafts of The Chronicle were produced 

exactly contemporaneous to the construction of Edo Castle and a larger castle boom caused by 

the Tokugawa-Toyotomi tensions. Many of the castles from this era that remain are larger or 

broach the scale of Hideyoshi’s tenshu. For example, the Himeji Castle tenshu (1608) is 14 x 10 

ken; the Kumamoto Castle tenshu (1607) is 13 x 11 ken; and the Hikone Castle tenshu (1603) is 

11 x 7 ken. Precisely because of Nobunaga’s larger-than-life stature, it is easy to understand how 

Gyūichi and generations after him may have re-imagined the Azuchi tenshu’s dimensions so that 

it might surpass those castles subordinate to the Tokugawa and rival the grandest of all tenshu in 

Edo. Nobunaga’s historical importance remained such that it was only befitting that his castle 

rivaled the contemporary standards for tenshu size and not fall short of the status quo.

 A third point that supports Miyakami’s argument that the Azuchi tenshu’s first floor was 

12 by 11 ken and quadrilateral is that, at the time of Azuchi’s construction, ishigaki was still a 

nascent technology. Worth recalling here is the accident described in The Chronicle on New 

Year’s Day 1582 in which the size of the crowds caused the ishigaki walling to collapse on the 

periphery of Sōkenji.143 This anecdote is highly significant in that it reveals that the ishigaki 

work at Azuchi was not of a perfected quality. In fairness to the masons responsible, Azuchi was 

of a scale never before tried and as such, a fair degree of it was inherently experimental in 
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142 For more on Edo Castle see: (Hirai 2005), (Tokyo-to Edo Tokyo Hakubutsukan 2007).

143 See appendix D-1e.



nature.144 Given the degree to which the masons and Master Carpenters responsible were already 

stretched to the limit by constructing the tenshu pedestal and tenshu, it is easy to imagine that 

they did not wish to test every limit. In practical terms, this reluctance translates to it being more 

likely, as Miyakami posits, that the Azuchi tenshu resembled Hideyoshi’s Osaka Castle tenshu—

that is, a tenshu with a large, but not gargantuan rectangular first floor surrounded by a musha-

bashiri—than an anomaly like the often cited model for Azuchi tenshu reconstructions, the 

Okayama Castle tenshu. The Okayama tenshu is the only example of a large tenshu with an 

irregular polygonal shaped pedestal and first floor and, as such, both Naitō and Satō rely on it as 

a referent for their model’s atypical first floor shape.145 The Okayama tenshu was, however, 

constructed in 1597. This is to say, it was realized twenty years after Azuchi and after a 

generation of masons and Master Carpenters had had ample time to refine their skill and 

techniques. The possibility cannot be entirely ruled out that the Azuchi tenshu was of a similar 

character, but it is nonetheless difficult to imagine for two reasons. First, it seems unlikely that 

these artisans lacked either the confidence to build and experience required to realize such a 

pedestal and tenshu combination existed thirty years earlier. Second, that such a tenshu was 

created and then, for no apparent reason, never repeated until Okayama, is difficult to explain.

 Besides making sense in political and practical terms, the 12 x 11 ken dimensions also 

create an aspect ratio that comfortably fits within the norm. The height of 16.5 ken is clearly 
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144 Notably, the 1989-2009 archeological survey found that unlike other examples of tenshu foundations 
from the Oda-Toyotomi era, no gravel was placed under the foundation stones of the tenshu at Azuchi. 
This suggests that at the time of Azuchi’s construction something new or different was being attempted. 
(Kido 2003) p. 98.  

145 Satō also references the Hiroshima Castle tenshu and the Kumamoto Castle tenshu, but both had and 
have, respectively, a core quadrilateral first floor. (Satō 8/2004)



listed in Azuchi nikki, and accordingly, Miyakami assumes it to be a reliable figure.146 However, 

unlike other model-makers, he reads this height in context with the larger description. As it is 

included within a section that describes the basement, Miyakami includes the basement within 

this height. In contrast, all other model-makers read the height as starting from the first floor. 

Owing to this different reading, the Miyakami model is comparatively shorter than other models, 

but as is made evident in table 2.2, his interpretation allows for his model to be situated well 

within the normal range of aspect ratios for the tenshu first floors.

 Miyakami’s strict adherence to the Azuchi nikki description is not, however, absolute. 

Miyakami’s interpretation of the final foundational metric for tenshu remodeling, pillar numbers, 

reveals some of the limits of his approach. Both variant descriptions mention 204 pillars, but the 

context in which this detail is presented in the two texts points to two entirely different readings. 

In Azuchi nikki, the mention of the 204 pillars appears at the end of the description, after the 

conjunctive adverb “ijō” (以上 “thus”) and is the first of several lines which describe the whole 

of the tenshu. In contrast, in “The Program of the Azuchi Tenshu” the mention of 204 pillars is 

unambiguously situated within the description of the first floor. Miyakami, in line with his 

greater thesis, rejects the latter. He concludes instead, that because the mention of the 204 pillars 

in Azuchi nikki is positioned after a term that suggests the beginning of concluding remarks, that 

the 204 pillars referred to the number of pillars in total. However because of the size of the 

tenshu he proposes as well as the specifications of room numbers and sizes given by Gyūichi, 

Miyakami is ultimately unable to make his model conform to this prescription and model 
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146 See appendix D-2a AN line 109a, 7.



exceeds the 204 number. He ultimately posits an arbitrary number of pillars.147 It additionally 

bears mention that only the “Program of the Azuchi Tenshu” also includes pillar numbers for the 

second and third floors. Miyakami dismisses these additional details as having been baselessly 

fabricated by Gyūichi. He explains them away as arbitrarily and included only to complement 

the mention of the 204 pillars and create a symmetry in the individual floor descriptions.

 Miyakami’s adherence to Azuchi nikki also wavers in regards to the exterior appearance 

of the tenshu (figure 2.28). This straying is in large part a consequence of the simple fact that 

Gyūichi’s description of the exterior in both variant texts falls far short of providing a complete 

re-imagining. As a consequence, Miyakami employs several details and interpretations posited 

by his predecessors. Like Tsuchiya, Furukawa, as well as Naitō, the exterior of each of the lower 

floors is covered with shitami-itabari and white plaster. Straying from Naitō, Miyakami agrees 

with Tsuchiya and Furukawa’s interpretation that the fifth floor has shachihako and dragons 

painted on exterior boards. Further in agreement with Tsuchiya and Furukawa, Miyakami 

replicates the placement of gables according to the depiction of Osaka Castle in the Osaka 

Summer Campaign Screens (see figure 2.22). Miyakami diverges from these forebears by adding 

cusped dormer gables to the north and south of the fourth floor roof. These added decorations 

serve to complement the “step-huts.”148 Regarding fixtures, windows and bells are mentioned in 

Azuchi nikki, but their numbers only appear in “The Program of the Azuchi Tenshu.” Despite his 

  222

147 Miyakami not providing and explanation regarding this point is striking especially given that he is quite 
explicit about the number 204 being a total. However, it does not appear to have been noticed by other 
scholars or model-makers. To be certain of this discrepancy, I was careful to count the pillars numbers in 
both versions of the Miyakami model and attempted to rethink the pillar numbers, such subtracting added 
pillars in his later version or not count those on the periphery like Tsuchiya does in his model. This was to 
no avail. No clear way to make Miyakami’s model conform to the 204 total is apparent. The related 
section on pillar numbers can be found in (Miyakami April 1977) p. 7. Also discussed in (Satō Feb 2007) 
p. 3.

148 See appendix D-2a, AN line 28, PAT line 99.



reservations about the source, Miyakami nonetheless employs the prescribed numbers: sixty 

windows are placed within the first three floors and twelve bells are placed on each of the 

corners of the top two floors.149 

 Miyakami also adds two notable new details to the decorative program of the tenshu’s 

two-story keep: a red-yellow tiled (sekiōshoku-gawara 赤黄色瓦) roof and a blue “level” within 

the exterior.150 Miyakami does not fully qualify either of these detail in his writings on Azuchi, 

but the basis for their inclusion is readily discernible by way of the primary sources. The basis 

for incorporating the red-yellow tiles—alternatively called either red (sekishoku-gawara 赤色瓦) 

or yellow tiles (ōshoku-gawara 黄色瓦) but closer in hue to an orange or orange-brown color 

(figure 2.29)—derives from both the archeological and primary record.151 Fragments of red-

yellow tiles were originally discovered within the honmaru during the 1939-1941 survey.152 As 

these tiles were disembodied and fragmented during the fire that destroyed the tenshu and 

ensuing centuries of neglect, their original positions remain impossible to determine. 

Nevertheless, their material character alone points to their use on the top-story of the tenshu. 

Red-yellow tiles are only rarely used in the Japanese context, but are comparatively common in 
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149 Appendix D-2a, AN line 15, 15a, 110, PAT line 117; PAT line 116.

150 These details appear only in Miyakami’s revisits to the tenshu reconstructive model in the 1990s.
(Miyakami 1992b), (Miyakami 1994), (Miyakami 1995).

151 The tiles’ color have changed over the years as they have been exposed to the elements. (Akita 
1990). That the tiles were originally red-yellow and not made so by the tenshu fire or centuries of natural 
exposure is known from their cores. If these external forces had caused the change to the surface color of 
the tiles, then the cores of these ceramic fragments would be of a different color. The fragments are red-
yellow both on and within. (Miyakami 1994).

152 Akita noticed them earlier than Miyakami and was one of the first to discuss them in any detail (Akita 
1990) pp. 96-97.



Chinese architecture as they are employed as symbols of the Imperial court.153 Given this 

association as well as the fact that the larger decorative program of the keep was rife with 

continental themes including Imperial symbols such as dragons, the top of the keep represents 

the appealing, if not the only clear candidate suited to host this lofty brand of tile.154 This 

interpretation is persuasive in no small part because it appears to resonates with two tantalizing 

passages in the primary record. The first is included in Gyūichi’s tenshu descriptions. All variant 

descriptions note that, “roof tiles of a Chinese style were commissioned from a Chinese [named] 

Ikkan.”155 Much debate surrounds this mysterious figure and what exactly is meant by “Chinese-

styled” tiles.156 It is clear only that Ikkan and his tiles were of some importance as they are 

mentioned not only in the tenshu description, but in another part of The Chronicle.157 If Ikkan’s 

work had been placed on top of the highest and the most privileged position on the tenshu, these 

mentions can be seen as well deserved. Moreover, the explicit naming of Ikkan’s nationality and 

the distinct character of his tiles may be seen as part of a broader effort to infuse them with 

meaning. They are mentioned not to highlight Ikkan’s exotic background and craft, but, rather, to 
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153 The quintessential example of this association is the Forbidden City Palace in Beijing. Notably, the tiles 
discovered at Azuchi are not glazed like those of the Forbidden City. 

154 Dragons are mentioned in Gyūichi, see appendix D-2a, AN line 13a, PAT line 113. Miyakami also 
notes shachihoko as Imperial symbol, but this reading is problematic. While dragons are well-known 
symbols of the Chinese Imperial Throne and shachihoko represent a type of dragon, Miyakami’s 
supposition that they are an Imperial symbol is incorrect. Regarding shachihoko see: (Matsushita 2000), 
(Kido 5/2008). 

155 The wording of this passage regarding Ikkan is different in the two main variants. See appendix D-2a 
AN line 120, PAT line 125.

156 For interpretations and summaries of the debates on Ikkan see (Nakamura 2002); Taniguchi offers an 
intriguing interpretation that Ikkan sculpted Azuchi’s shachihoko finials (Taniguchi 5/2003).

157 While other tile makers and artisans are named in the tenshu description, Ikkan is only one of two who 
are mentioned more than once and his contribution specifically named (i.e. that he produced “Chinese-
styled tiles”). The only other individual who earns this distinction is Eitoku for his work painting the 
interiors of the castle. See appendix D-1a; for Eitoku see appendix D-2a AN line 16, PAT line 16. Also 
appendix D-1b, e.



ensure the continental associations of status and red-yellow tiles be carried over to Azuchi and 

Nobunaga. The second passage that appears to support the reading of a red-yellow tile roof can 

be found in Nanka Genkō’s Azuchiyama-ki. In the closing poem, the following line appears, 

“Turquoise tiles and vermillion roofs sparkle next to the sun.”158 The key word in this line is 

“roofs,” a purposefully vague translation of the Chinese character iraka (甍). In modern 

Japanese, this character possesses the exclusive meaning of “tile.” However, in classical 

Japanese and Chinese, it can translate to either “tiles,” “ridge,” or “rafters supporting roof tiles.” 

In other words, the character may be referring to either the vermillion rafters of the fifth floor, to 

a type of tile distinct from the other “turquoise” tiles (i.e. the blue tiles mentioned by the Jesuits). 

Nanka may have even relied on the potential ambiguity of this character so that both fixtures 

were acknowledged. The key point here is that there exists a possible corroboration of 

Miyakami’s reading in this passage that cannot be fully refuted.

 Miyakami’s other original design choice to decorate the keep, or more specifically the 

boards surrounding the octagonal base of the fifth floor, in blue is likewise rooted in inference. 

The foundation for this detail derives primarily from the Jesuit record. In three Jesuit accounts it 

is obliquely stated that the exterior of the tenshu was composed of white, black, red, and blue 
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158 See appendix B for full translation and annotations. This line is, notably, an allusion to a poem by Du 
Fu: “The Song of the Tower of the Duke of Yue.” This allusion is, like many in Azuchiyama-ki, meant to 
draw parallels between great works of architecture in China with those at Azuchi. Given that the poem 
describes a tower on a hill and, for lack of context clues, could very well be mistaken as describing the 
Azuchi tenshu, it seems likely that this detail resonated with the image projected by the tenshu. In other 
words, that it is a quote should not affect Nanka’s understanding of the characters individual meanings 
and they can be seen as exact.
$ See also appendix C-1a, footnote 5. Organtino singles out the top roof as distinct from the other roofs. 
His word choice is unfortunately opaque to an extreme and consequently it is difficult to make any hard 
conclusions. Hence the omission of this detail in the main text.



floors.159 As established above, the white and black floors were almost certainly a combination of 

shitami-itabari and white plaster located in the lower register of the tenshu. Thanks to Gyūichi’s 

tenshu descriptions, it is further clear that the “red floor,” likely not entirely red but a 

combination of white and red trim, was the fifth (octagonal) floor.160 The basis for Miyakami 

supposing the “blue floor” to have been part of the keep can been seen as rooted in two reasons. 

First, in each of the Jesuit descriptions, the descriptor “blue” appears just before a mention of the 

keep. As the text is ambiguously phrased, this juxtaposition can be read as consequential—that 

is, “blue” is listed before the keep because it doesn’t merely describe a “floor,” it describes part 

of that floor. Second, Miyakami posits that the use of blue within the palette of the keep is 

consistent with the Chinese Imperial themes referenced above. The mentions of blue as well as 

the mentions of dragons in Gyūichi, Miyakami sees as echoing the Chinese Imperial-sponsored 

“Nine Dragon Walls,” (九龍壁) examples of which can be found in Beijing in Beihai Park and 

the Forbidden City as well as in Datong (figure 2.30).161 
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159 Stephanoni: “The walls on the outside are of the purest white, except that from the last floor towards 
above, they are all painted in gold, and blue, that with the reverberation of the sun creates an amazing 
brilliance, the roof tiles are as large as the ones in Portugal, but of such craft that who sees them from the 
outside they appear to be roses or fully gilded flowers.” Italics added for emphasis. See appendix C-1c for 
full translation. 
$ Coelho: “on the outside it has each floor painted with diverse colors, some in white with their windows 
varnished in black as it is used in Japan, which is a very fresh and pleasurable thing, others in red, and 
blue, and the highest of them all is gilded, and so this tower as all the other houses are covered with a 
blue tile.” Italics added for emphasis.” See appendix C-1d for full translation.
$ Fróis: “for the outside, each of the floors is painted in various colors, some in white with lacquered 
windows or black varnish, as used in Japan, that seems extremely beautiful; others in red, others in blue, 
and the one on top of them all is entirely gilded. And so this tenshu as well as all the other houses are 
covered with roof tiles, which are stronger and more beautiful than the ones we know in Europe, and 
appear to be of blue color.” Italics added for emphasis. See appendix C-1f for full translation. As 
discussed in chapter 1, Fróis’s account is largely copied from Coelho.

160 As is confirmed in the tenshu descriptions. See appendix D-2a AN line 17, PAT line 100.

161 (Miyakami 1992b) p. 171.



 While the case for a red-yellow tile roof is difficult to fully refute, Miyakami’s 

proposition of a blue base to the keep is dubious for two reasons. First, there exists no analogous 

example of a building with a blue and gold trim exterior in premodern Japanese architecture. 

Second, a much simpler, alternative reading of the Jesuit accounts is readily available. I contend 

that the “blue floor” hinted at by the Jesuits is not a true floor, but instead a layer of the tenshu—

specifically, the surrounding eaves that delineate floors. Examples of these types of eaves can be 

found in the Osaka Summer Campaign Screens (figure 2.22).162 Capping each of the floors of the 

Osaka tenshu, they both surround the structure and serve as a base for the tenshu’s various 

gables. In the specific case of the Osaka tenshu, only the bottom surrounding eaves are blue. The 

other, higher levels are all grey. It is unclear if Azuchi possessed a similar variation in tile colors, 

but at the very least both the archeological record and the primary record confirm that a shade of 

blue was amongst the palette. Coelho and Fróis both explicitly mention that the tenshu as well as 

“all the other houses are covered with a blue tile, the strongest it seems to me, that is used in the 

world.”163 Further and as just noted above, Nanka Genkō’s Azuchiyama-ki the presence of blue 

tiles as part of the exterior decoration of the tenshu is hinted in the closing poem.164 On top of all 

this, the lacquered tiles that have been unearthed at Azuchi are of a grey-blue color (figure 2.31). 

In sum, by simply rethinking the definition of “floor” as “level,” the Jesuit mentions of blue can 
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162 Another example is the tenshu depicted in the Mitsui Bunkō Jurakutei screens. In this case, the layers 
are white plaster and blue tiles. While the Osaka castle tenshu tiles are gray (the peripheral buildings are 
blue), the Jurakutei tenshu’s tiles are depicted as a brilliant blue. Curiously, most reproductions of the 
Jurakutei screens fail to reproduce the vibrancy of this color and it typically appears as dull and grey. A 
slightly superior reproduction can be found in (Tokubetsu ten 'henkaku no toki Momoyama' jikkō iinkai, 
Nagoya-shi hakubutsukan, and Chūnichi shinbunsha 2010) pp. 50-61.

163 See appendix C-1d, e.

164 “Turquoise tiles and vermillion rafters sparkle next to the sun.” This line is, notably, a clear allusion to a 
poem by Du Fu. See appendix B for full translation and annotations.



be seen describing the tiles and, in turn, are more consistent with other examples of tenshu, the 

archeological record, and even the Jesuit’s own accounts.165   

 Whether blue was used in the palette of the keep is ultimately a minor issue. However, 

the existence of this sort of small-bore debate is worth notice as it reveals both the impact of the 

Miyakami Model as well as its limitations. This singling out of a detail and analyzing it at length 

for its merits and flaws is representative of the frontier that Miyakami’s work has engendered. As 

he defined the frame for developing a reconstructive model—that is, the question of how to 

understand the differences and discrepancies between Gyūichi’s variant tenshu descriptions—

Miyakami became the first to explore and confront the limits of the primary sources. As such, his 

reading of individual lines of the tenshu descriptions and his extrapolations beyond the text, as is 

the case with the use of blue, have become poles by which all other models may be assessed.

 This suggestion that the Miyakami Model be appreciated as a standard not only derives 

from the fact that it pioneered the perimeters of debate. As discussed above, Miyakami’s 

dismissal of Gyūichi’s 20 x 17 ken prescription represents a critical break from a mistaken and 

unworkable specification. Not yet mentioned, however, is the fact that this break also represents 

an important leap away from an overarching assumption that Azuchi match the larger-than-life 

popular perception of Nobunaga. Significantly, this is one of the key distinctions between the 

Naitō and Miyakami Models and is part of the reason the Naitō Model still continues to receive 

consideration. Naitō’s model conforms to modern expectations that Nobunaga’s home match the 

self-indulgent, bold, and eccentric image of Nobunaga presented in popular media as well as in 

historical accounts such as The Chronicle. As noted above, Naitō’s positing of the atrium is one 
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165 Another way to look at the issue of the ‘blue level’ is that, depending on the lighting, the blue of the 
tiles reflected onto the white sections of the tenshu. This effect is visible to a minimal degree in figure 5.1.



such example of this as it is simultaneously rooted in and serves as proof of Nobunaga being a 

Europhile. In contrast, the smaller scale of the Miyakami Model is humble and can be seen by 

modern eyes as undermining or even contradicting this popular perception. As such, for authors, 

directors of film and television, and even historians, the Miyakami Model has been avoided as it 

is not a useful tool for quickly conveying, compounding, or contextualizing Nobunaga’s 

character or lofty importance in a given narrative setting or within the broader scope of history. 

Although it is not a useful backdrop for these purposes, Miyakami’s tenshu is nonetheless more 

consistent with the historical record and, more significantly, it has opened the door for others to 

be able to further curb this conflation of man, building, and myth. 

 Yet as the problems surrounding the use of blue on the keep highlight, the Miyakami 

Model is not perfect. One of the major reasons that Miyakami sees meaning in the opaque 

mentions of blue in the Jesuit accounts is that it fits with his understanding of Nobunaga as 

enamored with and intent on exploiting continental themes. While I agree with this thesis, that it 

informs Miyakami’s design choices is problematic as it is rooted more in an analysis of his 

greater ideological reading of Azuchi than in a critical reading of the primary materials. While 

less extreme, the inclusion of this type of detail is analogous to Naitō’s atrium in that the desired 

interpretation informs the reading of the source material and that reading is then made manifest 

in design choices. Criticisms such as this form the basis for fourth wave models.166 The Hyōdō 

Model (figure 2.32, for each of these models see also appendix G) and the Mori Model (figure 
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166 To a certain extent, Miyakami invites this criticism by not fully qualifying many of his design choices. 
Indeed and as noted, the explanations offered in the text above regarding the red-yellow tiles and blue 
base boards are only half informed by Miyakami’s own writings on the matters. Miyakami points the 
issues out and offers a partial explanation, but the larger explanation above is based on a knowledge of 
the primary sources and extrapolation (Miyakami 1992b). Satō’s criticisms of Miyakami included in the 
explanations of his model are some of the most valid.(Satō 8/2004, 9/2005, Feb 2007).



2.33) pare down the decoration and ornamentation even further than Miyakami.167 Theirs are 

even more literal interpretations of Gyūichi and draw little from extrapolation and inference. 

There are also those on the other end of the spectrum who argue that Miyakami does not go far 

enough. These include the Nishigaya Model (figure 2.34), notable for its attempts to account for 

and incorporate Phillips van Winghe’s Folio 569 sketch (figure 1.6) in the design of the keep, 

and the Yokote Model (figure 2.35), which attempts to resurrect the Tenshu sashizu as a primary 

source and offers a radical rethinking of the keep as based on an early version of Kinkakuji (金閣

寺, literally translated: “The Temple of the Golden Pavilion”).168 Both are spectacular in their 

complexity. While the Miyakami Model has its flaws, several more of which will be address in 

the following section, and proper qualification of its individual attributes is required if cited, it 

represents a sound middle point rooted in the historical trends and useful for launching further 

debate. 

IV.  The 1989-2009 Archeological Survey and The Satō Model

 The most recent wave of archeological digs on Mt. Azuchi took place between 1989 and 

2009. As its duration suggests, this survey represents the largest-scale effort to study Azuchi to 

date and, as with the Naitō and Miyakami Models, its importance should by now be clear given 

the number of times that its results have been cited in this and the previous chapter. The survey 

was unprecedented in the number of areas it explored: some previously excavated, some 

previously only repaired, and some untouched since the destruction of the main castle. These 
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167 For the Hyōdo Model see (Hyōdō 8/1988), (Hyōdō 1991); for the Mori Model see (Mori 2001).

168  For the Nishigaya Model see (Nishigaya 1991), (Nishigaya 1993), (PHP 2004); for the Yokote Model 
see (Yokote 2009), the earlier version of Kinkakuji that he references is another work by Miyakami, see 
(Miyakami 1992a)



areas included the several main pathways (see figure 1.1 and 1.3 for maps, the ōtemichi, 

Dodobashi-michi, onemichi, karamete-michi); the areas peripheral to the ōtemichi (the Hideyoshi 

estate, the Maeda estate, and the Hori estate, as well as those areas at and adjacent to the foot of 

the ōtemichi); the areas peripheral to the Dodobashi-michi (Sōkenji, the Oda Nobutada estate, the 

Takei estate); the areas of the outer enceinte (the kuroganemon, the Hasegawa estate, the four 

main koguchi, the kitchen bailey, the rice and gunpowder storehouses); and, finally, the areas of 

the inner enceinte (the lower ninomaru, the honmaru, the sannomaru, the honmaru annex, and 

the tenshu pedestal).169 The discoveries made during these excavations were many, varied, and 

substantial. They include, but are not limited to the remnants of a large wall with three gateways 

at the base of the ōtemichi, the original sizes and shapes of the various main pathways, the 

foundations stones for multiple buildings in almost all areas excavated, fragments of the earliest 

example of a shachihoko finial, as well as the remnants of a sophisticated water collecting and 

drainage system. As detailed records of the work done by this survey team and multiple 

summaries of their discoveries have been published, the survey’s chronology and various results 

will not be unnecessarily dwelt upon here.170 Instead, a few discoveries and clarifications made 

during the excavation of the inner enceinte that have affected the development of reconstructive 

models will be raised. These discoveries concern the nature of the Honmaru Palace and the 

tenshu and are a reflection of the new limits and debates with which researchers are left to 
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169 A map of the areas excavated is provided in (Shiga-ken kyōiku iinkai 2009a) p. 5.

170 Official reports on the progress of the digs were published yearly as areas were excavated. (Shiga-ken 
kyōiku iinkai and Shiga-ken Azuchi-jōkaku chōsa kenkyūjo 1991, 1992, 1993, 1994, 1995, 1996, 1997, 
1998, 1999, 2000, 2001, 2002, 2003, 2005, 2006, 2007). The bulk of the information that they provide can 
be found in two volumes: (Shiga-ken kyōiku iinkai 2008, 2009b). Summaries of the digs published during 
and after the completion of the digs include: (Shiga-ken Azuchi-Jōkaku Chōsa Kenkyūjo 2005), (Tsuji and 
purojekuto 2001), (Shiga-ken kyōiku iinkai 2009a), (Shiga Kenritsu Azuchi-jō Kōko Hakubutsukan 1999), 
(Shigaken Azuchi-Jōkaku Chōsa Kenkyūjo 2004), and (Kido 2003). A CG reconstruction of the whole of 
the castle complex based in large part on the results of the survey is provided in (Miura 2006).



contend. Of central concern is the use of this survey as a foundational pillar for the new reigning 

standard in tenshu model-making, the Satō Model, and the degree to which the survey’s results 

have and can be relied upon for criticizing the Miyakami Model.

 The inner enceinte was excavated and surveyed between 1998 and 2004. This effort both 

included a resurveying of those areas of the honmaru and the tenshu pedestal first explored 

during the 1939-1941 survey as well as a concerted push beyond. In this way, the new survey 

essentially double-checked the work of and attempted to move past the shortcomings of their 

predecessors. In those areas already excavated over a half century earlier, little new information 

was found. The existence of the burn layer was reconfirmed, the same foundation stones with a 

few additions were uncovered, and nothing of great note was found in the re-excavation in the 

area the missing central foundation stone within the tenshu pedestal. However, the very fact that 

they reconfirmed the previous team’s work would itself prove significant. Moreover, in those 

untouched areas surrounding the tenshu pedestal and the honmaru, a number of important 

discoveries were unearthed that have opened new problems and debates.

 One such discovery that has inspired some disagreement occurred with the excavation of 

the full area of the honmaru. As noted above, the 1939-1941 survey were unable to fully check 

those areas of collapsed ishigaki on the north and east sides of the honmaru. Nevertheless, a 

large grid pattern of foundations stones was discovered within the honmaru and, based on their 

arrangement, it was concluded that these stones were the remnants of an unusually large, but 

otherwise typical late-Medieval warrior residential complex shoin. The 1989-2009 survey, 

however, found this conclusion to be premature and, ostensibly, an inaccurate reading. The new 
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foundation stones uncovered (figure 2.36) in those untouched areas pointed to the Honmaru 

Palace being not a single building, but instead a series of connected buildings. 

 This discovery of evidence for multiple buildings within the honmaru would result in one 

of the first grounded attempts at re-imagining a building complex beyond the tenshu. The 

“Honmaru Palace floor plan” (figure 2.37) was created by Fujimura Izumi and first published 

within the archeological team’s annual reports.171 It is based not just on the layout of foundation 

stones unearthed, but a resemblance to the floor plan of another lost building: a version of the 

seiryōden (清涼殿), the nominal living space of the Emperor within the Imperial Palace (dairi 内

裏), constructed by Hideyoshi between 1589 and 1591. While this version of the seiryōden has 

long been replaced, its floor plan is nonetheless known from a 1594 depiction of a memorial 

event held at the Imperial Palace in Kyoto (figure 2.38). The orientation of this plan and the 

foundation stones discovered within the honmaru differ and a roughly ninety degree shift is 

required to find a correspondence. Nevertheless, the unique “e” shape layout and open garden 

within the center is consistent enough that the case for a relationship can be made. Significantly, 

the proposition that this seiryōden could serve as a model for the Honmaru Palace is rooted in 

the widely held assumption, discussed in the previous chapter, that Nobunaga had designs for 

hosting an Imperial Visitation at Azuchi. The similarity in floor plans can be seen as reflective of 

the supposed, intended function of the building. In other words, the Honmaru Palace is laid out 

  233

171 (Shiga-ken kyōiku iinkai and Shiga-ken Azuchi-jōkaku chōsa kenkyūjo 2001).The plan is credited to 
Fujimura Izumi by Kido, but Fujimura’s name goes otherwise unmentioned in all other reproductions of his 
model. (Kido 2003) 95. 



as it is because it was conceived and constructed to be, as a seiryōden theoretically could serve, 

as a home for the Emperor during this days-long, ritualized event.172 

 While Fujimura’s reconstructive plan has been cited and reproduced extensively, it has 

also been the subject of significant criticism. The architectural historian Kawamoto Shigeo points 

out that the Honmaru Palace lacks critical features that might qualify it to host the Emperor 

during an Imperial Progression.173 Specifically, Kawamoto notes that not enough space is 

provided on the periphery of the Honmaru Palace to host the persons and props required for key 

rituals customary to the tradition of Imperial Progression. These rituals include basic, but heavily 

scripted acts such as the entry and exit of the Emperor from his carriage and the use of a set of 

south facing stairs to come and go from this temporary residence.174 For all the apparent 

similarities between the layouts of the Hideyoshi-era seiryōden and the Honmaru Palace, the 

absence of these critical spacial attributes undermines any suggestion that it be re-imagined 

through the lens of Imperial Visitation or any building associated with the Imperial court such as 

the seiryōden. Ironically, Kawamoto’s analysis has ultimately brought things full circle. In a 

more recent interpretation by Senda Yoshihiro, the thesis has been reintroduced that the 

westernmost and largest of the honmaru buildings was likely a shoin.175
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172 Kawamoto’s analysis makes it difficult, if not impossible, to argue that a temporary seiryōden would 
have been constructed for the purpose of an Imperial Visitation. Rather, a special structure called a 
Imperial Visitation Palace (gyōkō goden, 行幸御殿) would have been required. However, given that the 
project of Azuchi was largely experimental in nature, the possibility that Nobunaga planned to stray from 
precedent cannot be entirely discounted. (Kawamoto 2010). 

173 (Kawamoto 2010).

174 Kawamoto proposes an intriguing solution that the mentions of an Imperial Visitation in the primary 
record (such as appendix D-1e) are not indicative of a plan for an Imperial Visitation, but rather refer to a 
special type of chamber located within Honmaru Palace within which an avatar of the Emperor was 
enshrined. An example of this type of enshrinement can be found in Nishi-honganji (西本願寺). 
(Kawamoto 2010). pp. 126-127.

175 (Senda 2013) 224.



 A similar process of discovery, reconsideration, and, as I will argue, a need for return can 

be seen as having been initiated with the re-excavation of the tenshu pedestal. As noted above, 

the new excavations of the tenshu pedestal retraced work done by the 1939-1941 survey. In this 

way, the new survey reconfirmed that the “temporary” walling raised on the southern flank of the 

pedestal was neither original to the site nor possessed any clear basis. Rather, it was arbitrarily 

molded with the primary goal of preservation in mind. The revisitation of this point proved 

significant as it exposed an important mistake inherent to the Miyakami Model.176 In Miyakami’s 

proposal of a quadrilateral 12 x 11 ken first floor, he relied on this 12 ken long southern walling 

as evidence of a quadrilateral base for the tenshu’s first floor.177 In other words, Miyakami saw in 

this arbitrarily constructed southern rim the remains of a smaller pedestal that originally sat on 

top of the tenshu pedestal and served as a second foundation for the tenshu (figure 2.39). Prior to 

the new excavation of the site, this ‘proof’ of a quadrilateral base was already recognizable as 

problematic, but the benefit of the doubt had shielded Miyakami’s conclusions.178 The records of 

the 1939-1941 excavations and repairs were less than comprehensive and, consequently, the case 

could be made that there existed an unknown or mitigating factor that had been overlooked. In 

the wake of the new excavations, any such uncertainty was removed and a reconsideration of the 

shape of the Miyakami Model’s first floor became necessary.  
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176 (Kido 2003) p. 71.

177 (Miyakami March 1977) p. 14.

178 There is additional, albeit shaky, piece of evidence that supports Miyakami’s two tiered ishigaki 
foundation thesis. In Oze Hoan’s description of the tenshu in Shinchō-ki he notes that, “the Azuchi tenshu 
had a 2-level ishigaki base of a height of 12 ken (安土ノ殿主ハ二重石垣に高さ十二間)” This detail is 
tantalizing, but the mention of 12 ken is an impossibly high prescription for the ishigaki of the pedestal. 
Hoan’s Satō’s thesis detailed in appendix D-2b PAT line 2 makes much more sense.



 The first and previously most significant attempt to correct this shortcoming in the 

Miyakami Model as well as consider other findings in the 1989-2009 archeological survey is the 

Satō Model (figure 2.40) created by the architectural historian Satō Taiki.179 Already cited 

several times above, the Satō Model represents an important new standard that is currently only 

rivaled by the Miyakami Model. It is in part a reaction to the problem of the southern rim that 

Satō advocates a return to an irregular octagonal shaped first floor—that is, a first floor that 

mirrors the shape of the pedestal—and a return to Gyūichi’s 20 x 17 ken first floor specifications 

and their implications. 

 Two more points, also rooted in the new archeological data, round out Satō’s rejection of 

Miyakami’s quadrilateral-first floor thesis. The first point derives from another reconfirmation 

and represents the most damning problem, likewise clarified in the new excavations, with 

Miyakami’s proposal. As with the south rim of the tenshu pedestal, the new survey reconfirmed 

that the shape of the basement within the tenshu pedestal was an irregular hexagon and that the 

foundation stones on the north and south sides were situated at a slight angle. In other words, the 

foundation stones and the rim are not aligned. Unlike the southern rim though, Miyakami was 

aware of this discrepancy and accommodated it into his model. Yet, the relationship that 

Miyakami proposes is highly unorthodox. Miyakami’s first floor of tenshu is oriented in line 

with the foundation stones, but not with the edge of the basement and pedestal rim. This results 

in an unusual, small triangular slice of earth that cuts into the basement (figure 2.41). No clear 

explanation exists as to explain this slice and, conversely, why the southern edge of the first floor 

of the tenshu and the basement would not be parallel.180 While it is not unimaginable that the 
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179 (Satō 8/2004, 9/2005, Feb 2007, Nakai and Miura 2005)

180 (Kioka , Nishigaya, and Miura 2010).



Azuchi tenshu was an anomaly in this respect, neither the 1939-1941 survey nor the 1989-2009 

survey found any clear physical evidence that might support this thesis. In contrast, the octagonal 

foundation proposed by Satō negates this incongruity. As an octagonal first floor would spread 

well beyond the interior edge of the basement, no awkward, small triangle that edges into the 

area of the basement is formed. Instead, the octagonal shape first floor and the hexagonal shape 

basement form a rough parallel to each other in a manner consistent with other examples of 

tenshu first floors and basements.181 

 The second finding made by the survey that, albeit indirectly, bolsters Satō’s case for a 

giant octagonal first floor is two rows of foundation stones unearthed in the lower ninomaru, 

immediately below and adjacent to the western edge of the tenshu pedestal (figure 2.42). As with 

the case of the Honmaru Palace it is difficult to make hard conclusions regarding the nature of 

the original structure that sat on top of these remains. Nonetheless, one interpretation proposed 

by the architectural historian and advocate for the Satō Model, Miura Masayuki, has garnered 

significant traction. Miura proposes that the stones represent the remnants of a staircase that 

linked the lower ninomaru and the tenshu pedestal.182 The appeal of Miura’s reading lies in the 

fact that there are few structures of such narrow character that can be assumed to have been 

immediately adjoined to the tenshu pedestal. Furthermore, the expectation exists that there must 

have been another entrance to the tenshu other than the southeast staircase. For lack of a clear 

alternative in the archeological and written record, these remnants represent a promising lead for 
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181 See for example the basements and first floors of Inuyama, Himeji, and Matsue Castle tenshu (Ōta 
1978) pp. 108, 123-124, 160-161.

182 (Miura 2006) p. 38.



locating this second portal.183 If these foundation stones once supported a staircase as Miura 

posits, an image of a coherent, practical structure that complements the Satō Model’s octagonal 

first floor is readily imaginable. The staircase would rise adjacent to the tenshu’s western flank 

and directly connect to the first floor. In turn, this entrance would lead directly to a series of 

rooms that, from the documentary evidence of their decorative programs, appear to have been 

audience chambers.184 In other words, the staircase would have created a direct pipeline from the 

West koguchi straight into a lavish reception space wherein Nobunaga could receive or entertain 

vassals and other guests. As such, the staircase would have functioned as a convenient bypass 

around the honmaru and possibly even directly linked the tenshu to the ninomaru. In contrast, if 

the staircase is retroactively applied to the Miyakami Model, it would lead to a narrow open area 

outside of the tenshu’s first floor. While not unworkable, this configuration demands a rethinking 

of the space just outside the tenshu so that it better reflects the importance of this final, most 

important leg of the journey up Mt. Azuchi as well as the addition of a suitable entryway within 

the western side of the first floor of the tenshu.

 While there is significant appeal in this idea of a direct link between the lower ninomaru 

and the tenshu, this staircase as well as the other problems with the Miyakami Model do not so 

much undermine Miyakami’s quadrilateral first floor thesis as point to a need for an update. The 

lack of structures and a spacial configuration that might compliment the western staircase in the 
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183 In several of the reconstructive models, the northern side of the tenshu is equipped with an additional 
staircase. This addition is never properly explained, but based on the primary materials, can be readily 
seen as rooted in speculation that there had to have been a service link to and from the kitchen bailey 
here. The makings of a kitchen are described by Gyūichi (see appendix D-2a, AN lines 90-93) on the 
eastern side of the first floor. That these chambers might be linked to the ‘kitchen bailey’ (if the Map of the 
Old Azuchi Castle is accurate and that there was a kitchen there) seems a reasonable supposition.

184 See appendix D-2a, AN lines 73-82; PAT lines 14-24. The raised four mat area suggests a pedestal for 
Nobunaga to hold audiences. The shelves (tana) and desk (shoin) suggest area which might be used for 
displaying objects for impressing and entertaining guests.



Miyakami Model can easily be corrected. Further, Miyakami’s failure to properly consider the 

reconstructed southern rim of the tenshu pedestal requires only the removal of the supposed 

quadrilateral second foundation and the placement of the tenshu directly on the pedestal. A more 

difficult challenge is posed by the misalignment of the basement and the first floor. While there 

is no clear answer to this problem, it is not so serious that it discounts the larger historical and 

practical arguments for the Miyakami Model made in the previous section.185 

 To its credit, the Satō Model does possess many laudable attributes and many aspects of it 

are superior to the Miyakami Model. The Satō Model comes closest to resolving the problem 

inherent to Gyūichi’s specifications of dimensions, aspect ratio, and pillars. The irregular 

octagonal first floor Satō proposes fits within an East-West 15 ken by North-South 17 ken 

frame.186 This choice of first floor dimensions is arbitrary and appears to be rooted in a desire to 

find some union with Gyūichi’s “Program of the Azuchi Tenshu.” The slight reduction from 

Gyūichi’s 20 x 17 ken prescription, however, does not fully mitigate the subsequent issue of 

aspect ratio. As visible in Table 2.2, the reduction in floor size does not bring the Satō Model in 

line with the normal range for tenshu first floor: tenshu height aspect ratios. To mitigate the 

visual impact, Satō relies on similar design tricks as his predecessors, most notably the use of 

large first to third floors in a manner reminiscent of Uhei and Naitō. However, more than any 

model-maker, Satō embraces the stout character created by Gyūichi’s specifications and turns it 

to his interpretational advantage. The stoutness is especially visible in its east and west 
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185 In one of the several explanations of his model, Satō rejects Miyakami’s assertion that there existed a 
standard for tenshu size, and that topography, social norms, and economics must be considered, but falls 
short of following up on this point. (Satō 8/2004) p. 239.

186 In multiple publications the Satō model is lauded as being the first to reconcile Gyūichi’s 20 x 17 ken 
specifications for the first floor with the pillar numbers. However, if one measures the first floor in a scaled 
drawing the first floor fits within a 15 x 17 ken frame. No explanations are added. (Kioka , Nishigaya, and 
Miura 2010), (Nakai and Miura 2005), (Miura 2006), (Satō 8/2004, 9/2005, Feb 2007).



elevations. From these angles, the Satō Model appears like a large scale hip-and-gabled roofed 

temple building such as the Sanmon gate (三門, figure 2.43) of Tōfukuji (東福寺) with its 

surrounding veranda and bracket sets removed and dormer gables and a belvedere lodged in the 

center of its roof. There is a particular appeal in this design as it points to a prototypical form for 

the Azuchi tenshu. It suggests a reliance on large-scale temple architecture as a model for the 

monumental character of the tenshu and implies an evolution from this model in later tenshu. In 

this respect, the Satō Model makes an implied case that the normal range of aspect ratios cited in 

Table 2.2 may well not be applicable. As a pioneering architectural achievement, the Azuchi 

tenshu may well have been an outlier and, as such, it cannot be expected that it conform with the 

with later norms reflected in Table 2.2. Finally, the pillar numbers in the Satō Model conform 

with Gyūichi’s specifications for the first to third floors. This achievement alone is remarkable as 

it is the first of the major models to ignore or rely on interpretive or design tricks to account for 

these pillar specifications to find a union.187

 While the attempts to resolve the issues of Gyūichi’s primary specifications represent the 

core of the Satō Model and distinguishes it from the Miyakami Model, the Satō Model is 

otherwise very similar to the Miyakami Model with some important alterations. The layout of the 

rooms within the second to sixth floors explicitly described by Gyūichi is close to identical in the 

two models (see appendix G-2, G-3).188 Only the layout of the first floor is significantly 

different. In this specific instance and excluding the musha-bashiri, Satō’s layout of rooms is 

likely superior as Miyakami arbitrarily based his plan on the “Mukashi roku ken nana ken 

shuden no zu” (「昔六間七間主殿之図」, “Plan of the old six ken by seven ken shuden [palace],” 
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187 Satō does not count the central heart pillar or the exterior corners of shoin.

188 See appendix G-3



figure 2.44) plan from the 1608 architectural manual Shōmei (Elucidation of the Craft, 『匠明』) 

as a template. As Satō points out, there is no basis for using this text as a model for 

understanding the floor plan of the Azuchi tenshu. Additionally, in contrast to Miyakami who 

employs three heart pillars in the style of the Himeji Castle tenshu, Satō incorporates a single, 

central heart pillar. This alteration is based on the work of the new survey and is rooted in yet 

another non-discovery. As mentioned above the survey re-excavated in the location of the 

missing central foundation stone.189 While this effort did not completely resolve the lingering 

questions about the space, the lack of a finding was determined to be in and of itself significant 

in that it pointed to there having once been a large in-ground heart pillar therein. That a heart 

pillar that occupied the space and then gradually disintegrated over four hundred years remains 

the most reasonable explanation for the curious absence of a foundation stone or anything else of 

substantial note in this location.

 This final example of the central foundation stone is reflective of the unfortunate reality 

and impasse left in the wake of the 1989-2009 survey. Although the survey made remarkable, 

even revolutionary discoveries on other parts of the mountain, at least in regard to the tenshu 

pedestal, more was reconfirmed than revealed. The Satō Model is praiseworthy for building on 

some of these reconfirmations such as the shift from it being “unthinkable” that there was a 

central heart pillar as noted by the 1939-1941 survey, to it being a strong likelihood. Moreover, 

the nod toward the possibility of the western staircase is an equally important discovery taken 

into consideration. Yet, the survey falls short of discovering any proof regarding the original 

shape of the tenshu’s first floor. That which it reconfirmed and revealed as deficient remains 
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significant if for no other reason than that it reveals the shortcomings of the Miyakami Model. 

However, for lack of a definitive answer regarding the 20 x 17 ken dimensions and the shape of 

the tenshu pedestal, an uncomfortable stalemate has been forged between the flawed Miyakami 

Model and the Satō Model. The Satō Model is grounded in the new data, but falls short of 

accounting for the political context of post-Nobunaga and only partially considers the level of 

expertise that this first generation of large-scale castle builders possessed. 

V. Conclusion

 In March of 2010 the home of the Azuchi Castle Ruins, Azuchi-chō (安土町) was 

merged with the neighboring city of Ōmi-Hachiman. Owing to strong local opposition, this 

union was made provisional and today Azuchi-chō maintains the special designation of 

Autonomous Regional Ward (chiki jichi-ku 地域自治区). This status along with the relationship 

with Ōmi-Hachiman is to be revisited in 2020. This tentative union can be seen as one of many 

steps in a long, steady decline since Mt. Azuchi’s brief sixteenth-century heyday. Yet while 

Azuchi is diminishing as a result of demographic shifts, interest in Azuchi is arguably at an all 

time high. Concurrent to its incorporation with Ōmi-Hachiman and during the several year 

period in which this dissertation was researched and written, an abundance of scholarly and 

popular media indirectly and directly related to Azuchi continued to be released in a seemingly 

unrelenting torrent. Beyond the many academic publications, documentaries, and television 

specials produced in the wake of the 1989-2009 archeological digs, two feature films that 

specifically focus on Azuchi Castle as well as several novels, manga, and video games that 
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center on Nobunaga and in which Azuchi is employed as a key setting were released.190 On top 

of all this, a scale wooden version of the Satō Model was released by the company De Agostini 

in weekly installments between 2009 and 2011.191 The serial model was a surprise hit for the 

company as well as a loud testament of both the legend of Nobunaga and Azuchi’s enduring 

appeal to modern audiences. 

 As shown in this chapter, this split between the town of Azuchi and its history as Azuchi 

is nothing new. The image and idea of Nobunaga and Azuchi has long eclipsed the actual site and 

the actual history. The popular image of Nobunaga as larger-than-life was born in an age in 

which Hideyoshi and Ieyasu both sought to highlight their respect for Nobunaga to lay claim to 

his legacy. The bestowal of lands and autonomy for Sōkenji so that it might serve as local ward 

and manager of the Azuchi Castle Ruins represent the most visible and the longest-term 

manifestations of these shows of respect. While Sōkenji flourished and, in turn, was able to 

preserve the grounds and former home of Azuchi Castle thanks to these efforts, these military 

hegemons’ outward displays of reverence for their late lord concurrently set into motion the myth 

of Nobunaga that came to overshadow it. Gyūichi’s writings, including and most significantly, 
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190 The films are Katen no shiro (『火天の城』) directed by Tanaka Mitsutoshi (田中光敏) and Gekijōban 
taimu sukupu hanta Azuchi-jō saigō no 1-nichi (『劇場版タイムスクープハンター　安土城 最後の1日』) 
directed by Nakao Hiroyuki (中尾浩之). Novels include Katen no shiro (『火天の城』) by Yamamoto Kenichi 
(山本兼一), Azuchi-jō no yūrei ‘Nobunaga no kan’ imonroku (安土城の幽霊―「信長の棺」異聞録) by Katō 
Hiroshi (加藤廣), the Tenshu Nobunaga (『天主信長』) series by Ueda Hideto (上田秀人), Nobunaga 
akatsuki no maō (『信長 暁の魔王』) by Amano Suiki (天野純希) among others. Manga include Nobunaga 
no shefu (『信長のシェフ』) by Kajikawa Takurō (梶川卓郎), Nobunaga koncheruto (『信長協奏曲』) by Ishii 
Ayumi (石井あゆみ) as well as its adaptation into a TV series, and Heuge mono (『へうげもの』) by Yamada 
Yoshihiro (山田芳裕). The video game series Nobunaga no yabō (『信長の野望』, “Nobunaga’s Ambition”) 
has had multiple releases in the past decade. Another noteworthy pop culture hit related to Nobunaga 
was the song “Honnoji no hen” (「本能寺の変」) by the dance group Egu-splosion (エグスプロージョン). 
Each of these works was released between 2005 and 2015. Not mentioned are the many TV shows 
based on these works and the many works in which Nobunaga and Azuchi appear, but only played a 
peripheral role. 

191 (Matsuoka 2009-2011). 



his description of the tenshu was not merely a product of one individual’s adoration of his late 

master, but reflective of a posthumous framing that demanded Nobunaga be seen as equal to or 

greater than his successors. As Sōkenji remained static, Gyūichi’s biography of Nobunaga, its 

embellishments, and those who copied and reworked Gyūichi’s texts into new forms gradually 

replaced memory and came to reshape Azuchi as on par to Nobunaga’s towering legend. 

 This divergence of site and legend has been for centuries a core obstacle to securing a 

firm grasp on Azuchi’s original form. While multiple examples of problems and misreadings can 

be sited such as the evolving picture of the so-called Honmaru Palace, by far the clearest and 

most consequential issue stemming from this split is the 17 x 20 ken dimensions offered in 

Gyūichi’s tenshu description for the size of the tenshu’s first floor. As early as the late seventeen-

century and the creation of the first-known Azuchi tenshu reconstructive model, the Tenshu 

sashizu, these dimensions were identified as an inaccurate description of the first floor. Despite 

the significant cascading issues created by the perceived need to employ these dimensions with 

others given by Gyūichi, namely those of height and pillar numbers, as well as the waves of 

archeological digs that clearly revealed the top of tenshu pedestal as incapable of supporting the 

specified larger 17 x 20 dimensions, it would not be until the late 1970s that they would be 

finally rejected as a central pillar to reimagining the tenshu. The legend of Nobunaga and Azuchi 

were not to be outdone.

 Although it is most famous for having been an answer to the Naitō Model, the real 

importance of the Miyakami Model is the fact that it was the first to overcome the hurdle of that 

is Nobunaga’s legend. In creating it, not only did Miyakami identified the perimeters for debate 

regarding Gyūichi’s variant tenshu descriptions, he resolved the gap between site and history. His 

  244



proposal, still controversial, of a smaller quadrilateral shape for the first floor is one that is most 

consistent with the site and other examples of tenshu. While the Miyakami Model is imperfect 

for several reasons―including its own misreading of the archeological data―it represents an 

important break from this inclination to subscribe to Gyūichi’s embellishments. In that it avoids 

relying on the fantasy and expectation of Nobunaga being larger than life, it offers a plausible 

model from which greater conclusions may be drawn.
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Chapter 3
Military Architecture and Meaning

I. Introduction

 For those few who had the chance to see Azuchi Castle during its brief three-year heyday, 

the experience was very likely a mixed one: both surprising and familiar. The mountain complex 

that was Azuchi boasted layers upon layers of dry-stone wall of heights previously unseen, 

dozens of buildings of the finest quality, and generous displays of black lacquer and gold. On top 

of all this, its highest tower, the tenshu was the grandest residence ever seen on the archipelago 

as well as the most colorful and, arguably, unique building constructed in generations. For a 

population born and raised in a context of seemingly unending civil strife, the monumentality 

and sumptuousness that Azuchi embodied was surely breathtaking. Yet Azuchi was not merely 

impressive for being big and shiny. It was also readily legible. The basic architectural forms 

created and accented by the stone, white plaster, gold, and lacquer were immediately 

recognizable to this war-weary audience. Imbedded in the finery, impenetrability, and its 

verticality was a sharp and clear message: Azuchi’s master heralded from the provinces, was of 

elite warrior stock, and rivaled or surpass the cultural sophistication, wealth, and influence of any  

in the capital or of any great religious institution.

 This chapter will attempt to explain the basis for this reading, and more specifically, the 

manner by which the attribute of verticality served as a key means of conveying these messages. 

For all the reasons that the Azuchi tenshu is remarkable, its height stands out. The Azuchi tenshu 

was not only the first true six-story building ever constructed in Japan, it was the first 

monumental, multistoried building. Moreover, it was the first building to use great size to 

aggrandize and promote the stature and importance of a single leader without a mediating 
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religious institution. As such, its creation represents a stark break from a millennia of tradition in 

which Japanese elites largely forsook architectural heights as expressions of status, wealth, or 

power. As I will argue, this “discovery of verticality” and its potential as a symbol at Azuchi is 

the direct product of a shift in the nature and character of military architecture that took place 

during the mid-sixteenth century. “Military architecture” can be defined as any structure born of 

the practice of war and the demands of maintaining defense and facilitating attack. In the 

premodern context, the category includes castles, forts, fortresses, and bunkers but extends to the 

parts and attributes of these structures such as walls, ramparts, palisades, moats, abbatis, and 

earthen embankments. Likewise included in this category is an architectural typology that, owing 

both to its verticality and its relationship to the warrior class, is considered the immediate 

precursor to the tenshu, a type of tower known as a yagura (櫓 also written 矢倉, 矢蔵, 矢坐). 

Prior to the mid-sixteenth century, military architecture was understood as programmatically 

temporary and erected to provide protection only until that time, be it one year or twenty, when 

the threats that had inspired and sustained their development subsided.1 

 The first part of this chapter explores the reasons for this stagnation, and why, unlike in 

many other cultures, in the Japanese context the evolution of military architecture into public 

faces and expressions of elite status was slow to occur. While this line of inquiry broadly 

addresses military architecture, its central focus is that of the yagura and why despite their utility 

and visual prominence yagura remained an architecture of impermanence and only in the 

sixteenth century developed beyond functional applications. By tracing the relationship between 
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the imperial court and the warrior class from its beginnings in the Nara period (奈良時代, 

710-793), I will demonstrate that various legal, cultural, and economic demands on warriors 

directly discouraged the development of any military architecture. Although this dynamic would 

considerably shift as the influence of the court diminished and siege warfare became a 

normalized tactic, the precedent set in this earlier era continued to dominate.

 The second part of this chapter will address the shifts in economics, war, and society that 

that encouraged the development of military architecture to become greater that just a practical 

tool of war. With the advent of the Ōnin War (応仁の乱) in 1467 and the ensuing century of civil 

war known as the Sengoku period (戦国時代, 1467-1568, literally translated “Warring States” 

period), the former order that had discouraged long term use of forts and fortifications gradually 

dissolved. While the practical demands of unending war contributed to a newfound interest in 

military architecture as more permanent landscape fixtures, as I will argue, it was a critical need 

for a balance of defensive and legitimizing potential that made military architecture an ideal 

option to develop as a symbol. As the most visually prominent feature of a fort and capable of 

communicating to a wide audience, yagura played a critical role in achieving this balance. 

Compounding this trend, the emergence of a provincial warrior identity distinct from warrior 

elites in the capital made the need for such architectural expression all the more acute and yagura  

an even more appealing typology.

II. The Yagura: Man-Made Heights Before Azuchi

 As a structure born of martial need, intrinsically linked to the warrior class, and one of 

only a handful of buildings in the pre-modern Japanese context characterized by having an 
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elevated story, the yagura is regularly cited as the immediate progenitor to the tenshu. Yagura is 

often rendered in English as “tower” or “turret,” but neither of these translations fully captures 

the specificity or the evolving meaning of the original term. At least in the latter respect the 

original term is itself likewise unfortunately broad. Today, the term yagura refers primarily to an 

architectural type—yagura are the smaller towers of Japanese castle complexes that cap enceinte 

walls at key intersections, typically at corners and gates (figure 3.1).2 Like the tenshu they 

compliment, they are typically capped with a tiled hip-and-gable roof, have either plaster or 

planked exterior walls, and are generally double or triple-storied with surrounding short roof-

tiled eaves delineating individual stories. They function as visual echoes of the tenshu, itself 

essentially a giant yagura, as defensive posts that offer artificial high ground to the castle’s 

inhabitants, and at least during the Edo period, as armories.3 The image that this definition 

evokes—strongholds and symbols of the inhabitants’ martial prowess, intimidating faces of 

refined monumental castle complexes, and complementary accents to tenshu—is, however, 

almost entirely a post-Azuchi conception. 

 Prior to the early to mid-sixteenth century, the term yagura evoked a comparatively 

primitive structure that is arguably better captured with translations such as “hoarding tower,” 
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2 There are number of subcategories for these mature yagura such as yaguramon (櫓門, yagura gate), 
tamonyagura (多聞櫓 or watariyagura (渡櫓, a connecting-dual yagura gate), sumiyagura (隅櫓, a corner 
yagura), and tsukeyagura (付櫓, annex yagura).

3 Miura points out that there is no clear basis to assume that yagura were used as armories prior to the 
Edo period. (Miura 1999) p. 22, (Miura 2005) p. 130.



“archer’s perch,” or “lookout tower.”4 Hoarding or hoards are wooden constructions temporarily 

erected upon ramparts that function by providing archers with additional cover in times of battle. 

“Lookout tower” and “archer’s perch” are more self-explanatory translations: raised, protected 

platforms upon which soldiers are able to spy the approach of enemy forces and launch arrows. 

This latter, primary function of early yagura is readily reflected in the word’s etymology. The 

phonetic construction of yagura—that is, the phonetic terms assigned this architectural typology 

as well as its signifying Chinese characters—reveal it to have been conceived of two distinct and 

telling words: ya (矢 “arrow”) and kura (倉/蔵 “storehouse,” also 坐, “seat”). In short, yagura 

were originally conceived of as a type of storage space in which arrows were to be held and, in 

due course, launched. 

 Structures fitting this literal characterization are known to have been constructed on the 

Japanese archipelago as far back as the Yayoi period (弥生時代, c. 300 BCE-300 CE).5 

However, these building types only came to be called yagura in later centuries when they came 
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4 In this discussion of early yagura, I am purposefully conflating the sub- or parallel category of seirō 
yagura (井楼櫓), often referred to as just “seirō,” with yagura. The distinction between seirō and yagura is 
rooted in their assigned functions. Seirō are a typically of taller stature and ostensibly dedicated look-out 
stations. No original seirō remain, but a good reconstructed example can be found at the Sakasai Castle 
Ruins (逆井城跡) in Ibaraki. Yagura, on the other hand, are generally associated with archers, armories, 
and are seen as direct tools of battle. Examples are discussed in the main text. Although this distinction is 
historical, repeated in such primary texts as the early sixteenth-century castle building manual Chikujō-ki 
(『築城記』), there is no substantial difference in the respective histories of these structures that merits 
them being treated separately here. They are, to borrow the phrase, ‘two sides of the same coin.’ 
Constructed as accruements to forts and other military outposts, the two structures would have been 
constructed with slightly different specifications and been better at their assigned role, but their names did 
not limit their functional capability. Seirō could hold archers and yagura could be used as look-outs. In 
short, both structures were born, used, and evolved along the same basic trajectory that is outlined in the 
main text.

5 Remains of lookout towers have been found at the Yoshinogari Historic Ruins (吉野ヶ里遺跡), a Yayoi 
period archeological site, in Saga Prefecture.



into regular use as military assets in the Nara and Heian periods (平安時代 794-1180).6 In the 

absence of any detailed written or illustrative record, the form of the earliest examples of yagura 

is difficult to define. The earliest dated records that lend concrete insight into the composition 

and character of these structures are a handful of depictions in Muromachi period (室町時代, 

1336-1568) illustrated handscrolls (emakimono, 絵巻物).7 Given the crude, barebones shape of 

the yagura as they appear in these examples, one can reasonably speculate that despite the wide 

gulf in time yagura did not substantially evolve from its earliest incarnations in the Yayoi period. 

Indeed, it is for this reason that the rendering of “hoarding tower,” although jargonistic, stands 

out as an appealing translation at least for early yagura. Like the hoarding that reinforced 

European castles in times of war and siege, they were essentially a form of “impermanent 

architecture”—never conceived or constructed as a lasting fixture, but existing according to the 

temporary requirements of siege and battle.

 To explain this characterization of early yagura as impermanent architecture—or more 

precisely, an architecture made to serve an immediate set of limited objectives and devoid of an 
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6 Miura notes the existence of yagura during the Nara and Heian. It is during these periods that the term 
yagura first appears in the historical record, but instances are rare. (Miura 2005) p. 22. See also (Friday 
2004) pp. 119-128.

7 Other examples of depictions of early yagura can be found within The Illustrated Scrolls of the Long Tale 
of Autumn Night (『秋夜長物語絵巻』, 16th century, Eisei Bunko Museum) and in The Illustrated Scrolls of 
Poetry Contest of the Twelve Zodiac Animals (『十二類合戦絵巻』,1438, Kyoto National Museum). See for 
reproductions, (Miura 1999) There are also additional depictions of yagura as well as the exterior walls of 
a fort in the Illustrated Scrolls of the Later Three Years War.
! Intriguingly, each of these earliest depictions, including the example cited in the main text, are 
retrospective or set within a mythological setting. In regard to this point, Friday has raised the question of 
whether the structures were anachronistically included—that is, yagura were not actually developed 
before the Muromachi period and then inserted into these scenes without concern for historical accuracy. 
I disagree with Friday in that the ability to construct yagura likely existed (as evidenced by the Yayoi 
archeological record and mentions that Miura cites, see footnote 5), but as I argue in the main text, their 
use was so limited and removed from the experience of artists and patrons that they never merited 
illustration in the Heian or early Kamakura period. I would further argue that emergence of illustrations of 
yagura at the later date is a merely reflection of their increasing importance as tools of battle. (Friday 
2004) note 59, p. 193.



expectation of intergenerational use or possessing great symbolic import—and its implications, a 

representative example is instructive. In a scene from the early Muromachi period Illustrated 

Scrolls of the Later Three Years War (『後三年合戦絵詞』, figure 3.2), a yagura is depicted in the 

middle of an ongoing siege battle—a context that will be further discussed below. Suffice to say 

here that the general setting is made readily apparent by the kinetic action of soldiers and riders 

revolving around the yagura as well as the great number of arrows lodged into the yagura’s 

perch. So numerous are these imbedded shafts that one can hypothesize that the phonetic name 

of yagura as an “arrow storehouse” may well have originated not just from a yagura’s contents, 

but was inspired by the building’s appearance in the heat of a battle.8 

 The yagura is composed of four long, thin pillars crowned with lintels that support a 

perch. The pillars are arranged in a square and connected by earthen walls that serve as a shell 

for what is presumably a ladder connecting those on the ground to those within the perch as well 

as the top of an adjoining cliff. This earthen walling, along with a palisade, extending to the left 

and composed of a hodgepodge of bamboo stalks uncut branches and planks, serve the additional 

purpose of blocking access from this flank. Around the edges of the crowning perch are a series 

of connected wooden boards that lean out at a roughly seventy-degree angle and form a 

protective cup-like nest for a trio of archers who are able to overlook the battle raging below. 

Missing planks within this protective nest wall serve as crenals and taller, unfixed planks that 

lean on and rise above the nest wall provide additional cover. A supplementary plank wall has 
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8 This alternative etymology, and indeed an alternative function of yagura as arrow collectors, is hinted at 
in Chikujō-ki. In a section on the construction of yagura it is mentioned, “Turrets are to extend for two 
shaku (60.6 cm) above the walls/fences on the inner side. This is so that when you have shields arranged 
in a row like a hedge, arrows will strike against them and fall within the wall, where they can be retrieved.” 
Quoted from unpublished translation by Lee Butler, 2012. Original text can be found in (Fukui-kenritsu 
Ichinodani Asakura-shi iseki shiryōkan 2009)



been installed on top of the adjoining cliff, but it differs from those on the perch in that it is set 

perpendicularly and lacks openings from which to launch attacks.

 The yagura depicted in figure 3.2 perfectly reflects the raw, distinctly utilitarian character 

of the typology’s early form. Structures such as this were designed to aid in the realization of two 

simple goals: thwarting coup de main and combating siege. To these ends, a premium was placed 

on the structure’s ability to balance three basic functions: (1) to provide a platform with an 

unencumbered, privileged overview from which an enemy’s approach could be monitored and 

long-range attacks could be launched; (2) to protect and ensure the survival of the spotters and 

archers enacting these tasks; and (3) to be able to slow, block, or withstand a direct assault.9 

While the absence of decorative ornamentation speaks to this emphasis on function over form, it 

is in the balance between the height and fortitude of the yagura in figure 3.2 that this 

prioritization is most explicitly made manifest. Towering above all other figures in the scene as 

well as the top branches of a foregrounded tree, the yagura was clearly constructed as tall 

enough to provide the requisite overlooking vantage point (i.e. fulfilling function #1). It is not, 

however, so tall that the defensive planking necessary to protect the archers (i.e. fulfilling 

function #2) might cause the structure to be excessively top-heavy and be easily knocked over by 

soldiers on the ground (i.e. fulfilling function #3).

 It is worth special notice that the yagura’s stability is substantially enhanced by the 

exploitation of natural topography. The yagura appears to be either leaning against or linked to 

the adjacent cliff, a union that serves to amplify the ability of the yagura to perform each of its 
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9 This breakdown of functions is not explicitly repeated in the pages of the early sixteenth-century castle-
building manual Chikujō-ki, discussed below in the main text, but these points as well as the premium 
placed on functionality are duly reflected in its articles. (Fukui-kenritsu Ichinodani Asakura-shi iseki 
shiryōkan 2009)



primary functions. The cliff offers a natural buttress, an impenetrable protective flank, and, on its 

top, an extended platform capable of holding additional archers. However, as a glaring potential 

erosion and earthquake hazard, the cliff cannot be seen so much as a design feature, but rather 

one of several revealing compromises that expose a presumption of impermanence inherent in 

the composition of early yagura.10 The reliance on the natural topography is a reflection of a 

clear need to maximize resources in the short term without regard to long-term sustainability. 

This prioritization is likewise exposed in the use of thin pillars (i.e. easy to harvest and refine), 

the limited number of pillars employed, the nonuniform timbers used in the adjacent fence, as 

well as the lack of a roof (an asset required for extended use but not of immediate critical 

importance). This material character, including the utilization of the adjacent cliff as a key 

structural component, all point to the yagura being constructed under pressing time and material 

constraints and without great regard to its long-term viability. 

 The yagura in figure 3.2 is, of course, a single illustrated example and its particular 

rendition here can be attributed to the intent of the artist and the specific narrative in which it is 

located. Not all yagura employed or risked relying on natural topography and a fair degree of 

variation exists in the material composition and design of those yagura described in primary 

sources. Nevertheless, the yagura in figure 3.2 is reflective of a broad norm found in pre-modern 

Japanese warfare. Early yagura were constructed almost exclusively to augment forts on remote 

frontiers (jōsaku 城柵) or strongholds situated on top of distant mountain peaks (yamashiro 山
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10 To be sure, examples do exist of the successful integration of natural topography and architecture and, 
furthermore, liminality between the natural and man-made, particularly in the case of Japanese pre-
modern architecture, can be seen as a prized attribute. However, the material composition of the yagura 
in figure 3.2 makes it readily apparent that this is not such an example. For more on the use of natural (as 
well as landscaped, but posited as natural) elements and their employment in symbiotic relationship with 
Japanese architecture see (Kuitert 2002), (Johnson 1992).



城). Unattached to major population centers or the estates of elites, these battle-ready stations 

were constructed in conjunction with an immediate requirement of either subduing or sustaining 

an uprising or rebellion.11 Invariably constructed in anticipation of war or as part of the defensive 

strategies of a single struggle, these bases and the most prominent attribute of their exteriors, 

their yagura, were for centuries never developed or even seen as worthy of development beyond 

the functional requirements of a limited campaign.

The Whys of Impermanence: A Short History of Japanese Fortifications or Lack Thereof

 The long-standing presumption of yagura—as well as most forms of military architecture 

in the Japanese context—as temporary fixtures is remarkable. In both China and Europe the 

threat of siege warfare resulted in countless examples of walled cities, compounds, gates, and 

towers long before the sixteenth century.12 Made of stone and brick and of monumental stature, 

these examples of military architecture were incorporated into the political and social life of the 

communities that lived beside or within them. In this capacity, many remain as lasting, iconic 

testaments to the emperors, kings, architects, warriors, and masons who built and maintained 

them. In stark contrast, the only examples of Japanese military architecture prior to the late 

sixteenth century, including yagura, lie in archeological sites or have otherwise been reduced to 

unimpressive piles of stone. This conspicuous absence requires special attention as it constitutes 

the backdrop for the sudden emergence of yagura as a nexus of architectural innovation in the 
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11 (Friday 2004) pp. 120-121. The principle conflicts of the sixth to fourteenth centuries are detailed in 
(Farris 1995).

12 Regarding the Chinese example see: (Steinhardt 1990) pp. 6-7; For the English example see (Johnson 
2002).



mid-sixteenth century. More importantly, it is from this context that yagura were assigned 

meaning as an architectural typology and as the face of the warrior elite.

 A variety of practical explanations are often posited as reasons for the late development 

of a permanent military architecture in the Japanese context. They range from a supposed lack of 

useable stone and qualified masons, to Japan’s frequent earthquakes, to the absence of a real 

need before the importation of firearms. These theories, however, are easily refuted by the simple 

fact that a robust tradition was eventually developed. For example, the technical and aesthetic 

triumph that is ishigaki (石垣), the steep dry stone foundations of tenshu, mature yagura, as well 

as the peripheries of Japanese castle moats, undermine any proposition that there was neither the 

materials available nor the masons capable of developing permanent stone structures of 

impressive heights. Given the lasting stone foundations employed at mountain temples such as 

Mūrōji (室生寺, figure 3.3, located in Nara) as well as the Mongol Invasion Bulwark (元寇防塁, 

figure 3.4, located in Fukuoka), a ten kilometer-long stone wall that was erected as a defensive 

barrier against the Mongolian Invasions of the late thirteenth century, it is impossible to claim 

that a nascent capability was lacking.13 Likewise, any suggestion that monumental or vertical 

structures of impressive stature could not be constructed or maintained due to Japan’s abundant 

seismic activity is immediately proven false by one of the most iconic building typologies of pre-

modern Japan, the pagoda (塔). To cite but one example, the five-level pagoda of Daigōji (醍醐
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13 The Mongolian Invasion Bulwark is discussed in (Yanagida 1988) English language discussions 
include: (Conlan 2001) p. 235. (Friday 2004) p. 124.



寺五重塔, figure 3.5) constructed in 951 and standing at thirty-eight meters tall, has survived 

earthquakes and wars alike to become the oldest building in Kyoto extant today.14 

 Perhaps the most popular theory for the stunted development of a more permanent 

military architecture is that there was no impetus to their development before the introduction of 

firearms.15 Although the notion has long been rejected by scholars, it remains a common refrain 

that the revolution in castle-making that took place in the mid-sixteenth century can be succinctly 

explained as a reaction to the introduction of firearms to Japan.16 The appeal of this myth and its 

tenacity are easy to appreciate. Famously, firearms were introduced to Japan in 1543 by 

Portuguese sailors shipwrecked on the southern island of Tanegashima (種子島). The utility of 

these tools of war was immediately recognized, artisans were quickly employed to replicate the 

technology, and they came into widespread use within only a few years. The teenage Nobunaga, 

based hundreds of miles away from the ground zero of Tanegashima was already training (鉄炮

御稽古) with a Japanese arquebus specialist by around 1550 and had within his army a 

hundreds-strong unit of arquebusiers as early as 1553.17 
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14 It bears mention that function is an insufficient explanation for the survival of many pagoda as opposed 
to yagura. Although pagoda were not conceived as and made a key focus for attacking armies as yagura 
were, it is wrong to attribute these structures long survival as byproduct of their religious character. For a 
good part of their existence, pagoda were not property of pacifist monks, but part of institutions that were 
fiercely independent, prepared, equipped, and intent to defend and advance their interests with force. For 
each example of a remaining Heian to Muromachi pagoda, hundreds more were lost to war as a 
consequence of temples’ active participation in the politics of their age. In short, while pagoda were not 
military structures and therefore not primary targets of an active effort to destroy them, their continued 
existence during times of war was arguably only slightly greater than a given pagoda. Regarding the 
political and military role these religious institutions played see (Adolphson 2000) and (Adolphson 2007).

15 For a discussion of the effects of firearms on the conduct of war in the late sixteenth century see 
(Stavros Oct 2013).

16 (Hinago 1986) p. 16.

17 (Ōta 1969a) pp. 22, 26, (Ōta 2011a) pp. 59, 62.



 Concurrent to this boom in firearms, the first generation of elaborate dry-stone 

fortifications, the progenitors to ishigaki, had been developed and the first important re-thinkings 

of the yagura as an architectural typology had been built. The chronology here is tempting as it 

suggests a simple causal relationship between firearms and castles: firearms became abundant 

and thus defensive strategies required radical redesign. Such an interpretation fails, however, to 

account for several key realities. First, the degree to which firearms actually threatened the 

integrity of castles and forts was limited. The earliest firearms made in Japan were crude, 

imprecise, time-consuming weapons of only limited range and power.18 They were employed on 

both sides in various sieges, but there is no example of their use being a decisive factor in any 

single victory in a siege context.19 Cannons, the weapons that made castles partially obsolete in 

the European context, were not introduced to Japan until 1576—the same year that construction 

began at Azuchi and well after the first examples of lavish castle complexes had been 

constructed. Even if there was an explicit record that confirmed firearms to be the primary cause 

for the development of ishigaki, the presence of these new weapons would not adequately 

explain the sudden interest in verticality, monumentality, and rich decoration that were the new 

hallmarks of this generation of castles. In other words, tenshu and yagura were not made in 

greater size and decorated because there were firearms outside and inside their gates. Moreover, 

at least at this early juncture, the height that such structures might have provided would not have 
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18 (Stavros Oct 2013), (Udagawa 2002).

19 Nobunaga’s use of firearms in the Battle of Nagashino (長篠合戦) is often cited as the example par 
excellence of firearms playing a decisive role in the outcome of a battle. While it is the case that the battle 
centered around Takeda Katsuyori’s (武田勝頼, 1546-1582) siege of Nagashino Castle (長篠城), the battle 
itself was not one of a fortified defending side and attackers laying siege. Nobunaga’s victory was a result 
of his development of an ingenious system of rotating ranks of reloading and firing arquebusiers to create 
an unending barrage onto a mobile and at-the-ready opposing army. That is, Nobunaga did not use 
firearms to break a siege. (Lamers 2000) pp. 111-112.



offered great advantage. The power of firearms was that they were blunt instruments that, with a 

little training and coordinated action, could provide a deadly stream of offensive projectiles. A 

tall keep might have afforded a few skilled arquebus users some advantage, but their efforts 

would not have been remarkable different (and were arguably even inferior in their imprecision) 

to those of trained archers.

 Thus with an actual or dormant technical ability to do so and compelling motive in the 

form of regular outbreaks of war and violence long before the widespread use of firearms, why 

did no group of warriors, or even monks or courtiers develop a tradition of permanent defensive 

structures such as stone or complex timber-frame yagura to defend themselves? Moreover, why 

did no one think to take advantage of these structures’ intrinsic size to impress and dazzle as 

symbols of authority? Three reasons stand out: the absence of foreign invading forces, the 

presence of a strong central authority, and a reliance on private armies. 

 A comparative touchstone is here useful. In the contexts of Europe and China, military 

architecture and its grandeur can very broadly be seen as the product of a positive feedback loop. 

The threat of foreign invasion arguably served as the primary, if not a supremely critical impetus 

for the initial development of massive, permanent defensive structures such as city walls, forts, 

and castles.20 The size and majesty of these castles and walls elicited awe and admiration and, in 

turn, became reflections of the political and military might of a given ruler or military who 

constructed, maintained, and inhabited them. Infused with cultural meaning as both status 

symbols and symbols of state and empire, these examples of military architecture bred more 
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20 The earliest European castles date to the Norman invasions of the late eleventh century. A good survey 
of the evolution in the European context can be found in (Kaufmann 2001); (Oggins 1994) For the English 
context see: (Johnson 2002)  Chinese examples date to the fifth century BCE. See (Knapp 2000), also 
see (Chang March 1970).



examples that aggrandized yet more rulers and made more armies more capable of defending, 

supporting, and expanding the reputation and reach of these rulers.21 Further emulation gave 

birth to a skilled core of individuals dedicated to both developing these structures and enhancing 

their functional capability and aesthetic potential. This enhanced functionality and, indeed, the 

beauty that these artisans infused into these structures made them all the more impressive both as 

tools of war and as symbols and heralds of elites and elite institutions, and their appeal continued 

to increase.22 In short, in the European and Chinese contexts, both in terms of function and form: 

strong, beautiful walls, towers, and castles begot strong, beautiful walls, towers, and castles.

 In contrast, Japan’s geography as a relatively remote archipelago largely spared its 

inhabitants from foreign invasion and, in turn, from a need to develop defenses such as walled 

cities. This is not to say that Japan was immune from the threat of foreign invasion or that such 

large-scale defenses were never required or developed. Rather, such existential threats were so 

rare, distant from the capital (i.e. the home of a cultural and military aristocracy who could fund 

such projects), and so relatively short-lived that the architecture required to repel these threats 

was never normalized and never took hold within the cultural rhetoric either as symbols or even 

as practical tools. Already cited above is the example of the Mongolian Invasions and the 
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21 This is a point made in many books. Johnson describes the evolution and myriad of meanings that 
were cultivated in the English context in (Johnson 2002) Regarding China, Knapp describes the larger 
geomantic ideas and notions of identity that were cultivated based on the use of walled cities (Knapp 
2000).

22 Another remarkable by-product of the normalization of castles at least in the European context was the 
intimate link between land and people they engendered. The eleventh century saw a boom in castle 
construction across Europe as lords built defensive structures to defend themselves and their land. As a 
consequence, it became much harder for kings to conquer their neighbors. Lacking in the ability to 
expand outward, these lords shifted their focus inwards and on their own lands and estates. As a result of 
this shift, these lords gradually ceased to think of themselves as kings of tribes but instead began to 
identify themselves as a king of territories. Leaders gradually found themselves tied to the land, obliged to 
defend their borders and not just their people, and govern peoples culturally unlike themselves but linked 
to them by virtue of a shared relationship with a land base (Creighton 2002).



construction of the Mongol Invasion Bulwark in Western Kyushu. While this several-meter high 

stone bulwark played a critical role in thwarting the invasions of 1274 and 1282, there is no 

evidence that they inspired any emulation, had any significant impact on future architectural 

endeavors, or inspired any rethinking of martial tactics or culture.23 Distant from the centers of 

power and of little use after the Mongol threat subsided, the walls never had an audience or a 

longevity that might have made them more than just functional tools of war. Another example is 

the short-lived earthen embankments built to surround Heian-kyō (平安京, modern-day Kyoto 

794-1868) around the turn of the eighth century. These embankments are widely supposed as 

having been raised as part of an effort to emulate the urban plan of an ideal Chinese capital.24 

However, they can likewise be seen as a reaction to the rise and encroachment of foreign threats, 

specifically the Tang Dynasty and its ally in the Korean peninsula, the Kingdom of Silla.25 While 

other factors contributed to these walls descent into disrepair within years of their construction, 

just as with the Mongolian Invasion Bulwark, the absence of a pressing need in the form of 

possible foreign encroachment made these embankments and the gates and towers that 
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23 (Yanagida 1988). English language interpretations of the walls can be found in (Friday 2004) p. 166. 
And translated primary documents on them can be found in (Conlan 2001).

24 (Farris 1998) pp. 186-187. (Hall 1988) p. 12; (Steinhardt 1990) pp. 109-118; 

25 (Farris 1998) p. 133. The tension between Japan and the Tang began with Tang’s invasion of the 
Korean peninsula that began in the 630s and resulted in the occupation and destruction of the Baekje and 
Goguryeo kingdoms was a major concern to the Japanese court. Fearful of a Korean peninsula controlled 
by a power hostile to Japanese interests, the court sent a military expedition to aid Paekche partisans in 
the 660s. Another invasion threat from Silla developed in the 860s. (Farris 1995) pp. 35-41, 72, 114-115. 
See also (Ikegami 1995) p. 54. 



punctuated them unnecessary expenditures.26 In due course and as a result of the neglect they 

experienced, these walls never assumed a greater significance either culturally or militarily that 

might have inspired their emulation or continued maintenance.

 Unlike the threat of foreign invasion, examples of civil conflicts in Japanese history are 

plentiful. As will be discussed, this internal strife would eventually spark in the early sixteenth 

century a similar feedback loop as the one described above for China and Europe. However, 

prior to this moment and indeed for most of Japanese history, for lack of a sustained threat of 

foreign invasion a very different dynamic between wars, warriors, elites, and military 

architecture emerged. Owing to the existence of a strong central authority, namely the imperial 

court, that sat essentially unopposed and unparalleled during a key nascent stage in the formation 

of a core definition for normative war, a distinctly different set of processes that saw limited 

value in the development of massive defensive structures emerged, matured, and dissolved 

between the eighth and late fifteenth centuries. 

 The beginnings of this loop can be squarely located in the reverberations between the 

unmatched military might of mounted archers and a set of legal tools, rooted in the ritsuryō 

system (律令制) that served to tame these warriors.27 The ritsuryō system was a legal code, 

imported from Tang China and adopted by the Japanese imperial court in the late seventh and 

early eighth century. It prescribed the structures for a centralized state system of government. As 
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26 One of the main gates of this city wall collapsed in 816 AD and was never repaired. Farris argues 
convincingly that the primary reason that these walls fell into neglect (and indeed, appear to have never 
been completed) was due to a dwindling labor force. I would add to Farris’s assessment that, as in the 
case with the Mongolian Invasions, had the threat of the Tang been more pressing than resources would 
have been made available. In other words, the limited labor force in and of itself was a key factor, but 
external pressures (or lack there of) likewise played an important role. (Farris 1998) pp. 185, 194-195.

27 The extent to which these warriors were actually ‘tamed’ in this early context is debatable. Although she 
uses it primarily in reference to the Edo period, I am borrowing the word here from Ikegami. (Ikegami 
1995).



part of a larger set of reforms to the ritsuryō system in 702, the court established Japan’s first 

organized, conscripted, standing army.28 The creation of this army, likewise modeled on Tang 

example, was in large part a reaction to two threats to the imperial court, the aforementioned 

possibility of Tang invasion and the power of domestic provincial clans with private armies. As 

the threat of the Tang receded in the late eighth century, the utility of the army was put into 

question as it proved less than capable in the face of a new set of domestic challenges.29 Largely 

composed of conscripted infantry, non-professionalized and trained primarily to fight an 

organized invasion of continentals, the ritsuryō army was unable to effectively compete against 

swift-moving small bands of bandits and a professional class of cavalry advanced by the 

provincial warrior clans. Much like the walls of the capital that were built up and then dissolved, 

this organized, large-scale, and cumbersome means of defense was not only cost ineffective, it 

was conceived and developed to meet a challenge that was increasingly obsolete. 

 Outmatched, the court gradually stumbled upon a simpler and cheaper means of dealing 

with these tests to their authority: they bought the provincial warrior clans out.30 In hiring various 

clans as supplements to the ritsuryō army, members of the court found a more capable militia 

and gradually became reliant on these privately contracted forces for their military needs both as 

a court and, more significantly, as individual landholders. In the unions between courtiers and 

warriors, these mercenaries were recast as local defenders, managers, and onsite representatives 

for the private landholdings of courtiers and religious institutions and thus were integrated into a 
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28 I.e. the Taihō Reforms. The specifics regarding the logistical creation of this army is discussed in (Farris 
1995) pp. 49-50.

29 The advantage and later problems with the ritsuryō army are discussed in (Friday 2004) p. 35. 

30 This reading of the political dynamics of the eight to twelfth centuries, is derived in large part from 
(Ikegami 1995) pp. 53-54. and from Friday who posits a similar reading of the dynamics of the era (Friday 
2004)



system of land ownership likewise rooted in the ritsuryō code.31 Significantly, it is from this 

relationship between absentee court landlords and hired mercenaries come warrior land-

managers that the title of “samurai” (侍)—a derivative of the term saburai (侍 “to serve”)—

came into existence. These were the warriors that served the court. 

 While the incentive of material gain was the primary motive that propped up these unions 

between court and warrior, it did not, however, make for a lasting foundation. The court offered 

something else: legitimacy. Two legal powers in particular, both prescribed by the ritsuryō code 

as exclusive to the imperial court, positioned it as uniquely capable of offering such status: (1) 

the exclusive right to approve and confirm landholdings and (2) the exclusive right to sanction 

violence. The former held that only the emperor and the court had the power to grant titles to 

landholdings and legitimize the ownership of land. The latter held that any military action, 

including the mere assemblage of more the twenty mounted warriors, was a criminal act if not 

pre-approved by the court.32 Over the course of the ninth to early twelfth centuries, these twin 

powers functioned in concert to reign in all and any challenges to the status quo and instilled in  

the warriors a sense of deference to the court. For example, in the case that a warrior committed 

an unsanctioned act of aggression, perhaps to increase his territorial holdings or to settle a 

dispute with a peer, legal repercussions would soon follow.33 An aggrieved party would file a 

complaint to a local official, and the complaint would be forwarded to the court. In turn, the 

court would sanction an official expedition, a group composed of the perpetrator’s rivals or his 
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31 The role of samurai within the system of land-management, the so-called shōen system, is succinctly 
summarized in (Ikegami 1995) pp. 51-52; it is discussed in greater detail in (Toda 2006).

32 (Friday 2004) p. 25.

33 The legal process is detailed in (Friday 2004) p. 24-26.



warrior neighbors, to impose punishment. After this punishment was meted out, typically 

resulting in the death of the individual charged, those who had executed the order would be 

rewarded by the court with some of the landholdings of the punished party. 

 This abbreviated description of Heian jurisprudence obfuscates many imperfections and 

variables, but for our immediate purposes it serves to highlight a basic and consistent power 

dynamic. These exclusive legal tools made it possible for the court to pit provincial warriors 

against each other and keep them in check. The warriors’ success made for a relatively stable 

countryside, which, in turn, enriched the court. This wealth made it possible to fund more “law-

bringers” thus increasing the court’s credibility as a legitimizing force as well as adding to its 

coffers. The cycle therein repeated. In the face of such a formidable system of alliances and 

wealth accumulation, the average warrior clan or even a band of clans stood little chance of 

survival in a direct confrontation with the court. Indeed, from the ninth until the late twelfth 

century, no violation to the court’s prerogatives went unanswered.34 

 The success of this dynamic not only elevated the court to a supreme position, it also 

created a selective environment that encouraged certain types of warriors, battles, wars, and—

most importantly for our purposes here—military architecture. The backdrop created by the 

court’s legal prerogatives was one in which the defense of land per se was made moot. Rather, 

the object of war in the context of pre-sixteenth century Japan was almost always human.35 To be 

sure, the lands of “lawbreakers” were often raided, ravaged, and seized. These acts, however, 

were a means to an end. After a lawbreaker was defeated, the lands did not automatically fall into 

the hands of the warriors who secured them. Rather, following the ritsuryō rules there existed an 
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implicit understanding that land titles were transferred back to the court and that the court was 

then responsible for redistributing their lands as part of the law-bringers’ reward package. In this 

context, the raw act of killing was actively and continuously being legitimized by an established 

legal framework while seizure and occupation were left devoid of legal basis. The effect of this 

legal emphasis on killing rather than holding was to encourage speed and swift execution as 

tactical values while endurance and durability were relegated to secondary positions. 

The Uruma Residence Example

 To illustrate the implications of this dynamic for the development of architecture of 

fortification another hypothetical case is here instructive. For a landed Heian warrior who 

incurred or otherwise earned the court’s displeasure and had exhausted all paths of legal 

recourse, a hard reality confronted him. The court held essentially unlimited resources at their 

disposal and had the ultimate say over the title to the warrior’s lands. In this scenario in which 

the land was legally forfeit and the pressure lay on the warrior to stay alive, investment in 

fortification and inviting siege was not only moot, it was potentially suicidal. 

 Limited fortification such as mud walls, moats, and earthen embankments were used by 

capital and provincial warriors to hold off, slow, and discourage rivals, raiding parties, and bands 

of thieves from attacking their estates.36 However, to develop these structures to a point were 

they might be of use against the might of a sanctioned group of law-bringers was a fool’s errand. 

First, it was a cost-ineffective means for maintaining the lives of a single leader or a band of 

individuals. Second, it should not be forgotten that the lawbreaker in this scenario was likewise 
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36 Regarding the archeological record on early Kamakura warrior estates and the misconception of their 
being heavily fortified see (Hashiguchi 1988), (Hashiguchi 1991).



raised and trained in the same context as his attackers. Like his peers, his strength lay in his 

speed and efficiency, not in his durability. Indeed, fortifications represented a potential handicap 

for one executing a strategic retreat. The calculus here is a fundamental tenet of warfare. In any 

given battle of equal-sized forces in which one side flees, the retreating side stands at an inherent 

advantage. The offensive side, being forced to maintain formation and be in the ready, is slowed 

to a point where it either loses chase or its members are forced to drop their guard, an act that 

may invite counterattack.37 It is for this reason that the use of surprise and night attacks, a means 

to undercut and thwart this advantage, became an increasingly common practice during the 

Heian period.38 For our hypothetical outlaw warrior, presumably outnumbered by the group sent 

by the court and working at a disadvantage from having had his lands and economic foundation 

repossessed, every possible advantage was precious. Fortifications, even in response to the 

emergence of surprise attacks, were never adopted as a primary strategy as they undermined the 

cultivated strengths of the warriors, limited the avenues of escape, and increased the ability of 

the attackers to corral those in retreat. In the face of the economic and military might that the 

court could muster, walls and towers were more of a burden than asset. 

 The ultimate product of this stew of politics, culture, and military strategy may be seen as 

manifest in the depictions of the residence of Uruma Tokikuni (漆間時国, 1098-1141) included 
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37 (Friday April 1993) p. 10.

38 Owing largely to its later depiction in a handscroll (Heiji monogatari emaki, 平治物語絵巻 owned by the 
Museum of Fine Arts, Boston), the most famous example of a night attack from this period is that of 
Fujiwara Nobuyori (藤原信頼, 1133.1160) and Minamoto Yoshitomo’s (源義朝, 1123.1160) assault on 
Sanjō Palace (三条殿襲撃) during the Heiji Disturbance (平治の乱 1159-1160) in 1159. It is a textbook 
example of the strategy. The attackers bided their time, choosing the moment when their rival’s support 
was away, and then swiftly and decisively surprising their enemy and meeting their objective of 
kidnapping Emperor Go-Shirakawa (後白河天皇, 1127-1192). For English translation of this gunki 
monogatari (War tales, 軍記物語) version of events, see (Reischauer 1951).



in the first scroll of The Illustrated Biography of Priest Hōnen (『法然上人絵伝』, figure 3.6).39 

This image is often cited in discussions of medieval Japanese warrior homes both because of its 

relatively clear articulation of the layout and buildings of an elite provincial warrior home. 

Moreover, the image has proven to be consistent with archeological sites that range from the 

eleventh to mid-fourteenth century.40 The owner of the home, Uruma Tokikuni (漆間時国, 

1098-1141) is best known as the father of Hōnen (法然, 1133-1212), the founder of the first 

Japanese brand of Pure Land Buddhism (Jōdo-shū, 浄土宗). Tokikuni was also (and for our 

purposes here more importantly) a local constable (ōryōshi, 押領使) and head of a warrior clan 

in Mimasaka province (美作国, present-day Okayama). 

 In the scroll, the Uruma estate is shown from a bird’s-eye-view and is populated by three 

modest buildings, from right to left: a stable (umaya, 厩), a main residence (kyokan, 居館), and a 

storehouse (kura, 倉).41 These single-story timber-frame structures are alternatively capped by 

thatch roofs (kusabuki yane, 草葺屋根) and wood-plank roofs weighed down by heavy branches 

and rocks (ishioki itabuki, 石置板葺). The buildings are surrounded by a bamboo and thatch-

weave fence (takehogaki, 竹穂垣). This thin fence possesses two entryways. One is located at 

the bottom left of the estate and is a simple one-bay thatched-roof gate (itabuki mon, 茅葺門). 
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39The scenes cited above and depicted in the scroll are supposed to have occurred in the 1130s and 
1140s. The image itself was executed in the early 14th century. In this vein, it is much like the depiction of 
the yagura in the Illustrated Scrolls of the Later Three Years War. While both likely contain anachronistic 
details that are the product of the gulf between artist and subject, the basic character of these 
constructions depicted is that which is most critical to note and is the constant of critical concern in this 
discussion. (Friday 2004) p. 121, (Hashiguchi 1991) p. 117.

40 The placement of the estate on level ground and at the nexus of the irrigation system, paddies, and 
farmers facilitates its function as a managerial hub for an agricultural community. The size of the estate, 
roughly 150 meters squared and containing only a few structures, is likewise not unusual. (Hashiguchi 
1991); (Friday 2004) p. 121. Other examples from illustrated scrolls are discussed in (Tamai 1996).

41 (Hashiguchi 1991) p. 117.



The other entryway, a back door only visible in a latter scene in the scroll (figure 3.7), is 

positioned to the back of the estate and next to a thick bamboo grove. The estate is surrounded on 

all four sides by small hills, suggesting that it is located somewhere within a mountainous area. It 

is clear, however, from the flatness of the terrain on which the house is seated that the estate 

inhabits a level topographical plane suited to farming. Around the front and to the left side of the 

complex are irrigation canals as well as rice paddies that these canals feed. A short distance away 

to both the right and to the left of the estate are additional buildings, likely the homes of farmers 

overseen and protected by the Uruma clan. 

 Hardly distinguishable from the estate of a wealthy farmer, the shortcomings of the 

Uruma residence as a defensive stronghold should be immediately apparent.42 Its placement on 

flat ground leaves it open to direct assault. The hills surrounding it offer potential attackers a 

high-ground advantage. The bamboo grove at the back offers a perfect cover for the stealthy 

approach of enemies. The surrounding fence is made of flimsy material that can be easily torn 

down or passed through. Only the main residence, on account of its shutters (shitome, 蔀) and 

inter-pillar walls, possesses any potential as a defensive keep. However, this structure is far from 

secure as it is situated in the open and appears to have multiple entryways. On top of this, the 

residence, as well as practically all of the estate, is composed of highly flammable material. Only  

the surrounding irrigation canal stands out as an attribute that may have been conceived to offer a 

defensive advantage. This added function, however, is largely incidental. The proximity to the 

canals was a consequence not of defensive foresight, but of the fact that water was a resource 

that require constant management, a task that proximity facilitated.43 
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 Particularly remarkable about this depiction of the Uruma estate is that, owing to Hōnen’s 

biography, almost all of these weaknesses are put on stark display in a subsequent scene in the 

same scroll (figure 3.7). Despite having been a local stalwart and a law-enforcement agent of the 

court, Tokikuni failed on a key occasion to pay due respect to a visiting representative from the 

capital. The exact details of Tokikuni’s crime are unclear, but the result was a formative moment 

in Hōnen’s life.44 To mete out punishment, the representative dispatched a band of warriors and, 

in standard fashion this group descended upon the Uruma estate and killed Tokikuni in a night 

attack. To depict this pivotal scene, the artist moves the viewer from an overhead frontal 

perspective in figure 3.6 to the back of the main residence. Moving from right to left, the 

attackers, with apparently little trouble, have crossed over a small plank bridge traversing the 

irrigation canal and through the back gate of the fence adjacent to the bamboo grove. At the main 

residence the armor-clad attackers are met and engage in bloody, chaotic battle. In this depiction 

it is immediately clear that the main residence offers little cover or advantage. As its walls have 

been tossed aside and are being trampled, the only real obstacle to the invaders are defenders. 

The violent scene continues into the residence and builds up to a dramatic climax with Tokikuni 

making a last stand in the core of the main residence. 

 Although it is impossible to know whether Tokikuni expected an attack because of his 

troubles with the court representative, as an individual of some means, a local leader, a law 

enforcer, and a military man, Tokikuni must have been at least partially aware that his home 

could one day become a target. Despite this, his fate was sealed by an unpreparedness and lack of 

foresight that seems, at least from a modern perspective, amazingly shortsighted. Tokikuni is, of 
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course, a single example and the circumstance of his death are rendered in figure 3.7 through the 

brush strokes of an artist who lived centuries after the fact. However, as the home is nonetheless 

typical for his status and class and of a character consistent with examples over centuries, the 

depiction should not be dismissed as an odd exception or a critique of an underprepared warrior. 

Rather the image is a reflection of a unique norm: a warrior class encouraged by an unrivaled 

central authority and a distinct set of legal tools to almost exclusively develop offensive 

capabilities over defensive ones. The absence of fortifications that might thwart attack is, on the 

one hand, a nod to the primacy of the home’s function as an administrative center for a farming 

community. It is also a product of a culture of war developed over centuries that did not consider 

seriously the potential inherent in fortification, but remained reliant on direct action and speed 

for practically all tactical calculations in war. 

III. Siege: The Cost and the Limited Returns of Fortifications

 The depiction of the yagura in the Illustrated Scrolls of the Later Three Years War (figure 

3.2) is worth returning to here as it represents a bridge between the martial contexts of the late 

Heian and late Kamakura periods. In that the work was produced almost three centuries after the 

events it depicts, the image encapsulates both the beginnings as well as the maturation of 

fortification as a tactic. In its subject, the scene in which the yagura appears is a reflection of the 

emergence of siege as a burgeoning strategy. In the date of its creation, the image is a reflection 

of the normalization of the tactic and, as established above, a prevailing presumption of military 

architecture as temporary and almost exclusively utilitarian in character. 
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 The battlescape in which the yagura of figure 3.2 is situated is that of the siege of the 

Kanezawa Stockade (金沢柵), a months-long blockade that concluded a series of wars in the 

Tohoku region during the latter half of the eleventh century.45 These wars, the so-called Former 

Nine Years War (前九年の役) of 1055 to 1062 and Latter Three Years War (後三年合戦) of 

1083-1087 in which the siege of the Kanezawa Stockade took place, are the contexts in which 

the first large siege battles of consequence occurred in Japan.46 Although the attackers, supported 

by the court, were ultimately triumphant in each instance of siege during these engagements, 

these types of battles were particularly hard won.47 That which made the tactic of fortification so 

potent is succinctly summarized in a passage from a chronicle of the Former Nine Years War 

known as The Tale of Mutsu (『陸奥話記』). On the eve of a battle, a lieutenant in the court’s 

army clearly articulates the precarious situation that maintaining siege was causing:

Our government army is made up of mercenaries, and they are short  of food. They  want 
a decisive fight. If the rebels were to defend their strongholds and refuse to come out, 
these exhausted mercenaries could never maintain an attack for long. Some would 
desert; others might attack us. I have always feared this.48
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45 The Kanezawa Stockade was defended by Kiyohara no Iehira 清原家衡, (d. 1087) and Kiyohara no 
Takehira 清原武衡 (d. 1087) and placed under siege by Fujiwara Kiyohira 藤原清衡 (1056-1128) and 
Minamoto no Yoshiie 源義家 (1039-1106). See (Komatsu 1988), (Shukanhan 2011).

46 Regarding the Former Nine Years War and the Latter Three Years War see (Farris 1995) pp. 223, 240. 
Regarding these wars as the first examples in which fortifications played a role of consequence in the 
Japanese context, see (Friday 2004) pp. 119-120.

47 The court technically supported no one in the Latter Three Years War. At the war’s conclusion, they 
chastised the victor for having acting without their permission and rejected requests for rewards for 
services rendered. The light nature of this condemnation is, however, indicative of the court’s favor and 
can be seen as a backhanded endorsement. In the eyes of the court, the defeated side had committed 
the greater infraction by causing the unrest. Owing to the distance between the capital and the front-lines, 
the victor had been forced to act without sanction. This unsanctioned action, even if in the court’s greater 
interest, could not be excused. (Friday 2004) p. 29.  

48 「官軍客兵為粮食常乏。一旦鋒争雌雄決欲。而賊衆若嶮守進戦不者。客兵常病久攻能不。或迯散者有。還
彼為討可矣。僕常以之恐為。」 (Hanawa 1932) p. 28; translation from (Friday April 1993) pp. 10-11.



The dynamic encapsulated in this quote—a military commander fearful that his own side is 

teetering on the brink of mutiny as the financial and physical costs born by his soldiers begin to 

outweigh the promise of rewards—is one that never amounted to a defeat for the warrior bands 

who were contracted by the Heian court.49 It would, however, become a foundational pillar for 

conducting war in the late Kamakura and Muromachi periods and, in turn, an indirect cause for 

the birth of a tradition of military architecture. Evidence of this shift is likewise manifest in 

figure 3.2. Although the subject of figure 3.2 was, at the time of its creation in 1347, an obscure 

battle in a relatively inconsequential long-past war that took place on a remote frontier, this scene 

of siege (as well as several other depictions of the Kanezawa fort that appear in the scroll) almost 

certainly held special significance to its contemporary audiences. Only a decade prior, some of 

the most dramatic examples of siege warfare to ever occur on the Japanese archipelago had 

unfolded in the context of two conflicts of national consequence: The Genkō War (元弘の乱, 

1331-1333) and the collapse of the Kemmu Restoration (建武の新政, 1333-1336).50 In these 

struggles, siege was ubiquitously employed as a tactic and its strategic application ultimately 

facilitated a dramatic upending of the political order. Unlike in Tohoku two centuries earlier, the 

fears of commanding officers were coming true and, as a consequence, the subject and 

implications of siege had become readily relatable subject matter. In other words, figure 3.2 isn’t 

merely a retelling of history, it is a reflection of siege warfare having become a tactic 

273 

49 (Friday 2004) p. 165.

50 English language summaries of the Genkō War and the Kemmu Restoration can be found in multiple 
studies: (Adolphson 2000) p. 291-303; (Conlan Summer 1999), (Conlan 2003). Alternatively, see (Kojima 
1959)



commonplace enough that its depiction was readily appreciable as a motif and even a subject 

worthy of historical contemplation.51

 In its capacity as an evocation of both the beginning of fortification and siege as tactics 

and the subsequent normalization of them as practices of war, figure 3.2 highlights two key 

questions of critical concern. First, why did siege suddenly develop as a primary military strategy 

when it had been a rarity in the Heian period context? Second, why, despite this development of 

a tradition of military architecture, did no tradition of permanent military architecture yet 

emerge? As hinted at by the quote above, the answers to these questions revolve around concerns 

of cost-efficacy. They further extend and encompass precedents established in the previous era 

and overlapping preconceptions regarding warriors, architecture, governance, and sacred space. 

In the larger scheme of this chapter, these lines of inquiry expose the beginnings of an 

association between the warrior class and certain architectural typologies, such as the yagura, 

that were not predetermined or predestined, but, rather, cultivated by a unique set of practical and 

cultural concerns.

The Gates of Power Without Walls

 The first tectonic shift in the political landscape that ushered in this new martial dynamic 

occurred in the wake of the Genpei War (源平戦争, 1180-1185).52 As a result of this conflict 
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51 The issue of anachronism merits brief mention here. The form of the yagura depicted in figure 3.2 is 
generally consistent with other illustrated examples from the same and following centuries (see footnote 
3). Consequently, it is almost certainly not an exact rendering of an eleventh-century Tohoku yagura, but, 
rather, it is reflective of the yagura used around the time of the scrolls creation in the mid-fourteenth 
century. Any anomalies that can be pointed out can be explained as site-specific, arbitrary, or based on 
the artist’s limited exposure or knowledge.

52 Summaries of the Genpei War can be found in (Farris 1995) pp. 289-306. (Adolphson 2000) pp. 
126-134. Alternatively, see (McCullough 1988)



between rival warrior clans vying for influence with and control of the imperial household, the 

court was relegated to a secondary position and Japan’s first military government, the Kamakura 

Shogunate (鎌倉幕府) came into being as a new center. This shift in power, however, was not 

absolute. One strong central power was not replaced by another. Rather, the Genpei War ushered 

in an oligarchical system of governance in which there was no longer a clear, single undisputed 

central authority. Governance was handled by a delicate balance of multiple competing centers 

that have been dubbed in modern scholarship as the kenmon (権門) or “gates of power.”53 To be 

sure, the shogunate was nominally the dominant institution that sat above the other kenmon, 

namely the court and several powerful Buddhist monasteries. Accordingly, the aforementioned 

exclusive legal prerogatives that governed violence and land claims were transferred to it. The 

shogunate jealously guarded and regularly invoked these exclusive rights, attempting to replicate 

the court’s established model of jurisprudence and perpetuate the cycles outlined above.54 It was, 

however, never as successful as its predecessor. Constrained by its kenmon competitors and 

dealing with larger tracts of land, the Kamakura Shogunate as well as its successor the 

Muromachi Shogunate (室町幕府) never possessed the means to answer all challenges to their 

authority. Further, even for those tests that these institutions wished to address, direct action was 

275 

53 This system of shared power was coined kenmon taisei (権門体制) or the “gates of power system” by 
Kuroda Toshio. The term as well as its strengths and weaknesses are discussed in great detail in 
(Adolphson 2000).

54 The dynamic discussed here falls under the rubric of “public war”—war sanctioned by the state—as 
outlined by Friday. “Private war”—that is, violent conflicts not sanctioned by the state prior to their 
occurrence—was, of course, a common occurrence. In the above text, this distinction is glossed over as 
the larger political dynamic (that informed the concept of public war) is that which had the most direct 
effect on the culture of war. The central authority set a standard of conduct and smaller, private conflicts 
conformed to its model. (Friday 2004) pp. 24-25.



not always strategically wise as those who defied the shogunate could seek aide or hide under the 

cloak of a different private or institutional power.55

 Paradoxically, the emergence of fortification as a tactic was due in no small part to 

precedents that had previously discouraged its use: first, the legal framework that indirectly 

promoted persons over territory as the primary objective of war and, second and hinted at in the 

quote above, the reliance on privately contracted military forces. In the previous era, these tools 

of governance had functioned to keep the court’s provincial rivals in check by both allowing for 

the integration of local bands of warriors into systems of land ownership, but simultaneously 

undermining these warriors’ position by denying them a wholly secure relationship to the land. 

In this new age, however, the lack of a single, central institution with the resources to perpetually 

maintain pressure until an objective was accomplished would cause these precedents to be 

flipped on their heads. Owing to the legal precedent that emphasized killing above all else, 

symbolic concerns of holding or maintaining territory remained secondary to a primary goal of 

preserving or taking life. In other words, the definition of victory was roughly static.56 The 

strategy of “heading to the hills” and digging in to maximize one’s defensive capabilities for 

securing persons had always been an option, but as explained above in the pre-Genpei war 

context the reach and wealth of the court was essentially inescapable. 

 In the years after the Genpei war, however, a new calculation gradually became apparent 

by the new, diffuse nature of authority. As both sides in a given conflict were reliant on private—

that is, semiautonomous forces with a degree of freedom of agency—bands of warriors or armies 
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55 (Friday 2004) 25-26; 29-30. Also, the complex nature of vertical relationships and conflict resolution 
between the warrior class is described in (Ikegami 1995) pp. 82-90.

56 (Friday 2004) p. 165.



were largely held together by the promise of payment.57 Whereas the lieutenant in the Former 

Nine Years War quoted above and his soldiers might have shown additional patience because the 

court was a singular power that could be invariably relied on for rewards and recognition after a 

conflict had concluded, the warriors in this new context were never so dependent on a single 

master. A well-fortified, well-stocked fortress not only undermined the advantages of martial 

skill and numbers, it tested the bonds of master and contracted fighters.58 

 On the micro-scale and in practice, this dynamic and the appeal of fortification is thus 

easy to appreciate. Let us return briefly to the hypothetical warrior out of legal options who was 

posited in the previous section. Against the Heian court, this censured warrior’s options were 

limited to continued legal appeals or flight. Against the Kamakura Shogunate, fortification was 

added to this list as a possible, if not ideal course of action. The warrior could now choose to 

meet the shogunate law-bringers or other rivals on terms which advantaged him and attempt to 

wait his pursuers out. In this scenario, all that was required was to delay long enough that the 

mission costs for those meting punishment or those attempting to gain from the death of a rival 

surpassed the promise of rewards. By means of straining the relatively weak ties between master 

and vassal, a defender could break his opponent by causing desertion or betrayal. While this 

strategy was not without risk and there was never a clear outcome even if the defenders were 
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57 Notions of honor, loyalty, and personal debt were likewise extant and encouraged by the leadership and 
were likewise important motivators for vassals. However, these notions were constantly tested by real 
world demands and, more specifically, questions of individual pride. Material gain (or, conversely, cutting 
one’s losses) was not the only working motive for private warriors, but it is one that, if put to the test, was 
often the first to break the bonds of master and vassal (Ikegami 1995) pp. 82-86. Conlan’s work in 
particular shows the fickle nature of the bonds between master and vassal. (Conlan Summer 1999).

58 Although slightly later than the period discussed here, the 1479 siege of Usui Castle 臼井城 is a prime 
example of a long siege that strained and broke alliances. (Spafford 2013) footnote 9 p. 175.



successful in breaking the will of their opponents, fortification was a simple means to cultivate 

dissension, divisions, and, in turn, a reprieve or even a victory.

 Yet while this mix of legal and martial cultures contributed to the emergence of 

fortification and siege as normalized practices, it likewise created a context that undermined the 

development of a tradition of permanent military architecture. To be clear, the interplay of law, 

power, and battle described above did not give way to an unbridled boom in the construction of 

forts and castles. Rather and more precisely put: this legal-martial-political dynamic engendered 

a cost-calculation that, in turn, encouraged the construction of fortifications of a temporary 

character. Cost here is again a key issue. Just as maintaining a siege required substantial 

investment, so too was it expensive for those besieged.59 Beyond the material and labor costs 

required to fortify a given locale, the alliances and bonds of those under siege were often no less 

tenuous or demanding of reassurance and payment than those soldiers surrounding a fort. 

Burdened with these expenses, those forced to resort to fortification found an obvious window of 

relief in the fact that the legal-cultural dynamic allowed for the choosing of a place for a last 

stand. In other words, for lack of an overarching legal or cultural tether tying warriors to a given 

land base, defenders were free to exploit strategically advantageous locations without fear of 

incurring a symbolic defeat or volunteering to relinquish a claim to a land base. 

 Fortification was a cost-efficient means of conducting war, but primarily because it 

allowed for the deferment of costs onto the terrain. This calculation, in turn, had greater 

implications. On the one hand, the ability to select locations made fortification an affordable and 

therefore viable tactic. On the other hand, the locations, chosen precisely because they were 
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inaccessible, were inherently of a character that discouraged greater development beyond the 

immediate needs of a campaign. From a practical perspective, fortifications were conceived and 

constructed as programmatically temporary because (1) building them and, owing to the 

ingrained use of privately contracted military forces, indefinitely manning them was cost 

prohibitive and; (2) the required natural topography that made fortification cost-effective was 

typically unsuited to the development of an economic foundation—this is to say, a town or other 

non-military community—that might sustain such a stronghold in the long-term.  

Harnessing Sacred Topography

 These financial and practical concerns were not, however, the only factors that 

perpetuated this prevailing assumption of fortifications as programmatically temporary. Those 

with the wealth and resources that might have funded the creation of a lasting tradition of 

military architecture, namely the kenmon and the shogunate in particular, had compounding 

motives. First and on a practical level, as the military might of the shogunate and the other 

kenmon powers lay primarily in their ability to rally armies of a size and strength unrivaled in a 

head-to-head fight, the development of fortifications was simply never worth the investment. 

With the notable exception of the Mongol invasions of the late thirteenth century, there was no 

enemy that warranted the expense of a hardened, long-term defensive stance. Second and more 

significantly, owing to the lack of an established precedent or native example, the development 

of fortifications either as homes or as strategic outposts likewise carried little to no payout in 

cultural or symbolic capital. 
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  This second point is a critical one and requires substantial qualification. Military 

architecture should not be seen here as merely an untapped well of symbolic capital. Rather, it 

was an architectural category that did not yet have a resonant place within the established 

symbolic vocabulary of power, land, and architecture. In other words, the development of a 

brand of military architecture was not just a drain on resources, it potentially undercut or deprive 

the investor of established sets of legitimizing tools. At issue here are several overlapping trends 

regarding the designation and meaning of sacred space, the use of topography as a legitimizing 

tool, and the harmonization of place and architecture to these ends. These topics are complex and 

each goes well beyond the scope of this dissertation. For our purposes here, suffice it to say that 

in the pre-modern Japanese context, there existed an impressively varied tool kit of native and 

imported religio-ideologies including Shintō, Buddhism, Daoism, and Chinese geomanticism 

that have been (and, indeed, continue to be) used to infuse meaning onto the topography.60 These 

assigned meanings, in turn, ultimately served to give definition back to the designator. 

 The most basic example of this use of land as a tool to refract meaning can be found in 

the designation of sacred spaces and the founding of shrines or temples. The foundational 

definition of sacred space in Japan, derived from the native Shintō religion, is a locale 

whereupon a divinity has manifested and continues to inhabit.61 The identification of such 

locales or, rather, manifestations is realized through various means including miraculous events, 

dreams, or historic events. Often compounding or directly inspiring these brushes with the divine 

as well as independently engendering a designation of divine presence are impressive natural 
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fixtures or an aura of the supernatural.62 Buddhist, Daoist, and Chinese geomantic ideas were  

gradually layered on this established association between natural fixtures and divinity and came 

to complicate the means and ways of identifying, thinking about, and designating sacred 

spaces.63 However syncretic, layered, or complex, the result can be seen as largely the same. By 

designating a space a sacred, an institution (or an individual on behalf or as spearhead of an 

institution) not only created a foundational claim to the ownership of that space, but set up a 

framework for the refraction of meanings back onto itself and the network of patrons and allies 

that supported that institution. The space or natural fixture thereby served to justify and 

aggrandize the existence and presence of the institution. In other words, by simply positioning 

oneself on or by a perceived manifestation of the divine, be it artificially created and ephemeral 

or physically present in the form of a natural fixture, the perceived divinity of that site is 

reflected back onto and incorporated into the identity of the institution. The topography is thus 

purposed as a legitimizing pillar and symbol for the institution.

 Notably, the use of religio-ideological constructs to assign meaning to and exploit the 

natural topography as a legitimizing tool was not limited to religious institutions, but also 

employed by political and governing bodies. A quintessential example is one that has already 

been touched upon: the geomantically prescribed plan for a capital city imported from Tang 

China. Cited above as a partial impetus for the construction of city walls around Heian-kyō, this 
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geomantic prescription was one employed as an urban blueprint for the development of each of 

Japan’s ancient capitals.64 The plan posited that to establish a stable capital and ensure a 

successful reign, certain topographical features were required such as a flat plain upon which a 

grid pattern could be laid, a mountain to the northeast, and a river or road extending to the 

southwest. These specifications, three of many, had some practical basis, but served ultimately to 

aggrandize those authorities situated within their borders as comparable with the Tang, a 

civilization of unparalleled sophistication in the eyes of the Japanese, as well as in line with 

various divine and cosmic forces. While the religio-ideological basis differs and the label of 

“sacred” may not be well suited for an urban landscape, the implications of this projected 

meaning are not so different from that of the designation of sacred spaces for temples and 

shrines. Natural fixtures were identified as having special significance, meaning was assigned to 

these fixtures and, in turn, by means of building up the site, this meaning was refracted onto 

those in possession or control of the topography to legitimize and give weight to their presence. 

 Herein lies a key point. While the proper topography or a given natural fixture was an 

important and powerful ingredient for the extraction and refraction of meaning onto an 

institution, it is most often (and arguably remains) the application of architecture onto a site that 

actually accomplishes this end. In other words, it is the presence of temple or shrine architecture, 

often as simple as a torii gate (鳥居), which announces a space as sacred and, by implication, 

that the inhabitants, owners, patrons, or caretakers of the space possess some connection to the 

divine and, as such, are worthy of special notice and respect. Similarly in the selection of a 

location for a capital, it is a properly placed Imperial Palace, road grid, markets, and temples that 
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activate that land and allow for it to be evoked as a meaningful legitimizing symbol. To be sure, 

sculpture, painting, decoration, and ritual can also serve these ends, however architecture stands 

out amongst these arts as it is typically larger, more readily visible, and in this capacity makes a 

more immediate statement. The land itself may be potent and the spatial-religio-ideological 

framework applied to it equally, but without architecture the symbolic potential of the natural 

terrain is left untapped and unrecognized. 

 What does all this have to do with military architecture? A spacial-religio-architectural 

relationship is typically only identified and dissected when it contributes to the understanding of 

a given site or structure.65 That is, it is exclusively raised and acknowledged when a specific 

building or set of buildings and a site create harmony and achieve the ends discussed above. In 

the case of military architecture and the broader discussion here, the opposite, or rather, the 

dissonance caused when a spacial-religio-architectural relationship is uncalibrated is important. 

As an architecture developed as essentially utilitarian and lacking in an established and clear set 

of symbolic meanings, military architecture in the ancient and medieval Japanese context had no 

clear or established place within the syncretic webs of grafted and refracted ideological meanings 

rooted in the topography. A pagoda, a torii, or a palace could signal the sacred or stately 

character of a site and could be cited as self-fulfilling evidence of the inhabitants’ importance and 

inspire sustained personal and financial investment into the institution. Conversely, yagura, 

earthen walls, and palisades signaled primarily the presence of warriors and, often enough, a 

conflict that was immanent or in progress. Not only did these structures refract decidedly 

negative meanings of disorder and unrest onto the space, they drew resources away from and 
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potentially undermined those more desirable legitimizing effects which a properly harmonized 

spacial-religio-architectural union offered. For the shogunate, the court, and the great Buddhist 

monasteries, embracing and developing military architecture as part of their architectural 

portfolio and legitimizing strategies both meant sacrificing a wealth of symbolic capital and even 

potentially ceding that capital for others to exploit.

The Kasagiyama Example

 One conflict that touches on each of the issues outlined here is the Genkō War, mentioned 

above as partial inspiration for the image of figure 3.2 and the context for some of the most 

famous and dramatic siege battles in Japanese history. The combined instances of siege in the 

Genkō War, and in particular the siege of the Kasagiyama fortress (笠置山城) represent a unique 

case study that sheds much light on fortification as cost-efficient, programmatically temporary, 

and incongruous with both legitimate governance and sacred space.

 The Genkō War was sparked by Emperor Go-Daigo’s (後醍醐天皇, 1288-1339) rejection 

of a system of alternative succession for the imperial throne. More broadly, the conflict revolved 

around Go-Daigo’s aspirations to reclaim the court’s former position from the Kamakura 

Shogunate. In 1331, Go-Daigo launched this campaign by fleeing his capital home and 

bunkering down with a force of over three thousand men on top of Kasagiyama (笠置山), a 

small mountain located roughly forty kilometers south of Kyoto. In response to his nascent 

rebellion, Kamakura assembled a force of one hundred thousand and quickly set upon the Go-
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Daigo stronghold.66 These numbers of three thousand versus one hundred thousand come from 

the war epic (gunki monogatari, 軍記物語) the Taiheiki (『太平記』, The Chronicle of Grand 

Pacification) and are almost certainly exaggerations.67 Nevertheless, they serve to convey a basic 

context: at the outset of the war, Go-Daigo was not only heavily out-manned, he faced a force 

composed of warriors heralding from far and wide. He was contending with an enemy that was 

both inescapable and highly diverse in loyalties and interests. To call upon such a vast number of 

privately contractable warriors was an investment that must have been, like the size of the army 

itself, awe-inspiring.

 Despite their foresight regarding the threat Go-Daigo posed, their investment, and their 

uncompromising and rapid response, the shogunate ultimately set the stage for a Pyrrhic victory. 

They would overtake the Kasagiyama fortress and capture Go-Daigo, but only after losing 

innumerable lives and infusing Go-Daigo’s cause with new energy. As the defenders were able to 

hold off the shogunate’s massive army for more than a month, they inspired other disaffected 

parties to raise forts and rally to Go-Daigo’s cause. Ironically, the shogunate’s superior numbers 

worked entirely to Go-Daigo’s advantage. Indeed, the numerical advantage was not even a 

decisive factor in the taking of the fort. The shogunate’s victory was secured by a mere fifty men 

who infiltrated the fort by way of an undefended flank, a several-hundred-meter high (again, a 

likely exaggeration) rock cliff face, and then fooling the defenders that their lines had been 

breached.68 Although the military might of the shogunate was such that it subjugated 
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Kasagiyama and remained essentially undefeated for much of the ensuing war, the forts that Go-

Daigo’s initial stand inspired took their toll on the bands of privately contracted soldiers and 

primed the army for dissension and defection. In the end, the shogunate’s undoing would come at 

the hands of one of its own. Ashikaga Takauji (足利尊氏, 1305-1358), the head of a 

reinforcement army dispatched from Kamakura, saw a window of opportunity in these strained 

alliances and threw his support in with Go-Daigo. Takauji would lead Go-Daigo’s side to victory 

over the shogunate. His betrayal and, more so, his ability to sway a wide contingent of warriors 

to switch sides can be seen as emblematic of the weak ties that characterized the shogunate army. 

 As it set the stage for the toppling of a ruling government, Go-Daigo’s fortress on 

Kasagiyama represents an extreme example of the cost-efficacy afforded by temporary 

fortifications. Little is known about the Kasagiyama fort’s exact form, but it can be said with 

some confidence that it was both economical and not built as a lasting architecture. The fort’s 

essential character can be inferred from two sources: the Taiheiki and the site itself. Within the 

chronology of events, the Taiheiki describes the fort as having been built up in about four days 

on the back of an existing temple and destroyed roughly a month after its creation. Perhaps not 

surprising given this short life, only a few traces of this brief imperial abode and battlefield have 

been unearthed by the efforts of archeologists.69 Nonetheless, the physical topography of the 

mountain is such that, even several centuries removed, it is not difficult to imagine how a robust 

defense was mounted there. The mountain offers not only a steep incline and a high-ground 

advantage, but upon its ridges are areas corralled by groupings of massive boulders and sheer 

cliffs. These giant rocks and rock faces create natural bottlenecks and protected heights that form 
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the basic contours for a highly defensible citadel. The description offered in the Taiheiki provides 

additional dimension to this picture as it describes ditches, rock walls, gates, and towers 

surrounding and capping these fixtures.70 Because of the short timeframe that the defenders had 

to prepare, it seems almost certain that they relied heavily on the natural topography and that the 

fortifications they were able to construct were of a makeshift character. Worth recalling here are 

the stealthy invaders who brought the fort down. It can be safely guessed that these warriors 

were successful largely because one flank was left unattended and without defensive structures. 

Their success was likely not so much the result of gross negligence, but rather a consequence of 

limited human and material resources being strategically allocated to the most vulnerable flanks. 

 Given this basic outline, it is not difficult to imagine that the fortifications of Kasagiyama 

were not wholly unlike those depicted in the Illustrated Scrolls of the Later Three Years War. 

Built with a singular focus on functionality and lacking in embellishment, these structures were 

not conceived or constructed with long-term designs, but in the heat of the moment to do a 

simple job: keep Go-Daigo alive. To these ends, the ramparts and towers of Kasagiyama were 

extraordinarily successful. By means of fortification they enabled Go-Daigo’s force to 

accomplish a goal that would have been impossible in a head-to-head fight or if Go-Daigo had 
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70 “White clouds buried the peak of the high mountain where Kasagi castle stood, and mossy crags 
dropped away below for a myriad fathoms. The twisting path leading upward was half a league long; 
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middle of their quivers. These were not men to be attacked hastily!” (McCullough 1959b) p. 72.



attempted to outrun the agents of the shogunate. They kept at bay an enemy of exponentially 

larger size and in turn planted the seeds for an overthrow of the status quo. While the fort 

ultimately failed Go-Daigo in the short term, the efficacy of these structures was of a degree that 

the fort became a true rarity for its time: an example of an architecture created of military need 

that would become greater than the sum of its parts. Kasagiyama was a symbol of resistance and 

a rallying beacon for Go-Daigo’s cause.71 

 Yet while the temporary character of the Kasagiyama fort was a consequence of cost and 

practicality, none or even all of these factors, including Go-Daigo’s defeat there, can be seen as 

having absolutely disqualified the site from further development as either an imperial home or a 

permanent military outpost. Owing to its symbolic import as the birthplace of Go-Daigo’s 

revolution as well as its form having been particularly suited for the construction of a military 

fortress, Kasagiyama ostensibly held great potential. Indeed, a hypothetical case can be made 

that, like Azuchi eventually became, Kasagiyama could have been the spark that inspired a 

Chinese or European-esque flowering of military architecture as symbols of power and elite 

status. That this did not happen is not merely a consequence of the falling out between Go-Daigo 

and Takauji which resulted in Go-Daigo’s overthrow in 1336. Likewise, although a strong case 

can be made that Go-Daigo could not have afforded the costs of establishing a presence in this 

new abode, Kasagiyama’s disqualification cannot be seen as a product of cost alone. Rather, the 

problem with Kasagiyama was that its prior history made it difficult to graft, extract, and refract 

useful new meanings that might serve Go-Daigo’s long term designs. It was easier to return to 

those locales where these relationships were already established and functionally resonant. 
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 Kasagiyama was not a blank slate. Its identity both drew Go-Daigo to it and repelled him 

from further developing it. As mentioned already, Kasagiyama was not uninhabited when Go-

Daigo arrived, but had been the site of a temple named Kasagidera (笠置寺). A branch temple of 

Tōdaiji (東大寺), Kasagidera is thought to have been established in the eighth century and 

founded in conjunction with the creation of two monumental stone relief carvings: one, notably 

the largest and oldest such relief in Japan, is of Miroku Buddha (弥勒大磨崖仏, figure 3.8), the 

other is of the bodhisattva Kōkūzō (虚空蔵磨崖仏).72 The creation of these reliefs and the 

founding of the temple are, however, popularly attributed to an earlier moment.73 According to 

the twelfth-century folklore compilation, the Konjaku monogatari shū (『今昔物語集』, 

Anthology of Tales from the Past), the temple was founded in the mid-seventh century by Prince 

Ōtomo (大友皇子, later known as Emperor Kōbun 弘文天皇, 648-672 AD) under miraculous 

circumstances.74 While hunting on horseback Ōtomo ascended Kasagiyama and became trapped 

on a narrow ledge. In fear he called out to the mountain’s numina or kami and vowed that if 

saved from his predicament he would carve the Miroku relief. Ōtomo promptly found his way to 

safety and, true to his word, he returned a short time later to fulfill his vow. The task, however, 

proved too great for him to accomplish alone. Impressed by his dedication and sympathetic to his 

cause, the mountain’s kami magically and instantaneously did the work in his stead. 

 This story of Kasagidera’s founding is an almost perfect example of the processes 

described in the previous section for the identification and development of a natural topography 
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as sacred terrain as well as the layered, syncretic nature of these designations, and in turn, the 

manner in which meaning was extracted and exploited in a functioning spacial-religio-sculptural/

architectural refractive equation. The Miroku relief was irreparably charred during the siege of 

Kasagiyama, but the alcove in which it was situated is still intact and, along with its partner, 

remain potent physical expressions of the brush with the divine that occurred on the site as well 

as the perceived spiritual presence located on the mountain. They, in turn, legitimize the monks’ 

presence on the mountain and inspired investment into their continued presence there. In other 

words, like the buildings of temples or shrines, these reliefs are man-made announcements of the 

site’s sacred nature and were inscribed onto the topography for the purpose of refracting 

meanings and significance from the mountain and onto its inhabitants.75 By virtue of existing, the 

built environment of the temple announced the sacred potency of the site and, for millennia have  

given motive to donors to continue to support and invest in its resident-monks.

 Although there is no record that explicitly states Go-Daigo’s interest in Kasagiyama was 

related to these Buddhist reliefs, research by the historian Nakazawa Katsuaki has shown that the 

sites of many forts roughly contemporaneous to Kasagiyama were selected precisely because of 

the perceived spiritual power imbedded in the terrain.76 One example of this practice that 

Nakazawa raises is, what should be by now a familiar name: the Kanezawa Stockade. Citing the 

site’s history as a nexus for pilgrimages and ascetic training, Nakazawa makes a strong case that 

the choice to develop Kanezawa into a martial stronghold went beyond obvious practical 

considerations. Kanezawa offered not only a set of natural fixtures that could be easily 
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repurposed into a layer of physical protection, but also a powerful shield of spiritual protection 

and, in turn, a psychological boost to defenders. The sacred character of the site reassured its 

occupants of divine protection and of sustained support in battle and in death. In this way, the 

topography itself was activated to embolden and inspire soldiers. Kasagiyama, with a similar 

overlapping character of physical impenetrability, spiritual presence, and a robust tradition of 

spiritual training and practice, almost certainly held a similar appeal.77 

 Yet while sacred topography could be claimed for military ends, there is evidence to 

suggests that there was an inherently understood contradiction in raising military architecture on 

such sites. The crux of this matter is nicely encapsulated in a short passage from the Taiheiki. 

Just before Go-Daigo escaped from the capital to Kasagiyama, he ordered his son, Prince 

Morinaga (護良親王, 1308-1335), to disguise himself as emperor and head to Mt. Hiei (比叡山) 

to enlist the support of the temple and kenmon power, Enryakuji (延暦寺). Word quickly spread 

of Go-Daigo’s arrival at Mt. Hiei and soldiers quickly rallied there and began preparing for the 

shogunate’s response. At this influx of warriors and busy preparations, the narrator of the 

Taiheiki makes a telling remark, “Strange indeed would it appear to the gods and buddhas, that 

this sacred ground had suddenly become a defending-place for men of war!”78 At face value, this 

comment stands out as paradoxical. With its own army of warrior-monks, Enryakuji was, in its 

own right, a powerful martial stronghold. Indeed, it is for this exact reason that Morinaga was 

tasked to go to the mountain. Yet, the quote is not however hypocritical. Rather, it highlights 

several deeply ingrained assumptions about sacred space, architecture, and identity. The surprise 
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of the gods and Buddhas is not so much that there are warriors within the borders of this sacred 

space and that defensive structures are being erected, but that the alignment of place and 

architecture was being put out of balance. As a site of supreme spiritual importance, Mt. Hiei 

was ripe for the extraction and refraction of religious meaning and to these ends, it contained a 

large number of religious buildings. Military architecture muddied this equation. While the 

refract-able meanings imbedded at Kasagiyama could legitimize the existence of Kasagidera by 

engendering financial and material support for the temple, the extent to which this sacred space 

might be used to justify a perpetual military presence was decidedly limited.

 Reworking sacred sites to serve new ends was likewise a difficult proposition and not 

entirely worth the investment. With regard to Go-Daigo’s particular case, no clear, established 

spacial-religio-architectural refractive equation was available to Go-Daigo that might align 

topography, land, and architecture on Kasagiyama in a manner that might serve to legitimize his 

position as emperor.79 In other words, for Go-Daigo’s purposes as head of the imperial court, 

Kasagiyama was deficient as a site because it lacked the aforementioned geomantically 

prescribed topography suitable for the development of a capital city. As a steep mountain seated 

amongst a mountain range and lacking in surrounding flat terrain that might host a grid pattern of 

streets and estates, the site was decidedly inadequate. To transfer the imperial seat to Kasagiyama 

was, thus, to not merely cede the potent legitimizing foundation that the geomantic prescription 

offered, it was to abandon an already functioning spacial-religio-architectural set of refractions 
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that had been refined and cultivated over centuries in the existing capital.80 This is not to say that 

Go-Daigo could not have found a new set of meanings or created a new form of spacial-religio-

architectural refraction had he searched.81 Rather, the greater point here is that the established 

sets of religio-ideology, space, and architecture used to extract meaning and create legitimacy 

were so much more potent, reliable, and cheap that it was easier to fall back on them rather than 

attempt to break new ground. 

 This lack of imagination extends to military architecture. Just as there was no obvious 

means by which Go-Daigo could repurpose or activate Kasagiyama’s terrain to serve his political 

agenda, no clear, established spacial-religio-architectural refractive equation that incorporated 

military architecture existed to these political ends or, indeed, any others.82 For the court and the 

clergy especially, the need for the symbolic, legitimizing capital that a harmonized spacial-

religio-architectural refractive framework offered was invariably greater than their need for 

permanent lookout towers and walls that might be used to defend their homes. To fall back yet 

again on the example of Kasagidera, in the larger scheme of the temple’s history, war and siege 

were unusual states and their was rarely a great need to prepare for their occurrence. While 

towers and walls may have been useful as deterrents to discourage bandits and other nefarious 
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2009) See also (Stavros 2005).

81 The Tokugawa shogunate notably accomplished the creation of new sets of ends spacial-religio-
architectural framework with the development of Edo as well as at Nikko. (Coaldrake 1981) pp. 241-246; 
(Gerhart 1999) pp. 75-79.

82 Buddhist monastic institutions were tasked to prey for the wellness of the state. Kasagiyama, as well as 
any other religious institution, could through ritual offer the legitimizing (if not spiritual) support to the court 
or any other institution. This means of offering legitimization was not unimportant, but was decidedly less 
significant as compared to a properly placed palace and the perpetual symbolic capital that such a 
structure could offer. Regarding the use of monastic institutions to bolster the state see (Ruppert 2000) 
pp. 43-101.



opportunity seekers, for the most part military architecture of great stature was only needed in 

times of crisis. Kasagidera, like most temples, possessed a finite set of resources. As it had its 

own core of warrior-monks that provided basic security, the development of expensive hardened 

defenses was largely unnecessary. In contrast, the temple’s reliefs and its buildings were essential 

assets that required continued attention, development, and maintenance. These fixtures realized 

and completed a spacial-religio-architectural equation and, as such, represented the temple’s 

raison d’être and were its lifeblood. For clergy and court alike, military architecture served its 

purpose as a tool of war, but it possess little meaningful function beyond. 

 The ceding of military architecture by these groups left it open for another group to 

colonize. Although the paradigm described here for the court and clergy broadly holds true for 

the shogunate and members of the warrior class, the established spacial-religio-architectural 

equations were never as useful, reliable, or comfortable a fit for them. The refraction of meaning 

that a sacred space offered could be hijacked for a limited period, but because fortifications did 

not fit into a clear spacial-religio-architectural equation, it was difficult, if not impossible to 

perpetually justify or find reason to maintain a given martial stronghold. As a consequence of 

this as well as the resonant power of the established equations, members of the warrior class for 

the most part defaulted to models set forth by the court and clergy in their own search for a 

legitimizing force imbedded in the harmonization of topography and architecture. However, as 

the most active builders and users of fortifications as well as the only group whose identity was 

not actively being perpetually reinforced by a spacial-religio-architectural framework, members 

of the warrior class gradually emerged as the group most associated with makeshift yagura, 
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palisades, and ramparts.83 Precisely because of this association, the warrior class alone had the 

incentive to find a place for military architecture.

IV. Sengoku Castles and Warrior Identity

  The Ōnin War ushered in over a century of civil conflict on the Japanese archipelago 

known as the Sengoku period. This prolonged moment of strife was the context in which a 

distinct Japanese tradition of permanent military architecture was born and matured. That this 

occurred was not merely a consequence of an increased and longer-term need of martial 

strongholds. Moreover, it should not be seen as an inevitable outcome. Necessity and quantity 

alone did not resolve the problems of cost and symbolic resonance discussed in the previous 

sections. Fortifications were still expensive propositions, the relationships between lands and 

persons were still governed by, albeit new, complex systems of taxation and tenure, and the use 

of remote or inaccessible locations a standard means to defer costs. Additionally, a resonant 

religio-ideological backdrop that might infuse and refract meaning into an alignment of space, 

military architecture, and inhabitants and offer a long-standing veneer of symbolic weight and 

legitimacy to a given fort remained elusive. 

 The birth of castles in the Japanese context was the result of several gradual and 

simultaneous shifts that forced a complete uprooting of many of the systems described above that  

had previously discouraged the development of permanent military architecture. These shift did 

not happen quickly and their impact on architecture was even slower. Indeed, post-Go-Daigo, 
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83 While this association may seem obvious, it was not a pre-determined. Buddhist monasteries not only 
had an economic base that sustained them in well-entrenched remote, fortifiable locations, these 
institutions had a storied history of warrior-monks and as martial strongholds. The spacial-religio-
architectural frameworks, however, were so important to their identity and continued existence, that these 
institutions never sought out a place for military architecture.



there was over a century of political realignment that set the stage for this series of civil wars 

and, then, almost another century of conflict before the culminating effects were seen on 

architecture. While many significant harbingers can be pointed to as leading up to the emergence 

of a tradition of permanent military architecture as a resonant form, its arrival can be squarely 

located in the 1550s and more so, in the 1560s. Born of battle and insecurity, this new breed of 

castles not only functioned to hold off attackers, they were also lavishly decorated and, in this 

capacity, served to impress upon visitors, locals, and any viewers the status, refinement, and 

identity of its inhabitants. This confidence extended to the placement of these castles as warriors 

became increasingly emboldened to appropriate topographical refracted meanings or even 

entirely recast the topography to their specific needs. 

New Economies, New Practices of War

 While the reach and impact of a central authority on the Japanese archipelago was 

already well in decline by the mid-fifteenth century, the Ōnin War unequivocally laid bare that 

authority as a fiction. The war itself was a culmination of several succession disputes, the most 

famous of these being within the Ashikaga shogunate.84 Lacking a clear successor, the eighth 

Ashikaga shogun Ashikaga Yoshimasa (足利義政, 1426-1490) adopted his younger brother 

Ashikaga Yoshimi (足利義視, 1439-1491) as his heir in 1464. However, with the birth of a son, 

Ashikaga Yoshihisa (足利義尚, 1465-1489), only a year later, Yoshimi’s position as Yoshimasa’s 

successor was made uncertain. Concurrent to these events, several other high ranking samurai 

families were experiencing similar inter-clan schisms. With each faction hoping to secure 
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advantage over their immediate rivals, a complex network of alliances and rivals was forged. By 

1467, all out war between these loose unions broke out and fighting would not cease for roughly 

ten years. Yoshihisa eventually succeeded his father in the midst of this conflict, but a broader, 

stabilizing resolution was never had. Indeed, the nature of the war itself made it impossible. No 

side was ever powerful enough and the interests of the various parties were never wholly aligned 

to a degree that any sort of obvious or overwhelming victory was possible. As a consequence, the 

institutions and families that comprised the shogunate, the various top military households, as 

well as all other capital elites were exposed to varying degrees as impotent and unable to enforce 

or enact upon any decree or infringement upon historically held legal powers. The power vacuum 

left would become the impetus for almost a century thereafter of perpetual war. 

 The disappearance of any clear dominate central authority as well as almost all pretenses 

to one would have multiple cascading effects. For our purposes here, the first and most 

significant consequence of this shift is that the relationship between land and persons was 

remade. In the wake of the Ōnin War, any already fading notion that absentee landlords such as 

the emperor, the various court families, the shogunate, or the warrior elites of the capital were 

able to pass judgement over disputes, have this judgement enforced, or, more importantly, tax 

lands located far from their homes and which they did not have close, direct control over was in 

rapid collapse.85 In its place and over the course of the final decades of the fifteenth and the early 

decades of the sixteenth century, a new economic system would emerge that placed a premium 
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85 Regarding the economic troubles faced by the court, see (Butler 2002) pp. 29-38. At least in the Kantō 
region, this awareness that the elites of the capital had none to little power to influence the daily affairs or 
manage the outcomes of conflicts was well established by at least the 1450s if not much earlier. 
Significantly, the symbols of the court were still employed, however, as a means to convey the legitimacy 
of a given group (Spafford 2013) p. 193 



on local interests and the maintained, direct, long-term control of territory. This new system is 

known as the kandaka system (kandaka sei, 貫高制).86 

 The evolution and character of the kandaka system are intrinsically linked. As daimyo (大

名), the provincial feudal lords who evolved during the Sengoku period from the previous land-

managing warriors, could no longer rely on outside support that a centralized governing body 

might provide in the event of an invading neighbor or other threat, those resources at their 

immediate disposal assumed a new found importance. The tax revenue and other resources 

extracted from the land directly financed the military potential of a given daimyo and thereby 

defined his ability to maintain both life and territory. As a consequence of this pressing need to 

maximize local resources, daimyo began to conduct cadastral surveys to determine their land’s 

“kandaka” (literally translated, “coin of quality”)—that is, the cash equivalent of the land’s yield 

in terms of coin, goods, and services owed by the tenants or vassals to the ruling daimyo. In 

practical terms, these surveys served to account for various lands that under the old deteriorating 

system had been exempt from taxation and, in turn, allowed for the determination of new annual 

rents. By linking these previously exempt or overlooked lands to a defined coin value, it became 

possible to both better monitor and increase the taxable income of vassals and thereby finance 

the increasingly required defensive and offensive power of the daimyo.

 A brief comparison of the kandaka system and the previous economic systems born and 

evolved from the ritsuryō code is useful here as it may help to clarify, first, the manner in which 

the dissolution of central authority transformed arable land into a newly coveted resource and, 
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second, the implications of this shift on the practice of war.87 Prior to the Sengoku period and as 

already described above, land was seen as a commodity that could only rarely be legitimately 

transferred through brute force and seizure. Ownership had to be certified by a legitimizing 

institution. As a result, there had been little need to sit on and defend physical territory as such 

actions were neither consistent with established military traditions, nor were they typically in the 

strategic best interests of the involved parties as such actions might damage either the prize or a 

claim to that prize. Outcomes were understood as fluid until the point where one side in a dispute 

could make entreaties to those legitimizing powers or the fight itself outlived the cost and effort 

required and a lasting stalemate was, even if begrudgingly, belatedly, or only implicitly, 

agreeable to the legitimizing power. Consequently, it was often enough to merely live until a 

later moment when a political contest could take place or the winds of circumstance became 

more favorable to be able to claim victory. In contrast, under the kandaka system and in the 

context of the Sengoku period wherein recourse after the fact was no longer a reliable option, the 

holding of territory in and of itself became an overriding concern.88 The loss of territory to an 

invading force meant the forfeiture of an economic engine and the beginning of a potential death 

spiral. Even a loss of taxable land to the ravages of battle or through occupation meant the loss of 

critical revenues and a further decline in ability to respond to future challenges.
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87 To be clear here, the kandaka system did not emerge overnight, nor was it universally embraced. It 
evolved out of an absentee land taxation and tenure system that was already long in decline and, already 
in many cases, only remained in name only. Moreover, there was no singular kandaka system. The 
manner of its application varied considerably depending on region and was even rejected by some 
regions. Regardless, owing to its impact on the relationship between land, tenant, and overseer, this new 
economic system was universally felt as it forever altered the objectives and character of war. (Nagahara 
1981) p. 28-30.

88 Citing the work of Satō Shin’ichi as a foundation, Spafford makes note of an interesting parallel here to  
castles of Middle East that in turn informed the development of castles in Europe: “Castles were cited not 
so much to maximize military/strategic advantages, as to control surrounding territory” (Spafford 2013) p. 
182.



 In the decades prior to as well as extending into and beyond the Ōnin War, this pressing 

need to hold land would be the initial motivating force for a boom in the construction and use of 

military architecture. In this early stage, roughly the mid-fifteenth to the early sixteenth 

centuries, various daimyo invested heavily in establishing fortified bases or outposts in strategic 

locations throughout their territories. Developed in expectation of conflict as opposed to being a 

response to specific conflicts, forts were increasingly built to larger and larger scales. 

Kilometers-long mountain ridges were developed as strongholds. On flat lands as well, moats, 

ramparts, yagura, and palisades of incrementally larger sizes were developed and used to 

surround multiple buildings capable of serving as residences, barracks, meeting halls, and 

administrative centers. These forts and outposts functioned to oversee critical arteries, defend 

strategic passages, as well as both dissuade incursions and act as advance bases for invading 

armies. Besides these roles, these fortified sites likewise functioned like their forbearers as a 

fallback point whereat a last stand could be made. In this capacity, they were often developed 

with a familiar pattern in mind. They were meant to serve in the latter stages of a conflict in 

which the goal was to wear down an enemies resources to a point where a stalemate could be 

forced and resolution negotiated.89  

 Notably, the often-made claim that Japan was once covered with tens of thousands of 

castles largely derives from this wave of castle building. Indeed, many of the castles that still 

exist today are dated to this moment. This popular refrain and the habit of dating castle sites to 

these first uses are both, however, subtly misleading. While ofter referred to in the primary 

literature as shiro (城) and, as such, technically “castles,” these structures were not particularly 
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different than those discussed above. Like their forbearers, the structures of this era were 

conceived with an eye toward functionality above all. Although they were often manned for 

much greater periods of time than previous forts, they were still seen as programmatically 

temporary. While in the Japanese language there is often little distinction made between these 

buildings and, for example, Azuchi Castle, for lack of ornamentation and long term designs, the 

English translations of “fort,” “stronghold,” or “fortified outpost” are more appropriate for this 

stage as they better capture the persistent, raw utilitarian character of these structures.   

 The emphasis on functionality and the lack of concern for long-term usage that defined 

this generation of military architecture is, notably, corroborated in textual sources from this era. 

One such source that merits special mention is a secret manual for castle building titled Chikujō-

ki (『築城記』, Records on Castle Construction).90 The main variant copies of Chikujō-ki that 

remain have been dated to 1565, but owing to the complete omission of any mention of firearms, 

it can be inferred that the text was originally put to paper in those decades around the time of or 

prior to their introduction in 1543. Chikujō-ki is, at its core, a practical manual for building a fort 

in preparation for siege. The text lists the various parts of a fort, describes their functions, as well 

as relates dimensions and suggestions for fabricating these parts. Ramparts, arrow portals, 

corridors, and gates represent a few of the subjects addressed. To cite one example of special 

relevance to this chapter, the entry on yagura reads as follows:

Yagura are to be 2 shaku (0.6 m) taller than the ridge of the exterior wall.  They should be 
tall enough for a single bow. It is best if there are many yagura. But there is no need to 
make them large. Small yagura should be 7 shaku square (2.1 m). Yagura loopholes 
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should be 3 shaku (0.9 m) [high], with a mouth [width] of 6 sun (18.1 cm).  The distance 
between the lower edge of the loophole and the yagura floor should be 8 sun (24.2 cm).91  

Related in this passage is a prescription for an elevated built environment that is singularly 

purposed to facilitate a practicing archer. To this end, the height and width of a platform that can 

comfortably host a long bow are provided as well as the recommended sizes for loopholes from 

which arrows might be launched. Two points are worth special notice. First, key details in this 

prescription are echoed in the yagura, already discussed at length above, in the Illustrated Scrolls 

of the Later Three Years War (figure 3.2). Although precise measurements for this depiction of a 

yagura are impossible, the standing figures within the crowning platform can be used to 

determine a rough estimate. Assuming the warriors are around one-and-a-half meters tall, the 

platform appears to be roughly one-and-a-half by two meters square and about sixty centimeters 

above the adjacent palisades. This is to say, it is very close to the Chikujō-ki prescription of 2.1 

by 2.1 by an above-exterior wall height of 0.6 meters. This resemblance is significant in that it 

reveals a clear and striking consistency or, rather, stagnancy in the design of yagura that existed 

for at least two centuries. 

 The second point of notice regarding this passage is that it likewise reveals a extreme 

degree of emphasis on functionality. In this case, however, it is that which is missing in the text 

that is of importance. No mention is made of any fixtures such as a roof or any sort of shutters or 

other kind of guard from wind or precipitation that might serve to sustain the archers over an 

extended period. Such a prescription is typical for Chikujō-ki. Barracks are, for instance, 
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91 矢倉ハ塀ノムネよりも二尺高くアグル也、弓一張タツほど可然、矢グラ数多候事は然可候、大に上べからず、
小ヤグラは七尺四方ばかり然可候也 (Fukui-kenritsu Ichinodani Asakura-shi iseki shiryōkan 2009) p. 135. 
Translation adapted from one unpublished by Lee Butler.



discussed in the text, but no where are the issues of extended habitation (i.e. sewage, storing 

food, cooking, entertainment) beyond a relatively short period of siege at all considered.92 

Moreover and, for our purposes here, critically, no mention at all is made of aesthetics or the 

visual impact of the fort. In this omission, it is clearly revealed that such priorities were 

decidedly secondary in importance if considered at all.

 Chikujō-ki reveals in these details a curious contradiction in this “castellan revolution” of 

the late fifteenth and early sixteenth centuries.93 On the one hand, the need for defensive 

structures was on the rise, forts meant to service this need were increasingly being built, and, on 

top of this, the size, character, and locations of these forts were increasingly amenable to 

functioning as residences and administrative centers. On the other hand, however, military 

architecture remained a stagnant architectural category. Moreover, the notion that imposing 

buildings that were originally purposed for military use could serve to impress or stand alone as a 

visual expression of strength or wealth was still, as late as 1565 when Chikujō-ki was copied, not 

a point of consideration for some, if not many. This state of affairs is remarkable in that, while 

the European and Chinese positive feedback loop described above of strong, beautiful walls, 

towers, and castles begetting strong, beautiful walls, towers, and castles would eventually arrive 

in Japan as a result of these structures, in the wake of this initial boom in constructing military 

architecture, this was not yet a forgone conclusion. 

 The work of the historian David Spafford on the Kantō region (Tokyo and environs) in 

the late fifteenth and early sixteenth-century is worth raising here as it offers both the beginnings 
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93 Spafford refers to this wave as the “castellan revolution” and himself borrows the term “incastellamento” 
from Pierre Toubert. As the focus is removed from the architecture to the inhabitant, this characterization 
has the benefit of resolving the ambiguity inherent in the term shiro. (Spafford 2013) p. 170.



of an explanation for the continued resistance to the development of military architecture as well 

as provides a foothold for appreciating those developments that eventually changed this state of 

affairs.94 Spafford identifies in his work a curious feature of this proto-era of the Japanese castle: 

many daimyo did not see these forts as a home or place where they might base their operations. 

Despite their active investment in forts and their increasing capacity to host residents, daimyo 

often chose not to live in these forts. Instead, many preferred semi-permanent, but essentially 

mobile encampments (jin, 陣) comprised of a sprawling mix of soldiers and occupied locals.95 

Spafford argues that, despite the greater defensive potential that military architecture could 

provide, encampments provided two key features that made them a preferred home. First, they 

allowed for the mobility required to defend often widely separated territorial claims as well as 

exploit the divisions in an increasingly fragmented and chaotic landscape.96 Second and, more 

importantly, encampments better allowed for the displays required and ritual and ceremonial 

practices that traditionally served to frame Japanese elite families as legitimate societal leaders. 

Spafford notes one especially intriguing example where an Imperial banner was continually hung 

over a camp for years so as to advertise a previously held mandate for pacifying Eastern Japan. 

The banner thereby functioned to assert the clan’s position as the premier public authority in the 

region and as the proof and basis for a belief that the encampment was more than a staging 

ground for war, but a “court.”97 In examples such as this, Spafford’s analysis is convincing in no 

small part because it contains echoes of a thesis forwarded by the anthropologist Clifford Geertz 
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95 Regarding how these camps looked, see (Spafford 2013) pp.183-190.

96 (Spafford 2013) p. 211.

97 (Spafford 2013) p. 193-194. Spafford also cites the ceremonies state that were performed in these 
encampments, traces of which remain in the form of unearthed ceramics. pp. 195-203.



that continual and active performance of kingship, such as processions, festivals, or conferring 

honors is required to maintain a ruling persons or classes privileged position.98 The encampments 

facilitated such performances in a way that military architecture had yet to find a way to enhance 

or even fully accommodate.  

 Expanding on Spafford’s argument, this notion that encampments, as opposed to military 

architecture, provided a superior platform for the cultivation of legitimacy is, I contend, likewise 

a product of two strains of cultural inertia. The first such strain derives from the issue of spatio-

religio-architectural equations. As discussed above, in contrast to temples, shrines, elite estates, 

and palaces, there existed in the Medieval Japanese context no well established or historic model 

by which location and military architecture reverberated together in a manner that resulted in a 

lasting, resonant meaning that bolstered the prestige or legitimacy of an inhabitant. This lack 

extended into the late fifteenth and sixteenth centuries and, as other tested legitimizing 

techniques and tools were still readily available, investment in military architecture as part of a 

legitimizing strategy was rarely a priority. Indeed, given the dire need for securing legitimacy in 

this age of instability, in those cases where there was a choice, those more established and potent 

symbols or means of legitimizing claims remained the preferred option.

 To be sure, within the power vacuum that was the Sengoku period, no well that could 

bolster a claim to rule was left untapped. The boom in military architecture of the late fifteenth 

and early sixteenth centuries was accompanied with a remarkable level of experimentation to 
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find a means to exploit the potent legitimizing resource of topographical pedigree.99 Common 

examples of such efforts include the changing of place names or building on and around 

established sacred ground. These attempts to mine meaning were tailor-made to daimyo, 

location, and circumstances, tapped into a variety of possible referents, and were in many ways 

highly innovative.100 Worth also noting here is that these efforts can be seen as having eventually 

culminated in the “topographical masterpieces” of the early seventeenth century such as Edo 

(modern-day Tokyo) and the mausoleum of Nikkō Toshōgū.101 Beyond their physical forms, 

these two works represent great feats of conceptual ingenuity. The urban layout of Edo was 

developed to resemble a spiraling Chinese astrological calendar by means of positioning gates 

and temples in key spots as well as respecting other geomantic principles.102 Nikkō Toshōgū was, 

on the other hand, conceived as a key point in a nation-spanning set of axes that intertwined 

national landmarks with important sites in the biography of the Tokugawa shogunate’s founder 

and person entombed, Tokugawa Ieyasu (徳川家康, 1543-1616).103 Both these topographical 

designs were developed by the Tokugawa Shogunate to cultivate the notion that their hegemonic 

rule was a divinely backed unifying force and that the land itself was evidence of this reality. 
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99 The phrase “topographical pedigree” is adapted from Stavros’ work on Kyoto. (Stavros 2009). Stavros 
coined the phrase “locational pedigree” to describe those attempts to co-opt and exploit the history and 
prestige of previous owners of a given plot of land for the current owners. Topographical pedigree builds 
on this to include not only individual plots, but larger regional tropes. For example, one theory that has 
been proposed is that Azuchi was developed in relation to a popularly-held idea that Ōmi prefecture, in 
that it was situated to the East of Mt. Hiei and Enryakuji, was analogous the Eastern Paradise of Yakushi 
Buddha (Ōnuma 3/2012). Another example is Date Masamune’s development of Sendai in concert with 
regional sites of poetic prestige such as Matsushima. (Schweizer 2017), chapter 5.

100 For a rundown of multiples sites in Ōmi province where more innovative conceptual attempts were 
made to refract meaning onto the warrior elites who attempted to co-opt sacred sites, see (Ōnuma 
3/2012) and (Shiga Kenritsu Azuchi-jō Kōko Hakubutsukan 2014). 

101 Another, albeit less famous, example is the city of Sendai. See (Schweizer 2017) chapter 5.

102 (Coaldrake 1981) pp. 237-253.

103 (Gerhart 1999) pp. 75-79.



Significantly, however, of these two examples only Edo incorporated military architecture in its 

spatio-religio-architectural equation. In the particular case of Edo, it also merits mention that the 

equation that was eventually struck upon relied on the integration of military architecture into a 

larger framework that required a variety of building typologies to extract meaning. In this respect 

as well as the fact that those meanings that were grafted onto both it and Nikkō Toshōgū are 

multilayered in character, they are consistent with the examples that came before them. This 

resemblance is significant in that it reveals the limitations that the designers and propagators of 

such topographic ideas faced. Even in the early seventeenth century when the means to 

accomplish such a refracted equation was more broadly established and understood, the creation 

of a spatio-religio-architectural equation that incorporated military architecture was still heavily 

reliant on various precedents and non-military referents. In this respect, it should come as little 

surprise that in the previous age of upheaval and instability, experimentation with military 

architecture and sacred topography was common, but most equations were still grappling with 

the means to best invoke and exploit authority of ancient precedent. Again and at least at this 

early juncture, it remained easier to syphon such meaning from more established institutions or 

find meaning using other avenues of prestige and legitimacy cultivation such as ritual acts, 

performance, or display.

 The second strain of cultural inertia that, I contend, undercut the development of military 

architecture despite a massive increase in its usage is that military tradition itself had not caught 

up with the times. Two aspects of military tradition are relevant here: training and hierarchy. First 

and as outlined above, landed warrior households were initially established on their skill and 

ability as mounted archers. Cavalry was the dominate mode of warfare for many generations and, 
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as a consequence, even when siege was increasingly normalized, the adaption and evolution of 

these traditions was a slow process.104 Encampments facilitated the mobility that these warriors 

had trained for and relied on for tactical advantage. Military architecture did not. Arguably more 

impactful, however, was the issue of maintaining ranks. Well into the Sengoku period, the same 

core problems of cost already discussed above posed a significant hurdle to those preparing for 

or engaging in siege warfare or even just maintaining a fortified outpost. To make matters worse, 

for daimyo on either side of a siege, the increased instability of the era meant outside 

opportunities for vassals were abundant. If pressed too hard, a vassal could much more easily 

than in previous eras either desert and find a new lord elsewhere or even revolt against their 

superiors and seize power for themselves.105 As the act of building and maintaining structures 

associated with siege remained limited to a military function—in other words, absent a broader 

symbolic, legitimizing, or rallying function—the merits of greater investment in these structures 

over investment in the soldiers themselves or more proven legitimizing practices remained a 

questionable and even risky proposition.

 Yet, as these inertialess disincentives for the development of a more permanent and 

symbolically charged military architecture lingered, other shifts in military culture were in 

motion that would ultimately change this dynamic. Yet again, the kandaka system would be the 

catalyst for change. The kandaka system not only remade the relationship of persons and land 

and, in turn, the objectives of war, it also encouraged new ways to respond to these challenges. In 

that it created a clearer and broader accounting for the revenues owed to a given daimyo, the 

kandaka system likewise clarified an amount of military service owed to a daimyo by both his 
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immediate vassals as well as farmers or other tenants who worked on his or his vassals’ lands. In 

other words, it made it much easier for a daimyo to account for those capable of fighting for him 

and demanding their service.106 Moreover, unlike in previous centuries, daimyo were able to 

offer much more immediate, tangible benefits for service.107 With their increased autonomy, 

direct control over lands, and increased revenues at their disposal, these daimyo offered more 

than titles and the legitimacy that ranks might bring—notably, both increasingly empty rewards

—but, rather, clear material incentives. Combined with the new value placed on the sustained 

holding of territory, by the early sixteenth century, a complete overhaul in the culture of war on 

the Japanese archipelago was well underway. With more men at their disposal, daimyo shifted to 

using this surplus in human resources to their advantage. Organized infantry gradually eclipsed 

cavalry as a dominant combat arm.

  This shift in the practice of war has often been called Japan’s “military revolution.” This 

label is based on a thesis of the same name that was first advanced by the historian Michael 

Roberts in the 1950s as a means to understand the origins of the nation state in sixteenth-century 

Europe.108 Succinctly, Roberts proposed that the introduction of firearms and artillery forced 

major changes in military tactics—most notably, the replacement of cavalry with large, trained 

armies of infantry—and, in turn, these shifts encouraged a hierarchy and order that came to 

inform the social organization of the early modern era. While it is generally agreed that this 

thesis is broadly applicable to sixteenth-century Japan as an interpretive lens, qualification is 

required. To this end, various scholars have addressed the distinct effects that this revolution had 
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on battle and social dynamics in Japan.109 Under addressed, however, has been one of the core 

tenants of Roberts argument: that those shifts in martial tactics brought on by firearms also 

forced a major rethinking of the form and character of military architecture. As already argued 

above, the introduction of firearms to Japan occurred at roughly the same moment that the 

inherent potential of military architecture as a symbolic tool was discovered, but firearms alone 

do not account for the specific form and character of Japanese castles. Indeed, the notion that this 

particular aspect of the military revolution thesis is readily applicable to the Japanese context is, 

at outset, problematic. Long before the sixteenth century, the use of military architecture as 

symbols of strength and legitimate rule had flourished in the European context. The military 

revolution did not change this dynamic, but rather forced a rethinking of the practical attributes 

of military architecture and, in turn, a rethinking of those attributes that were worth keeping as 

symbols. In Japan, however, the use of military architecture as a means to project authority did 

not predate, but was born concurrent to the military revolution. 

 What, if not firearms then, spurred this birth? In contrast to the European experience, it 

was two complementary trends, both brought on by the loss of central authority and resulting 

insecurity created by perpetual war, that ultimately revealed the potential of military architecture 

as a symbolic tool in Japan. The first of these trends has been the focus of this section: the 

emergence of the kandaka economic system and its effect on the practices of war. The new focus 

on land as an objective of war combined with the gradual replacement of cavalry with infantry 

reshaped the battlefield by nullifying the advantages of speed that being untethered to the land or 

living in unfortified estates or in encampments formerly encouraged. In other words, in that the 
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coordinated actions of large numbers of foot soldiers were proven superior to those of a limited 

number on horseback, fortifications were likewise proven superior to speed as a defensive tactic. 

Consequently, the living circumstances of many warrior elites required re-evaluation. With 

investments already having been made in a burgeoning tradition of military architecture, these 

forts were the obvious answer to the emerging tactical landscape as they were already purposed 

to holding off slow moving enemies with numeric advantages. Firearms, I contend, were 

significant in this context primarily in that they hastened these shifts that were already in motion. 

Other factors likewise encouraged this recasting of military architecture as a context for 

permanent residence. The new expectations of service brought on by the kandaka system were 

gradually exploited to make fortified living an even more secure and, therefore, an even more 

attractive option. It is in this era that vassals began to be forced to maintain secondary residences 

in the proximity of their lords. This practice served multiple functions. It facilitated the holding 

of vassals’ relatives as insurance against betrayal, made possible the quick assembly of warriors 

in an emergency, and created a buffer zone that not only could thwart direct assaults on a main 

castle, but the cost of which was heavily subsidized as it was made the responsibility of vassals 

to upkeep. On top of this, this clustering of vassals helped to created stable communities 

surrounding castles and, in turn, encouraged the lords of these castles to remain in one spot for 

increasingly longer periods of time. Herein lied a complementary dynamic that made military 

architecture even more ripe for development. Not only did neighbors encourage permanence, but 

they encouraged display. Just as there was a more permanent military architecture, there was a 

more permanent audience for that architecture. 
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 The second trend is that this age of instability significantly heightened class 

consciousness. Concurrent to these warrior elites discovery of military architecture as a preferred 

and more secure home, an awareness and pride in their distinct history and traditions was 

growing. Military architecture was an expression of this identity and found to be an ideal means 

to advertise these provincial warrior’s presence, their difference from courtiers, monks and 

commoners, as well as their newly established role as governing elites. In that it was the most 

visually prominent architectural typology within the category of military architecture, the yagura  

was quickly determined as the best vehicle to develop as an expression of this identity.

  

Castles = Warriors

 To both illustrate the effects of those shifts brought on by the kandaka system and explain 

how visibility and warrior identity were critical factor in the development of military architecture 

and, in turn, reveal how this interest translated into a focus on yagura and verticality, an example 

here is instructive. In the preface chapter of Nobunaga’s biography, The Chronicle, the following 

episode is included regarding the founding of Komaki Castle (小牧城) in 1563:

 
  Nobunaga came up  with a marvelous ploy. Kiyosu, which lay in the very center of 
Owari Province, was a prosperous place. One day Nobunaga summoned all his closest 
retainers and took them up Mount Ninomiya, a high peak surrounded by other 
mountains. “I will order a fortress to be constructed on this mountain,” he announced. 
“Everybody shall move his residence here.” He went about assigning plots of land to his 
vassals. “Build on this ridge!” he said to one. “Build in that  valley!” he told another. 
That same day, he returned to Kiyosu. Later he went up the mountain once more, and at 
length he drove home his message. His retainers, whether high- or low-ranking, were not 
a little unhappy about the orders to leave their Kiyosu homes for the deep  mountains; 
indeed, they were distraught. At this juncture, Nobunaga issued new orders—to relocate 
to Mount Komaki. A waterway extended to its foot, making Komaki a convenient place 
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for transporting household goods and other possessions. All as one gladly moved there. 
Had Nobunaga ordered the move to Komaki from the beginning, his men would have 
been as distressed as they were at the prospect of Ninomiya. 
  Next to Mount Komaki, no more than twenty chō [2 km] away, stood the enemy 
fort Oguchi. Seeing how quickly and smoothly the work on the fortifications at Komaki 
was progressing, the defenders of Oguchi realized that their position had become 
untenable now that Nobunaga was in control of the higher ground. So they handed the 
castle over to him and entrenched themselves in Inuyama, the only enemy fort remaining 
in Owari.110

  

Similar to many episodes in The Chronicle and the preface chapter in particular, this anecdote 

primarily serves to illustrate Nobunaga’s unconventional genius. By positing first a false site 

characterized by difficult terrain for an intended transfer of his base and then later revealing the 

actual site to be a more accommodating location, Nobunaga preempts a minor internal uprising 

that may have undermined the move. To top this off, Nobunaga is immediately rewarded for his 

actions. His choice to move, and more specifically, the creation of his new castle intimidates and 

then compels area rivals to cede ground as they desert an adjacent stronghold. More than just an 

aggrandizing tale, however, in the various assumptions made by the author, several lessons 

regarding the state of castles in the mid-sixteenth century can be discerned.111 First, the episode 
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110  或時、御内衆悉く召し列れられ、山中高山二の宮山へ御あがりなされ、此山にて御要害仰付けられ候はんと
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事に候へば、拘へ難く存在、渡し進上候て、御適城犬山へ一城に楯籠り候なり。(Ōta 1969b) p. 76. Translation 
from (Ōta 2011b) pp. 109-110.

111 Notably, some caution is required in reading this episode. Given its distinct tone and storified 
character, the authorship of the preface chapter has been questioned. Moreover, it was likely written well 
after Komaki’s construction and not necessarily a precise account. Nonetheless, the preface chapter is 
generally considered a reliable source. Moreover, for the purposes of the discussion here, in that it is 
written from the perspective of someone accustomed with mature castle forms, the conclusions drawn 
here are unaffected. (Elisonas and Lamers 2011). pp. 19-21.



reveals the extent to which those changes in the economy and in the practice of war described 

above were normalized by 1563 and came to inform the character of castles. Second, the episode 

reveals a critical shift in perception. Nobunaga’s fortified home was not merely a tool of war, but 

an explicit visual projection of strength, reach, ability, and authority.

 While little is mentioned regarding the character of Nobunaga’s castle at Komaki in this 

passage, many key attributes can be inferred using the text alone.112 To begin with, despite the 

fact that Komaki Castle is clearly named as a “fort” (o-yōgai, 御要害)—that is, an example of 

military architecture—the project is characterized in a way that suggest that it was conceived as a 

relatively long-term proposition. This is to say, Komaki was different than the programmatically 

temporary castles of previous generations. Nobunaga’s need for deception, in particular, exposes 

this point. The level of dissatisfaction that Nobunaga needed to mitigate suggests that the effort 

necessary for the move must have been substantial. Presumably, the move entailed not only the 

transporting of a large number of possessions, but the dismantling, reassembling, and fabricating 

of multiple, whole buildings and other fortifications.113 Other hints are present that point to a 

similar conclusion. The mention that the move was made easier by a waterway suggests that a 

large number of normally immobile items required transport. Moreover, the items involved are 

categorized as “household goods” (zatsugu, 雑具). This characterization points to a range of 

objects related to a domestic sphere—that is, items not normally associated with or required in an 
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emergency situation or, more specifically, a siege.114 Komaki would end up being Nobunaga’s 

home and the capital of his domains for only four years, but even this length of time is 

noteworthy if compared to the examples of military architecture of previous ages. Given this 

duration, there were almost certainly a wide variety of architectural fixtures employed to endure 

various weather conditions and offer a reasonable level of comfort. 

 Likewise discernible in this episode is that Komaki Castle would have been inhabited and 

surrounded by a large number of people. Nobunaga does not merely force the move upon his 

immediate family, but he explicitly orders his vassals to follow suit. It is difficult to estimate the 

precise number of individuals in Nobunaga’s entourage at this juncture in his career, but if one 

includes both his vassals and their families, the number could have easily reached a hundred 

persons and likely exceeded this by many more. Notably, this number does not include those 

persons drawn to the site to engage in commerce, hired as specialty artisans, or there to fulfill 

corvée service. These persons would have increased the Komaki population by a significant 

degree. The implications here are severalfold. First, Nobunaga’s ability to command his vassals 

to build secondary estates is a direct reflection of those benefits, introduced in the previous 

section, to daimyo that were brought on by the kandaka system.115 In that he was able to order 

these vassals to relocate, Nobunaga was not only creating a defensive barrier, he was likewise 

shifting many of the costs of developing the terrain onto those vassals and others. In other words, 

by coercing his vassals to join him in this move, Nobunaga made the project a shared one and 
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not his alone to finance. Second and more directly related to the previous point regarding 

Komaki’s appearance and greater permanence, unlike with the modest residence of Uruma 

Tokikuni discussed above or the sprawling encampments of the early Sengoku period, uprooting 

and resettling affected a larger number of persons and was exponentially more difficult to 

accomplish. This burden is indicative of a new set of assumptions regarding military architecture. 

A sudden retreat or desertion of military architecture after an immediate objective was realized 

was no longer an assumed or inevitable outcome. To the contrary, military architecture was 

becoming a safer and cheaper architectural form and was ripe for further development. 

 A final aspect of Komaki Castle that may be discerned is that the combined castle and the 

vassal estates surrounding it, at least for their time and context, made a strong visual impression. 

This point is implied at the end of the text with the “defenders of Oguchi” being frightened off 

by the display of architectural process and no other apparent cause. While archeological digs are 

ongoing at Komaki and its exact scale remains unknown, this image is generally consistent with 

the site itself as well as discoveries that have been made there.116  Mt. Komaki is itself relatively 

small, but as it is located in the middle of a plain and largely unrivaled in the landscape, it 

remains a readily visible landmark. Atop this perch and equipped with some of the earliest 

attempts at ishigaki as well as gates, walls, towers, and, on top of this, encircled by vassals’ 

homes, Komaki Castle would have loomed large over its immediate surroundings. Moreover, it 

would have been easy for Nobunaga’s opponents and allies alike to have obtained a clear view of 

Nobunaga’s move and the nature of the buildings being constructed. 
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 This visual dimension is worth special consideration. The dynamic articulated in the 

episode is deceptively simple. Military architecture is being raised. It broadcasts a message that 

warriors are present, numerous, prepared, and with means. In doing so, it encourages awe and, in 

turn, submission. While this may seem an obvious chain of associations and desired outcomes, it 

is not. Unlike centuries prior at a site such as Kasagiyama where warriors were drawn to battle 

when fortifications were raised, in this example, an entirely opposite dynamic is present. Instead 

of heading towards a fortress with the goal of dismantling it foremost in mind, warriors are 

instead repulsed by the sight of architectural process in general and military architecture 

specifically. At the same time, allies and opportunity seekers are given a stable beacon to 

assemble around. In this respect, Komaki represents a remarkable early instance of a castle 

functioning more in a symbolic capacity than a purely practical, defensive one. Furthermore and 

more importantly, Komaki seems to have achieved this ends without overly relying on traditional 

architectural markers of authority. This is striking. At the risk of being repetitive: military 

architecture was for most of Japanese history not a category that was normally used to cultivate 

obeisance or project authority.

 Before elaborating on this break in the reliance on more traditional architectural means to 

cultivate an aura of legitimacy and its implications, the dire need for this legitimacy merits 

underscoring. As already noted above, the absence of a center and the proliferation of 

autonomous fiefdoms made the shifting of alliances far easier than in previous eras. As a 

consequence, vassals had a considerable degree of leverage over their superiors as they could 

potentially shop around and sell their allegiance.117 It is, in part, very likely for just this reason 
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that, in the episode quoted above, Nobunaga thought it at all necessary to actively manage his 

vassals disapproval over his decision to move. In the most extreme cases, such disapproval might 

result in outright rebellion and usurpation. Such acts were so common during this period that 

they even earned a distinct name: gekokujō (下剋上) or “the low (i.e. the vassal) victorious over 

the high (i.e. the lord).” The issue of gekokujō and its implications are discussed in greater length 

in chapter five. The phenomena and, more precisely, the fact it was so common that it merited a 

name, is raised here to illustrate how precarious a daimyo’s position was during this age. The 

pervasive threat of vassal desertion and gekokujō was of a degree that any means that might 

inculcate vassals’ obeisance and undercut their leverage was a coveted commodity. As already 

demonstrated above, some more established options to achieve these ends included tried spatio-

religio-architectural equations, ritual acts, performance, and even holding families as hostages. 

 Architecture likewise had a lengthy history in the Japanese context as a reliable medium 

for conveying authority, cultivating legitimacy, and inculcating obedience. To this end and since 

their emergence as a ruling class in the twelfth century, warrior elites had largely relied on the 

architectural styles of the court as a means to convey their status and legitimacy as rulers. More 

specifically, they relied on a style of architecture known as the shinden-mode (shinden-zukuri, 寝

殿造) and derivatives of it. Shinden-mode architecture was first developed during the Heian 

period by members of the imperial court. It is characterized by sprawling palaces often equipped 

with extended, roofed open corridors and lavish gardens.118 In that it evoked a golden age of the 

court, elements of the shinden-mode remained for generations important staples for conveying 

cultural refinement. Worth recalling here is the residence of Uruma Tokikuni (figure 3.6). 
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Although located far from the capital, the shinden influence on his home is readily visible in the 

form of an extension that protrudes from the core building and capped with a cusped gable roof. 

This extension and its decorative character is derived from a common feature of shinden palaces, 

a southern extending corridor called a chūmonrō (中門廊). As noted previously, this depiction 

was not painted from life. Rather, it is an artist’s conception of an elite provincial warrior home. 

As such, the inclusion of this detail serves a specific function. With a little nod to shinden forms, 

Tokikuni was being framed as in tune with the cultural trends of the capital and, thus, a refined, 

intelligent individual, part of an elite, and worthy as a local leader. 

 During the course of the fifteenth century, the warrior elites of the capital, in particular 

those in the Ashikaga shogunate, moved beyond mere emulation of the shinden-mode and 

developed significant new building styles and typologies.119 These new buildings likewise served 

as displays of refinement and the degree to which they, in their capacity as style leaders, were 

shown to be the heirs to previous ruling elites and, in turn, framed as societal leaders.120 

Examples include the villas of Kitayama (北山, today known as Rokuonji 鹿苑寺, popularly 

known as Kinkakuji 金閣寺) developed by the shogun Ashikaga Yoshimitsu (足利義満, 

1358-1408) from 1397 and Higashiyama (東山, today known as Jishōji 慈照寺, located in 

Kyoto, popularly known as Ginkakuji 銀閣寺) developed by the shogun Ashikaga Yoshimasa 

from 1482. Both these architectural-garden complexes are discussed in greater detail in the 

following chapters. Suffice it to state here that even despite the incorporation of a variety of 

architectural styles including the continental Zen-mode (zenshū-yō, 禅宗様) as well as esoteric 
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Buddhist architectural styles (mikyō-kenchiku, 密教建築), shinden-mode fixtures remained an 

important foundation. The shinden mode is well represented in these villas and may be seen as 

proof positive of this style’s staying power long after its heyday in the Heian.121 While it was 

updated and expanded on, the shinden mode remained the orthodox architectural means for 

projecting sophistication and superiority. Use and possession of at least some of its forms 

remained an indispensable legitimizing tool well into and even beyond the sixteenth century. 

 This brief history of the architecture of capital elites and the staying power of the shinden 

mode as a means to project elite status is raised here as it suggests one alternative and, 

ultimately, rejected trajectory. To return to the Komaki example, Nobunaga could have, in theory, 

built a shinden-mode palace or even employed many features or derivatives of it at Komaki, but 

it seems clear at least from the reaction elicited by Nobunaga’s enemies that he did not rely on 

such forms. Before further elucidating upon this point, it is worth clarifying first that such a 

claim does not mean to imply that shinden forms were entirely rejected at Komaki. Like his 

daimyo peers, throughout his career Nobunaga sought and employed the full gamut of 

architectural and decorative legitimizing tools to frame him as a refined and righteous leader and 

thereby bolster his image in the minds of vassals and rivals alike. In this, Komaki was almost 

certainly no exception. While the degree to which any “pure” shinden forms may have been 

employed at Komaki is difficult to assess, Nobunaga almost certainly employed an important 

descendant of the shinden-mode known as shoin-style or shoin-mode architecture (shoin-zukuri, 

書院造) there. There is no written or archeological record that confirms this thesis, but given its 
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known adoption in contemporary examples of daimyo residences, Nobunaga’s level of cultural 

knowledge even at this early stage in his career, and the fact that the shoin mode was employed 

at both Nobunaga’s later castles in Gifu and Azuchi, it seems a near certainty that aspects of it 

were employed at Komaki. Shoin-mode architecture is a type of residential architecture 

characterized with an interior space used for hosting guests that incorporates interior decorative 

fixtures of ornate character such as desks (shoin, 書院), tatami mat flooring, staggered shelves 

(chigaidana, 違い棚), alcoves (tokonoma, 床の間), and sliding doors (fusuma 襖 or shōji 障

子).122 These fixtures evolved not only from the shinden mode, but from various Buddhist 

architectural styles. In this, they carried a panoply of lofty associations that included the imperial 

court, Zen temples and monasteries, as well as continental tastes. On top of this, as the shoin-

mode was first developed at Higashiyama under the sponsorship of Yoshimasa and then adopted 

by the warrior class, it was also the first architecture to be largely identified with that class. This 

is to say, shoin was not merely a burgeoning architectural expression of capital elite tastes, but of 

elite warrior tastes. In this respect especially, shoin was an ideal option for Nobunaga.

 Yet while the shoin mode was likely present at Komaki, its potential as an architectural 

face was by definition limited. Shoin is a style that is almost exclusively reserved for interior 

spaces. Indeed, there exists no definitive shoin-mode exterior. Thus while Nobunaga could have 

exploited those associations to a privileged few spaces, it could not have defined the exterior 

look of his buildings at Komaki. Conversely, while the shinden-mode has a distinct exterior look, 

as it is typified by a sprawling complex of single story buildings, the extent to which it could 

make an impression, particularly when surrounded by high palisades or other types of walls, was 
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likewise limited. Yet, even if some sort of pure or explicit form of these modes had existed and 

had been used at Komaki, it is difficult to imagine that the development of a shinden-mode 

palace or a humble building like the Tōgūdō (東求堂, figure 3.9) at Ginkakuji—the oldest 

remaining example of shoin-mode architecture—would have inspired Nobunaga’s rivals to flee.

 The Komaki example is reflective of a larger shift: a general rejection of established 

architectural modes as a primary means for articulating and reifying status and the embrace of 

military architecture in its place. It also exposes another key point. The unsuitability of more 

established architectural traditions as a means to protect inhabitants was, of course, a significant 

motive for this shift. However, given the cause and effect relationship that is described between 

Komaki and the Oguchi defenders, the notion that this embrace was solely the product of such 

practical concerns is made untenable. It was not just defendability, but visibility—that is, the 

ability for an architecture to be both easily seen and identified from great distances—that played 

a critical role in the embrace of military architecture at this moment.

 Embedded in the preceding discussion of military architecture is a critical inherent 

tension. On the one hand, the military revolution made it necessary for daimyo and other 

warriors to barricade themselves and their families in forts. As these communities grew larger 

and had to live longer in fortifications, military architecture emerged as a natural locus for 

development. On the other hand, military architecture largely lacked cultural cache. Indeed and 

as detailed above, if left for too long in certain locations, military architecture might even 

undermine or negate the legitimizing power of a properly aligned spacio-religio-architectural 

equation. Particularly in the context of the unending civil wars of the sixteenth century wherein 

cultivating and maintaining such legitimacy (read: maintaining vassals’ loyalty, preventing 
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betrayal) was an ongoing and pressing concern, the surrendering of this valuable symbolic 

commodity even for defensive security was a real compromise. Owing to this, military 

architecture was a less than ideal architectural category for development. Put another way: at this 

critical stage in the use and development of military architecture, there existed a tension between 

the desire for immediate security fostered by walls and towers and a desire for a longer-term 

security that might be brought on with a clear social order reaffirmed in accepted traditions, 

symbols, and architecture. 

 This tension is manifest in many of the issues already discussed above. For one, the boom 

in experimentation in spacio-religio-architectural equations during the sixteenth century is, I 

contend, a direct product of it. While other factors must be considered in individual cases, a 

shared, basic goal of these efforts was to find a balance in which short-term security could be had 

while long term legitimacy could be cultivated. Moreover, this tension likewise accounts for the 

trajectory of architectural tastes: shinden was, at least at this juncture, disqualified as an 

unbalanced option. While it arguably may have offered much in the way of legitimacy, it offered 

far too little in the way of immediate security. Conversely, the shoin mode was eagerly embraced 

by warrior elites as it came at little expense to a structure’s defensive character. Shoin forms 

were an effective means to communicate status to visitors, but because they were limited to 

interior spaces, the extent to which they might have detracted from the defensive capability of a 

given fort was minimal at most.

 While military architecture, by very definition, was capable of fulfilling a defensive 

function, as has been well established by this point, it lacked a history and pedigree that qualified 

it as a legitimizing tool for longer term designs. However, through the cultivation of its most 
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visible attributes, military architecture was gradually made the superior, balanced option. The 

process by which this end was achieved was likely the product of circumstances exactly like 

those described in the Komaki episode. Although two kilometers away, Nobunaga’s enemies 

immediately understood the numbers at Nobunaga’s disposal, his capability to mobilize, and his 

ability to match attackers. Not just enemies, however, allies alike were able to immediately spot 

and rally around such structures. Results such as these, directly created by visual prominence, 

proved military architecture’s worth as a legitimizing form.

 Here we finally return to yagura as an architectural typology. It is precisely because these 

structures were the most visually prominent features of forts and therefore capable of 

communicating meaning to large numbers of persons and at far distances, that they were singled 

out as a preferred face for warrior elites. In other words, as the tallest and most visible part of a 

given fort, yagura were the most effective means to advertise the strength and power of a 

daimyo. While initially such architectural displays may have been raw expressions of military 

might and used primarily to scare away enemies, the increased use of such towers to achieve 

such ends encouraged greater development of the typology’s ability to communicate meaning. It 

is for this reason that yagura began to be combined and mixed with shinden, shoin, and Zen-

mode elements. Moreover it is for this reason that yagura were being built to larger and larger 

sizes. In this dynamic, the visual traits of verticality and monumentality, in particular, were 

cultivated and came to define the look and character of Japanese castles as they were the most 

effective means to project the strength and capability of a given daimyo to a wide audience. 

 Yet, yagura were not merely projections of strength, they also served another emerging 

need: they identified the inhabitants of that architecture. As noted above, ruling warrior elites 
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had, up until this point, heavily relied on architectural precedents invented by the court as a 

means to convey their status. This adoption of court architecture should be understood as a 

natural extension of the political systems to which these warriors were reliant. As their authority 

and the territorial claims were legitimized by systems developed by the court and later replicated 

by the shogunate, the cultural concerns and aesthetic vocabulary used by these institutions 

required at least a degree of adoption. Only through such an embrace could the power of the 

institution to grant such legitimacy be reified. However, as a consequence of the unending 

conflicts brought on by the Sengoku period, this chain was broken. While the court and 

shogunate still possessed symbolic clout, daimyo were not reliant on them to legitimize their 

stations. Consequently, the extent to which the culture of the court, in particular their 

architecture, helped to legitimize them was made uncertain. To be clear, it is not that these 

architectural forms lost all meaning and potency as symbols. Rather, the dominance of these 

forms as the aesthetic of a ruling elite was thrown into question and, more importantly, the 

opportunity for developing new forms that might serve these ends was open. The shoin mode, I 

contend, is one important product of this shift from a reliance on court architecture and 

experimentation to finding new forms. However, it along with the development of military 

architecture were not just a result of a move away from the court. Rather, they were a move 

towards discovering an architecture that resonated with the experiences of those persons who 

lived within that architecture.

   One of the most lasting and important effects that the chaos of the Sengoku period 

engendered was that it elevated class consciousness into an organizing pillar of society. As 

daimyo and their vassals were increasingly at odds with various religious, merchant, and farming 
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interests, they increasingly came to identify themselves as part of a distinct class defined by their 

profession. This shift was not limited to warriors and it was met with resistance in various 

circles, but as provincial warriors gradually assumed a role as a ruling class, their loyalties to 

each other and the divides between them and other classes were increasingly compounded. The 

historians Mary Elizabeth Berry and Eiko Ikegami have both written at length on this shift and 

the manner by which this mode of social organization differed from previous ages.123 For our 

purposes here, this emergence of class consciousness is significant in that it made a pure reliance 

on court architecture no longer a viable option and the need for an architecture that was 

immediately identified with that class. Rather they required an architecture that identified them 

as a distinct group: not a religious institution, not the court, or even of the capital. Military 

architecture filled this need and was used as a new means of clarifying their hegemonic position.

 To end here, two critical examples of yagura that are exemplar of both the manner by 

which the need to be seen and need for inhabitants to be identified are worth considering: 

Tamonyama Castle and Gifu Castle. While many earlier examples can be pointed to, the first 

significant example of a yagura functioning as a residence, symbol of its warrior inhabitants, 

and, in turn, serving as a legitimizing tool and evidence of warrior supremacy is Tamonyama 

Castle (多聞山城).124 Formerly located a short distance north of Tōdaiji (東大寺) in Nara on top 

of a small hill, Tamonyama Castle was constructed by the daimyo Matsunaga Hisahide (松永久

秀, 1510?-1577) in the early 1560s. Often cited as the model for Azuchi Castle, Tamonyama 

Castle’s most visible architectural feature was its white, four-story towering “yagura” with an 
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interior filled with sliding door paintings of figures set against gold leaf.125 Besides being 

strikingly larger and more ornate from its makeshift yagura precursors, this building and the 

castle in which it was situated is particularly important for two reasons. First, it was conceived 

and constructed as part of Hisahide’s efforts to maintain control over the various Buddhist 

institutions of Nara after having conquered the region in 1559.126 As such, Tamonyama Castle 

functioned as an architectural counterweight to the temples of Kōfukuji (興福寺) and Tōdaiji and 

served to frame Hisahide as the undisputed ruler of this city and its environs. By means of the 

yagura’s height, Hisahide literally and figuratively distinguished himself as separate and rising 

above and from the temple institutions that he had subjugated.127 Second, by the time 

Tamonyama was constructed, enough experiments in creating spatial-religio-architectural had 

taken place with military architecture that these buildings were no longer seen as dissonant with 

or incapable of harnessing the spiritual meaning from a given location.128 Although the details 

regarding the site on which Tamonyama Castle was built are murky, it is known there had been a 

temple there prior and next to this temple had been a mausoleum dedicated to Emperor Shōmu 

(聖武天皇, 701-756), the founder of Tōdaiji. Moreover, the name of the hill on which the castle 

sat, Tamonyama, was given by Hisahide and is directly derived from the Buddhist guardian of 

the North, Tamonten (多聞天). Although it is difficult to pinpoint the exact spatial-religio-
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125 Although its appearance seems more consistent with the form of a tenshu, the “tower of Tamonyama 
Castle” is explicitly named in the primary record as a yagura. Regarding Tamonyama Castle, see 
(Fukushima 3/2002, Shimotaka 2006, Takada 2006). See also appendix C-2a.

126 These efforts are discussed in (Fukushima 3/2002).

127 Significantly, one way by which Tamonyama Castle was made to rival the buildings of temples is that it 
employed tiled roofs. The use of these tiles was remarkable in that it represents one of the first instances 
in which clay tiles were used on residential structures in Japanese history. In this single detail, the yagura 
of Tamonyama may be seen directly challenging the Buddhist institutions over which Hisahide was 
exerting control. 

128 Many of these experiments are discussed in (Ōnuma 3/2012).



architectural equation that these three points might have engendered, it is possible to posit any 

number of theories. The presence of a temple prior to Hisahide suggests that the space already 

possessed some sort of sacred character; the presence of the Shōmu mausoleum could suggest an 

alignment with Tōdaiji; similarly, given the location of the castle north of Tōdaiji and the choice 

of the northern guardian Tamonten as namesake, another link to Tōdaiji can be inferred.

 The next milestone in the development of the yagura is Nobunaga’s Gifu Castle (岐阜城) 

built in 1567.129 Gifu Castle is not only significant as the immediate precursor to Azuchi, it 

represents the first large scale and multimedia attempt to elevate and integrate the yagura with 

other architectural traditions associated with the court and warrior elites of the capital. In its scale 

and lavishness, Gifu brought together the architectural traditions of the provincial and capital 

warrior elites as never before. At Gifu, Nobunaga constructed one yagura at the top of 

Kinkayama (金華山) and another within a lavish garden complex at the foot of the mountain. 

Although not enough is known of Gifu Castle to identify any specific shinden or shoin elements, 

the lavish and refined character of the buildings constructed there is known and appears as 

consistent with later examples of shoin mode structures and suggests their presence. Moreover, 

the integration of the lower yagura within an elaborate garden complex conforms with other 

examples of shoin-mode architecture. Yet while these buildings were consistent with models of 

architecture and gardening used by members of the elite warrior class of the capital, these yagura 

at the same time functioned both as practical lookouts and symbols of Nobunaga’s presence and 
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authority much in the same way as the yagura of provincial warrior forts.130 In this manner, 

Nobunaga joined the two traditions and clearly framed himself as both of the provinces and of 

equal refinement and standing as those warrior elites of the capital.

V. Conclusion

 During the Sengoku period, the relationships between court, clergy, and warriors as well 

as the norms of war largely dissolved and were gradually rebuilt in new ways. For lack of a 

center capable of meting out rewards or legitimizing land holdings, there was no longer a clear 

incentive for provincial warriors to become contracted mercenaries. As a result, they became 

increasingly invested in their potential on the local level and developing individual territorial 

holdings. In turn, previous precedents regarding land ownership and importance were 

overturned, land itself became a critical resource to defend, and the military means to achieve 

this end was gradually developed and reshaped the practice of war. Organized armies replaced 

individually contracted units of mounted calvary with attendants.131 Fortifications were built in 

greater numbers, came to be used for increasingly longer periods of time, and transformed into 

more permanent residences.132 Concurrent to this shift in the definition of war and, implicitly, the 

definition of a warrior, a core change in social organization from corporations (vertically 

organized unions of persons mediated by a central authority or state) to class (horizontally 
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131 (Ikegami 1995).
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organized groups of persons with similar class backgrounds) was taking place.133 This shift is 

significant in that it encouraged a heightened awareness of class divisions and class identity. The 

new practices of war and the emerging awareness of class identity would come to intersect in the 

mid-sixteenth century and had a significant impact on the design of Japanese castles. 

 By the 1550s, the social and political dynamics outlined here culminated in a new climate 

ripe for the development of military architecture. As a result of the new practices of war and 

relationship to the land, warriors began to spend increasing amounts of time within fortifications. 

Owing to both this extended use as well as these provincial warriors’ increased wealth, military 

architecture became a new loci of investment and innovation. In turn, as these structures were 

enlarged and developed, military architecture was discovered to be a potent visual symbol of 

presence and strength. This discovery was further compounded by the increasing consciousness 

of class identity or, more specifically, provincial warrior identity. Through the building of these 

structures, provincial warriors were able to immediately broadcast their identity as distinct from 

the monks and merchants in a given area as well as their dominion over that area. Of those 

buildings that were re-conceived as homes and symbols of these warriors, yagura stand out as 

the most significant.134 Largely due to their vertical character, yagura stood out as the most 

visually prominent structures within the fortresses and homes of provincial warriors.135 As such, 

they were already a recognizable architectural symbol of this class and, in turn, an obvious 

choice for further development and embellishment
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Chapter 4
The Tenshu’s Architect

 I. Introduction

 In the historical novel Ka ten no shiro (『火天の城』), Okabe Mochitoki Mataemon (岡部

以言又右衛門, d. 1582)1 earns the position of Master Carpenter on the Azuchi tenshu through an 

act of daring defiance.2 As the author Yamamoto Kenichi (山本兼一, 1956-) re-imagines, 

Mataemon is pitted against his contemporaries, the Master Carpenters Ikegami Gorōemon (池上

五郎右衛門, dates unknown) of the capital and Nakai Magodaiyū (中井孫太夫, dates unknown) 

of Nara to impress Nobunaga with scaled models of their designs for Azuchi’s tenshu. While his 

rivals’ models delight, Mataemon’s offering receives scorn as it flaunts a direct order from 

Nobunaga that the structure incorporate a multistoried atrium (fukinuki, 吹き抜き) within its core. 

Nobunaga angrily demands an explanation. Securing permission to demonstrate his motives, 

Mataemon takes a torch to each of the models. As a consequence of the atrium within, the 

Ikegami and Nakai models are rapidly consumed in flames (figure 4.1). Mataemon’s model, in 

contrast, burns at a slow pace. Mataemon explains his defiance as an act of extreme loyalty. He 

was obliged to violate Nobunaga’s specifications because compliance meant designing a building 

that would not permit adequate time for the evacuation of his lord in an emergency. Impressed 

with his deep loyalty and his foresight, Nobunaga appoints Mataemon to see the design built.
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Mochitoki (can also be read as Mochiaki) that is given in the Okabe geneologies. (Kido 1951).
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 This fictional take on Mataemon’s appointment is an ingenious play on both the 

historiography and history of Azuchi. For anyone familiar with scholarship on Azuchi, the story 

immediately evokes the debate surrounding Naitō Akira’s 1976 reconstructive model of the 

Azuchi tenshu. In his protagonist, Yamamoto reaffirms the majority opinion and rejects Naitō’s 

proposed reconstructive design, famous for its central atrium, but simultaneously posits a 

scenario in which the Ikegami produce a plan for the Azuchi tenshu that, in this fictional world, 

might be handed down to become the Tenshu sashizu, the foundational document for Naitō’s 

model. Yet Yamamoto deserves praise not only for his grasp of the scholarship and his deft 

incorporation of modern debates into a fictional history on Azuchi, but also for his discovery of 

the potential for drama here at all. The tension of the contest and its satisfying outcome is rooted 

in a simple question that no scholar has previously attempted to answer: why did Mataemon, a 

largely untested provincial carpenter, receive the Azuchi commission over the Ikegami, the 

Nakai, and other more famous, more prestigious carpenter guilds heralding from the cultural 

capitals of Japan? In short, it is to Yamamoto’s credit that he found an untold underdog story and 

created a clever narrative to give resolution to this glaring and unanswered historical quandary.

 The first part of this chapter represents an attempt to reclaim from fiction this quandary 

and define and address the unique circumstances and issues surrounding Mataemon’s 

appointment. Given the great volume of scholarship dedicated to the lives and evolution of 

Japanese carpenters, the lack of any scrutiny of Mataemon’s appointment is curious. This 

absence, I contend, is a consequence of two factors. First, it is the result of a dearth of 

information on Mataemon. Like with most things related to Azuchi, information about 

Mataemon is not only scarce, but much of the little that does exist is largely uncorroborated. This 
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gap in the record is remarkable given that Mataemon along with his son, Okabe Mochitoshi 

Matabe’e (岡部以俊又兵衛, d. 1582), and grandsons, Okabe Munemitsu Matabe’e (岡部宗光又

兵衛, d. 1610) and Okabe Mochikata Mataemon (岡部以俊又右衛門, d. 1614), appear to have 

been critical figures in the architecture of the era. Moreover, from Mataemon and Mochitoshi’s 

work for Nobunaga to Munemitsu and Mochikata’s later work at Hideyoshi’s Fushimi Castle (伏

見城), Toyotomi Hideyori’s (豊臣秀頼, 1593-1615) Hōkōji Great Buddha Hall (方広寺大仏殿), 

the Atsuta Shrine Chinkōmon (熱田神宮鎮皇門), as well as the Tokugawa reconstruction of 

Nagoya Castle (名古屋城), the Okabe worked on many key commissions that helped to define 

the distinctive aesthetic of the Azuchi-Momoyama period (安土桃山時代, 1573-1616).3 Unlike 

their contemporary peers such as the Ikegami and Nakai, the Okabe failed, for reasons that 

remain unclear, to establish a prominent legacy that continued into the seventeen century and 

beyond.

 The second factor contributing to the lack of a critical examination of Mataemon’s 

appointment and role at Azuchi is that the narrative of his appointment fits, almost perfectly, 

within a popular overarching understanding of his age. Nobunaga’s successor Toyotomi 

Hideyoshi, an individual who rose from foot soldier to the undisputed military hegemon of 

Japan, exemplifies the extreme social mobility that was available in the middle and late sixteenth 

century. While such mobility is most often associated with members of the warrior class such as 

Nobunaga or Hideyoshi in their attainment of high political offices, it is in large part because of 
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Nobunaga that it extends to artisans as well.4 In his efforts to promote trade and unify the 

territories under his control, Nobunaga busted the monopolies of medieval guilds and normalized 

direct competition between artisans. In this context, it is easy to pigeonhole Mataemon as one of 

many who by wit and skill alone rose to the pinnacle of his profession. This assessment is not 

entirely incorrect, but it represents only half of the story. By way of superimposing the few facts 

known about Mataemon’s life with the evolution and circumstances of Japanese carpenters up to 

and into the sixteenth century, Mataemon’s appointment can be seen as remarkably consistent 

with a precedent established by Nobunaga’s predecessors in the Ashikaga. Intriguingly, 

Yamamoto’s take is not entirely off the mark, for Mataemon’s securing of Nobunaga’s favor was 

a consequence of a deep loyalty. Not played out in a single dramatic moment, it was a shared 

history with Nobunaga unfolding over the course of decades that positioned Mataemon as a top 

candidate to become the architect of the Azuchi tenshu.

 The second half of this chapter will attempt to address a greater issue: that which is 

implied in Mataemon’s appointment and his having been able to see through the tenshu’s 

construction to its completion. Again, despite it being fictional, Yamamoto’s version of events 

reflects a useful truth: Mataemon’s triumph in the contest with the Ikegami and Nakai was not 

only a consequence of a loyalty expressed by way of a selfless concern for his lord’s 

safekeeping, but was equally the result of a deep knowledge of his craft and the limits of timber-

frame construction. Likewise in reality, Mataemon’s rise had much to do with chance, loyalty, 
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and favoritism, but it was also a result of his training and ingenuity. More specifically, it can be 

inferred that Mataemon must have been trained and well versed in the new technology of 

architectural drawing. Because of a lack of concrete evidence that such drawings were used at 

Azuchi, the means by which the construction of the Azuchi tenshu was planned and realized is a 

topic that has never been addressed. That this building of unprecedented size and complexity was 

accomplished at the same moment as the emergence of architectural drawing as an alternative-

complementary methodology of designing and constructing buildings, I argue, is no coincidence. 

Architectural drawing was the medium which Mataemon mastered and allowed Nobunaga’s 

crowning glory to be made manifest. 

II. Okabe Mataemon Mataemon, Nobunaga’s O-daiku

 Practically all that is known about the Okabe clan, and Mataemon in particular, derives 

from one of three sources: The Okabe Mataemon Abbreviated Genealogy (Okabe Mataemon 

keifu-ryaku 「岡部又右衛門系譜略」), The Okabe Mataemon Lineage (Okabe Mataemon yuisho-

sho 「岡部又右衛門由緒書」), and The Chronicle of Lord Nobunaga (『信長公記』, hereafter 

referred to as The Chronicle).5 The two former texts, both copies of family registers transcribed 

in 1827, detail a lofty history for the Okabe clan, linking its members both to Atsuta Shrine (熱

田神宮) and, at least peripherally, to the office of the shogun. According to the scrolls the clan’s 

history goes back to the Heian Period (平安時代, 794-1180), at which time they allegedly served 

the shogun Sakanoue no Takuramaru (坂上田村麻呂, 758-811). No specifics, however, are 
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offered regarding what commissions they may have worked on in this capacity and the claim 

seems more an attempt to bolster the family’s pedigree than one rooted in any historical fact.6 

Regardless, at some point early in the Muromachi period (室町時代, 1333-1573), the Okabe clan 

came to be established as the hereditary carpenters—that is, the salaried, tenured carpenters who 

functioned as the heads of construction or foremen on new projects as well as the maintenance of 

old buildings—at Atsuta Shrine. This shrine, ranked on par with the Ise Grand Shrine (伊勢神

宮) and located at a key point on the Tōkaidō highway (東海道) connecting Eastern and Western 

Japan in, what is today, the center of the city of Nagoya (名古屋), was and remains an important 

religious institution. The Okabe’s tenure as the hereditary carpenters at this regional hub earned 

them stable, generational employment for at least two centuries if not longer. 

 As highly skilled managers and artisans, the Okabe were not, however, limited to projects 

directly related to Atsuta Shrine. They were regularly lent out or contracted on various projects 

both in the immediate areas around Atsuta and beyond.7 The Okabe Mataemon Lineage lists 
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with these two lineages. This said, the details offered generally conform with broader historical trends. 
Consequently, while suspicion should be maintained, I have included several details offered by the 
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1997) p. 51; (Naitō 2006) pp. 66-68.

7 A short list of local projects on which Okabe are mentioned as having worked on or in conjunction with is 
provided in (Naitō 2006) p. 67.



several projects in the capital, all commissions of the Ashikaga shogunate, in which Mataemon’s 

ancestors found employment. The earliest of these is a rebuilding of the Imperial Residence 

(kinri, 禁裡) sponsored by the founder of the Ashikaga shogunate, Ashikaga Takauji (足利尊氏, 

1305-1358), in the middle of the fourteenth century. Over a hundred years later, the Okabe clan 

is recorded again as having had regular employment under the eighth Ashikaga shogun, Ashikaga 

Yoshimasa (足利義政, 1435-1490).8 Included in the clan’s résumé from this moment are the 

reconstruction of the Imperial Palace, work on castles in the provinces, as well as participation in 

the construction of buildings at temples sponsored by the shogunate.9 On each of these projects, 

the Okabe family head is listed as having worked as a banshō (番匠) or banshōtō (番匠頭, 

literally translated: “head banshō”), titles specific to medieval Japan that encapsulate the 

disparate terms that heretofore have been used to describe the Okabe clan head’s occupation and 

responsibilities.10

From Banshō to O-daiku

 Banshō is one of several key terms, including daiku (大工), o-daiku (御大工), and tōryō 

(棟梁) that require introduction and explanation here. The evolving meanings of these terms and 

the distinctions between them are of critical importance in that they shed essential light on the 

Okabe clan’s position in medieval Japanese society and, in turn, the context and implications 
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transcribed in (Kido 1951) p. 45.

10 (Naitō 2006) p. 66; (Ōkawa 1971) p. vii-viii.



inherent in Nobunaga’s decision to employ an Okabe on the Azuchi project. While each of the 

titles listed above is typically translated as “carpenter” or “Master Carpenter,” such translations 

are problematic for two reasons. First, they do not clearly reflect the full responsibilities of these 

individuals.11 The expertise of these building-makers was not limited to just a knowledge of 

woodworking, but included proficiency in managing various skilled and unskilled laborers, the 

ability to budget and allocate resources in dynamic and evolving situations, and a knowledge of 

engineering and mathematics that enabled the construction of complex structures. It is for this 

reason that I have chosen here to use the longer “carpenter-foreman” as an umbrella term to 

describe this class of skilled artisan. While imperfect, this alternative label is practical as it does 

not infringe on the most commonly used and established modern equivalencies of “carpenter” to 

daiku as well as “Master Carpenter” to tōryō, the term still used to describe this category of 

artisan. Moreover, the label of “carpenter-foreman” is also useful in that it fills a gap in the 

Japanese lexicon. There is no overarching word for carpenters or Master Carpenters in Japanese 

that does not butt against the implications inherent to the period in which it is applied. This point 

is directly related to the second key problem with positing English equivalents to Japanese 

carpenter titles: they do not acknowledge their evolving meanings. Banshō, for instance, 

essentially did the same job as a tōryō, but the implications of the title fluctuate depending on 

when it was used. 

 This flexibility in the definitions of titles is of particular concern in dealing with the 

sixteenth century and with Mataemon. Mataemon is labeled by Gyūichi in the early draft of The 

Chronicle, Azuchi Nikki, as “o-daiku,” but this title is later edited to “o-daiku-tōryō” in later 
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drafts such as the Ikeda Family Collection Shinchō-ki (『信長記』). While not a critical change 

that alters one’s understanding of Mataemon or his role at Azuchi, this change is significant in 

that it occurs at a moment in which the meaning of these titles is in flux and reflects a shift from 

a medieval system of ranking to an early modern one. To properly appreciate the meaning of 

these titles and this moment of transition, it is necessary to take a step back, define banshō, and 

retrace the position of the carpenter-foreman before the sixteenth century.

 The etymology of banshō is squarely rooted in the first of three cycles of centralization 

and subsequent diffusion of patronage that created and refined the hierarchy of ranks for 

carpenter-foreman. Banshō derives from an important precursor: the banjōkō (番上工, E: top 

carpenter). Banjōkō had been the lowest rank for carpenter-foreman under the old ritsuryō 

system (律令制). Discussed in the previous chapter, the ritsuryō system was a legal code 

adopted in the seventh century by the Japanese imperial court and modeled after the government 

of Tang China. Under this system and over the course of the Nara (奈良時代, 710-794) and 

Heian periods, the banjōkō rank and those ranks above it were administered by the Bureau of 

Woodworking (mokkō-ryō, 木工寮) and the Bureau of Repairs (shūri-ryō 修理寮), the reigning 

central authorities that oversaw carpenters and other artisans who were commissioned to work on 

elite construction projects.12 At the apex of this official hierarchy were the so-called daiku (大工, 

literally translated: “greater carpenter,” also called ootakumi 大匠) who served as the heads 

(respectively titled: mokko-daiku 木工大工 and shūri-daiku 修理大工) for these two 

governmental bureaus. Immediately below the daiku were shōku (少工, literally translated: 

“lesser carpenters,” also called shōtakumi 少匠) who served directly under the daiku as 
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assistants. Above banjōkō but below these two ranks were chōjōkō (長上工, E: superior 

carpenter). While the responsibilities and the importance of the projects assigned depended on 

the rank of the carpenter-foreman, the primary occupation of these four ranks—daiku, shōku, 

chōjōkō, and banjōkō—was essentially the same. As outlined above, they were to administer 

official government construction projects by means of providing the basic designs, actively 

budgeting for materials and labor costs as the project progressed, and managing skilled and 

corvée laborers’ efforts for parts of or the whole of buildings. Banjōkō were distinct from their 

titular superiors, however, in that they served only as fixed-term contractors. Unlike their 

superiors, they were not tenured, salaried staff of the bureaus and in this capacity as freelancers, 

banjōkō moved and worked from project to project. 

 As the ritsuryō system and the power of the imperial court gradually declined as a result 

of several conflicts—namely, the Genpei War (源平合戦, 1180-1185), the Kemmu Restoration 

(建武の新政, 1333-1336), and the imperial schism of the Nanboku period (南北朝時代, 

1336-1392)—both the patrons and systems upon which daiku, shōku, chōjōkō, and banjōkō had 

been reliant gradually faded. In the wake of these upheavals, banjōkō, the least attached of these 

ranks within the ritsuryō hierarchy, gradually left the capital to find employment in one of many 

growing provincial hubs. Although difficult to prove outright, the Okabe clan’s emergence in the 

primary record during the fourteenth century highly suggests that the installment of the clan as 

carpenters at Atsuta Shrine occurred in conjunction with this exodus.13 At any rate, as a result of 

the weakening and eventual loss of a central power able to administer and imbue meaning to the 

titles of these departing artisans, the terminology for carpenter-foreman would evolve in new 
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directions. One critical example of this is the transformation of the title of daiku. By the twelfth 

century, the rank had already de-evolved from one indicating a skilled technocrat to that of an 

elite rank reserved for those who, through connections and political skill, were able to reach a 

pinnacle within the ritsuryō system bureaucracy.14 With the unraveling of this bureaucracy 

though, the term was reclaimed and in the process, broadened in its implications. The term 

became a suffix that reflected expertise in a given craft such as tile-makers (kawara-daiku 瓦大

工), woodcutting-timber specialists (soma-daiku 杣大工), or thatch-roofing specialists (buki-

daiku 葺大工).15 In the case of carpenter-foremen, the daiku suffix was joined with the banjōkō 

title to created the title of banshō daiku (番匠大工) or, as it was typically shortened, banshō. 

This slight change preserved the airs of legitimacy that the ritsuryō titles offered, but served 

ultimately to acknowledge the new position and independence of carpenter-foremen within and 

beyond the capital.

 The rise of the Okabe from provincial banshō to working in the capital and, ultimately on 

Nobunaga’s architectural endeavors coincides with the beginning of a second cycle of 

centralization and subsequent diffusion of patronage. At the time of Ashikaga Yoshimitsu’s death 

in 1408, with projects such as the Muromachi Palace (室町殿), Shōkokuji (相国寺), and 

Kitayama (北山, better known as Kinkakuji 金閣時 or Rokuonji 鹿苑寺) realized under his 

supervision, the Ashikaga shogunate firmly established itself as a new premier institutional 

patron of architectural endeavors in the capital. On account of internal strife and, later in the 

fifteenth century, outright civil war, the Ashikaga were never able to secure materials and 
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mobilize workers on the same scale as their Nara and Heian period forebears. Nevertheless, as a 

central power, they mobilized more artisans than any other patron and, in turn, like their ritsuryō 

precursors, they developed new terminology to describe the ranks of the carpenter-foreman that 

served them. Two titles, both superior in rank to that of the banshō, emerged during their reign: 

o-daiku and tōryō.

 The exact meaning of the first of these titles, o-daiku, a combination of the honorific 

prefix “o” (御) and, in the medieval lexicon, the term for skilled artisan “daiku” (大工), is 

unfortunately murky. As early as 1338, o-daiku appears in the written record as either shōgun o-

daiku (将軍御大工, literally translated: “honored carpenter of the shogun”) or kubō o-daiku (公

方御大工, literally translated: “honored carpenter of the court”).16 As these extended titles 

suggest, the office was reminiscent of the daiku of the old ritsuryō system in that (1) it was 

administered by a central authority in the capital; (2) it oversaw the most important architectural 

endeavors for that authority—in the case of the Ashikaga, several re-buildings of both the 

Imperial and Muromachi Palaces, imperial and shogunal residences, retirement villas, courtier 

and warrior residences, as well as court and shogunal sponsored temples;17 (3) it was typically 

held only by a single person or at most three persons; and (4) it bestowed a status on the holder 
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16 Ōkawa posits that these extended titles were used only by those outside of the court of shogunate and  
“o-daiku” without qualifiers was used internally by those in the court and shogunate. The 1338 example is 
in a listing of those in attendance for a ridge-pole raising ceremony at Iwashimizu Hachimangu (石清水八
幡宮). The o-daiku is noted as a banshō who came from Amagasaki (尼崎). (Ōkawa 1971) p. 141-142; 
Also discussed in (Ōkawa 10/1960).

17 (Ōkawa 10/1960) p. 519.



that ostensibly ranked them above the average carpenter-foreman.18 Unfortunately, the term 

length for holding the title or if there was a term limit for this office is unclear.19

 Unlike their ritsuryō predecessors though, the o-daiku were intimately linked to the 

shogunate. It is this relationship that defines the o-daiku as a unique entity. The office of o-daiku 

represents one part of the Ashikaga shogunate’s overall strategy for dealing with guilds (za 座), a 

new institution that had emerged during the preceding centuries of decentralized patronage. 

Guilds can be defined, in short, as unions formed by families or artisans of a similar trade that 

contracted with various institutions such as temples, shrines, courtiers, or warrior elites to secure 

an exclusive right to practice their craft in a given area or for a specific institution. This right was 

one that was fiercely guarded and violations by patrons met with violent protest.20 In their 

capacity as the premier patrons of the capital the Ashikaga had considerable clout to deal with 

the guilds of the capital, but were never able to circumvent their monopolies. To help manage 

them though, one provision implemented was a requirement that the leaders of carpenter-

foreman guilds (daiku-shoku 大工職) had to hold a letter of recommendation stamped with the 

seal of an Ashikaga shogun to work in the capital.21 Although this requirement would eventually 

be dropped in 1510, the recommendation of the Ashikaga was, for centuries prior and even well 

after the law had been officially revoked, an essential credential for any aspiring carpenter-
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18 Ōkawa also argues that the o-daiku were different from their peers by their ability to work in each of the 
architectural styles of the time (i.e. the Zen-mode [zenshū-yō 禅宗様], Great Buddha mode [daibutsu-yō, 
大仏様], and the Japanese mode [wa-yō, 和様]). While an intriguing theory and one that deserves more 
attention, concrete evidence is lacking to support the claim. (Ōkawa 1971) 146-147. 

19 (Ōkawa 10/1960) p. 519.

20 For more on these conflicts see (Ōkawa 1971) pp. 62-80.

21 The rules of certification were debated several times during this period as the question of whether 
these documents remained valid inter-generationally continued to arise. (Ōkawa 1971) pp. 143. 



foreman and his clan.22 The o-daiku, inherently endowed with this certification as an agent of the 

shogunate, appears to have functioned as a check over the power of the guilds. In cases such as 

the construction of buildings for the imperial court sponsored by the shogunate, the o-daiku rank 

appears to have provided cover for the shogun to bypass convention and place his man as head of 

a project that, by right, should have been bestowed to the carpenter guild linked to the imperial 

household.23 The absence of any record of a conflict between the shogunate and the guilds before 

the mid-fifteenth century suggests that the o-daiku, at least for a time, functioned effectively as a 

valve and intermediary, ensuring equilibrium between the interests of the guilds and the interests 

of the shoguns.24 

 The o-daiku’s role as a shogunal appointee, however, went beyond their acting as mere 

intermediaries. O-daiku were also key advisors and even collaborators with the shoguns. While 

examples can be found scattered throughout the history of the Ashikaga, nowhere is the value 

and importance of the o-daiku more visible than during the tenure of the shogun Ashikaga 

Yoshimasa (1449-1490). Although Yoshimasa presided over the beginning decades of the 

Sengoku period (戦国時代, 1467-1573) and some of the most destructive battles of the era as 

seen during the Onin War (応仁の乱, 1467-1477), he nevertheless stands out as one of the most 

important and active sponsors of art and architecture in Japan’s history.25 Yoshimasa’s most 

famous accomplishment in this arena is Higashiyama (東山, better known as Ginkakuji 銀閣寺 
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22 The date for the beginning of this requirement is, unfortunately, unclear. (Ōkawa 1971) pp. 152-153.

23 Notably, this is likely the reason why o-daiku, although deeply linked to the shogunate, were also 
referred to as the “honored carpenters of the court.” (Ōkawa 1971) pp. 144-145.

24 (Ōkawa 1971) p. 153.

25 For a summary of the travails and triumphs of Yoshimasa see (Keene 2003).



or Jishōji, 慈照寺). Higashiyama represents a pivotal monument in Japanese architectural history  

marking the beginning of a shift in the tastes of capital elites from shinden-zukuri (寝殿造) type 

architecture and towards the shoin-zukuri (書院造) type architecture. For our purposes, 

Yoshimasa’s accomplishments at Higashiyama are worth highlighting as they also represent the 

product of a close working relationship between Yoshimasa and several o-daiku. 

 Although the record regarding the identities of Yoshimasa’s o-daiku is extremely patchy, 

several records exist that help to illustrate both their importance.26 The most dramatic example 

that shows the o-daiku’s status under Yoshimasa is an episode in 1479 in which one of 

Yoshimasa’s elite core of artistic advisors, Natsu-ami (夏阿弥, d. 1479) assaulted an o-daiku 

named Akaboshi (赤星). When the matter came to Yoshimasa’s attention, he ordered Natsu-ami’s 

suicide. While the details of this crime and its punishment are unclear beyond this vague outline, 

the circumstances nevertheless show that when pressed Yoshimasa placed his o-daiku on par or 

above with the most elite of his advisors.27 More telling though are several other records that 

mention Yoshimasa as personally entrusting his o-daiku with going to the provinces to secure 
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26 One of Yoshimasa’s o-daiku in particular stands out in the primary record and is worth noting as 
possibly connected to the Okabe. Referred to only as Emon (衛門), this o-daiku is mentioned in several 
disparate places as involved in the repairs at a viewing gallery at the memorial temple of Ashikaga 
Yoshikatsu (足利義勝, 1434-1443), the construction of a temporary Imperial Residence (仮皇居) on the 
grounds of Muromachi Palace, and the construction of Muromachi Palace. Because the identity of Emon 
is unclear, even to the degree that it cannot be stated with any certainty if he was the same person as the 
Akaboshi mentioned above or even Saemon Shirō (左衛門四郎), an o-daiku recorded as having 
personally gone to inspect the timbers for the construction of Higashiyama, this ambiguity allows for a 
unique speculation. It is entirely possible that this Emon is the same Ikegami clan o-daiku mentioned in 
The Okabe Mataemon Lineage as heading the reconstruction of Muromachi Palace oversaw the work of 
the Okabe there. For lack of a corroborating record, this supposition is difficult to substantiate, but it is a 
tantalizing proposition as it establishes a intriguing connection between the Ikegami and the Okabe clans 
that would extend into the next century and culminate at Azuchi. (Ōkawa 1971) pp. 147-148. The Ikegami 
clan o-daiku of Yoshimasa is mentioned in (Naitō 1997) p. 51.

27 Had Natsu-ami been of superior rank to Akaboshi, then the sentence likely would have stood out more 
in primary record as unusually extreme. The incident is recorded by Mibu Harutomi (壬生晴富, 
1422-1497) in his journal Harutomi sukuneki 「晴富宿禰記」. The incident is summarized in (Ōkawa 1971) 
p. 148.



quality timbers. The mention of these expeditions are significant in that they reveal the 

beginnings of a shared attention to detail and quality of materials on the part of both patron and 

artisan that would eventually come to define a key attribute of shoin-zukuri and, later, sukiya-

zukuri (数奇屋造). In other words, these episodes reveal Yoshimasa’s trust in his o-daiku to pick 

materials as a critical component in the birth of these architectural styles.

 Before reaching the sixteenth century and addressing the implications of Mataemon’s 

ascension from banshō to the rank of o-daiku amidst the collapse of the Ashikaga and the rise of 

a new class of patron in Nobunaga, a word is required regarding the last of the carpenter-foreman 

titles: tōryō. This introduction is necessary because, first, tōryō is perhaps the most well known 

moniker for carpenter-foremen and, more importantly and as noted above, it is a title Mataemon 

could ostensibly claim. Tōryō’s standardized meaning as Head or Master Carpenter was only 

solidified in the early seventeenth century as it supplanted o-daiku as the highest rank for a 

carpenter-foreman under the patronage of the Tokugawa shogunate. Before this time, and 

particularly in the fifteenth and sixteenth centuries, its meaning was in a state of evolution. The 

etymology of tōryō is particularly fascinating in that it originated with carpentry, became a 

metaphor for leader, and then, compounded by its metaphorical meaning, was repurposed back to 

the world of carpentry. Tōryō breaks down into two key architectural terms, tō (棟) meaning 

“ridge beam” and ryō (梁) meaning “transverse or cross beams”—that is, the two main support 

beams, positioned perpendicularly, that serve to support a roof. It is precisely this image that 

would inspire the evolved definition of tōryō from shorthand for a timber frame to metaphorical 

title for a ruler—who, like the beams of a building, had to properly bear the weight or 

346 



responsibilities of leadership or collapse would occur.28 The term reemerged as a leadership rank 

for carpenter-foreman during the mid-fifteenth century under Yoshimasa. Tōryō were, exactly 

like the roofs they raised, to bear the weight of leadership for the construction of those roofs. 

While the precise status of the tōryō rank in the late fifteenth century until the early seventeenth 

century varies, a rough trajectory is discernible. They were initially inferior to o-daiku, then 

equal, before finally surpassing them in status.

 As with the evolution of the banshō title, the emergence of this new, yet not wholly 

original title, tōryō is both indicative and a consequence of a shifting political landscape and the 

need for new terminology that could better describe these key servants of elites and elite 

institutions. The Sengoku period, just like the Kamakura and Nanboku periods, saw the waning 

of a central power and class of patrons in the capital and dispersion of artisans, including the 

carpenter-foreman, to the provinces. Unlike in these prior moments though, the opportunities for 

employment were heavily constricted owing to the entrenchment of guild monopolies. The 

evidence suggests that as with o-daiku, tōryō, while not only a leadership title for carpenter-

foreman, also provided cover for contracting with those outside of a guild.29 In other words, 

under circumstances in which outside, additional carpenter-foremen possessing a speciality were 

required, the use of the tōryō title both gave due credit to the outside help as well as maintained 

the monopoly and weight of the guild’s internal hierarchy. It is only in the late sixteenth century 

that tōryō ceased being a title for a high ranked consultant, and emerged as a distinct title for a 

stand-alone leader in a construction project. 
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Nobunaga As Patron

 This “promotion” of tōryō would be the eventual result of Nobunaga’s rise and the 

reforms he implemented. Nobunaga’s ascendancy marks the beginnings of a return of a 

centralized, dominant patronage class able to organize carpenter-foremen around their needs and, 

in turn, another formative era for the development of carpenter-foremen into new hierarchies. 

Within the history of carpenter-foremen and as mentioned above, Nobunaga is generally credited 

with dismantling the guilds’ monopolies and nurturing a comparatively competitive, meritocratic 

system of advancement for merchants and artisans. To these ends, Nobunaga is famous for 

having installed and developed, both at Gifu and Azuchi, an economic-legal framework known 

as rakuichi rakuza, (楽市楽座), a term often translated as a “free market system.” In practical 

terms, rakuichi rakuza were centers of commerce wherein guild monopolies were disallowed and 

taxes on commerce were minimal or nonexistent.30 Attracted by the low bar to entry that these 

spaces incentivized as well as the chance to find employment under a patron who was rapidly 

becoming the single most influential figure on the Japanese archipelago, artisans of many stripes 

flocked to these markets and ultimately served as the economic engines for Nobunaga’s 

expanding empire.

 With the advantage of hindsight and a knowledge of these broader trends, it is easy to see 

the appeal of the narrative that explains Mataemon’s rise from regional banshō to o-daiku and his 

appointment to what can safely be assumed as the most coveted commission of his day at Azuchi 

as the combined outcome of formidable talent and the freedom that Nobunaga’s reforms 
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allowed.31 This notion, however, ignores both Nobunaga’s actual interactions with the guilds and, 

moreover, the very nature of Nobunaga and Mataemon’s relationship as patron and vassal. While 

the record regarding Nobunaga’s architectural commissions in the late 1560s and early 1570s is 

spotty, it is clear at the very least that Mataemon represented one of several candidates for the 

Azuchi commission. Mataemon did ride a wave of social mobility that Nobunaga’s reforms 

allowed, but the nature of that wave and the manner by which he overcame his “rivals” requires 

significant qualification. 

 The first necessary clarification revolves around the perception of Nobunaga as an 

absolutist in dealing with guilds. Nobunaga is indeed famous for crushing the guild monopolies, 

but did not accomplish this task by means of immediate and sweeping alterations to laws. His 

reforms were gradual and not evenly implemented. An important example of this is his early 

engagements with the guilds in the capital. In these, he would show both deference to established 

norms and an ability to maintain a working relationship with the most powerful of the carpenter 

guilds. Two examples help to illustrate this point. 

 The first of these is Nobunaga’s intervention in a clash that broke out between two guilds 

over the 1569 restoration of the Imperial Palace.32 The seeds for this conflict had been sown a 

decade earlier, when a carpenter-foreman by the name of Uemon Sadamune (右衛門定宗, dates 

unknown), under unclear circumstances secured Ashikaga shogunal backing to take the 

leadership position of the guild contracted to the imperial household. This exclusive position 
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31 There is no precise record of his appointment. The Chronicle only states that construction began in 
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time as the overseeing magistrate for the whole Azuchi project, Niwa Nagahide.

32 (Ōkawa 1971) p. 152. (Naitō 2006) p. 60. Both Naitō and Ōkawa note several diaries that describe the 
conflict. The repairs on the Imperial Palace are mentioned in The Chronicle, but not the conflict.



was, however, reclaimed in 1567 by Kigo Rokurōtarō Munehisa (木子六郎太郎宗久, dates 

unknown), head of the Kigo clan. As the Kigo clan had traditionally held the old ritsuryō title of 

daiku for the Bureau of Woodworking and had a long-standing claim to the guild head position 

affiliated with the imperial household, it is likely that the tension between these two parties, the 

usurping Sadamune and the established Kigo clan, was contentious throughout the 1560s. The 

conflict, however, would only come to a head upon Nobunaga and Ashikaga Yoshiaki’s seizure 

of the capital in 1568 and their subsequent sponsorship of repairs on the Imperial Palace. As both 

Sadamune and Munehisa held a claim to this commission and it was a unique chance to develop 

relationships with the new lords of the capital, a fierce competition emerged. Yoshiaki, the titular 

authority in the capital, stumbled in assigning the work and Nobunaga was pressed to intervene. 

In accordance with the desires of the imperial court to maintain continuity, Nobunaga 

recommended that the Kigo receive the commission. Yoshiaki, dependent on Nobunaga as his 

benefactor, complied. 

 The second example is substantially less dramatic. In 1572, Nobunaga appointed the “o-

daiku” Ikegami Gorōuemon to build his residence in the capital.33 This choice is significant in 

that although the position was ostensibly not a hereditary one, in the final century of Ashikaga 

shogunal rule Ikegami clan heads regularly held the title of o-daiku.34 These two examples reveal 

that Nobunaga, despite concurrently undermining the exclusive prerogatives of guilds through 

his development of the rakuichi rakuza system in Gifu, supported further entrenchment of 

established precedent within the context of the capital. The nod to the Kigo reaffirmed the 
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importance of an age-old relationship between court and guild. Likewise, the appointment of 

Gorōuemon as o-daiku in charge of constructing his home can be seen as a reaffirmation of the 

established tradition of relying on a single lineage of o-daiku for major commissions. 

 Although Nobunaga, at least in his dealings with the carpenter-foremen of the capital, 

initially reaffirmed the status quo, it is worth noting that Nobunaga’s approach with other guilds 

evolved to some degree in 1573, the year that Nobunaga assumed singular control of the capital 

after exiling Yoshiaki. Recorded in the Tōdaiki (『当代記』), a history of the late sixteenth and 

early seventeenth centuries written by the daimyo Matsudaira Tada’akira (松平忠明, 

1583-1644), is an announcement for a sort of artisanal competition for the distinction of “number 

one in the realm” (tenka ichi no gō 天下一の号).35 Specifically, the text mentions a proclamation 

issued by Nobunaga stating, “Taking first in the realm is precious regardless of the path. Still, the 

various artisans of the capital will hold an internal conference and ought make determination [as 

to who is the first in the realm].”36 In other words, Nobunaga appears to have sought to have the 

craftsmen and artisans in various fields to assemble and nominate one who had reached the 

pinnacle of their field. Tada’akira’s history is heavily indebted to Gyūichi’s Chronicles, which 

contains no mention of this competition, and was written well after the events described, but 

there exist a number of corroborating references that confirm that the specific title of “number 

one in the realm” was assumed by several artisans of varying trades.37 These include the mirror-

351 

35 (Naitō 1997) pp. 49-50.

36 「天下一の号を取る者、何れの道にても大切なる事なり。ただし、京中の諸名人として内評議ありて相定むるべ
き事」 (Hayakawa 1911) p. 17.
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smith Sōhaku (宗白, dates unknown), the tea kettle makers Nishimura Dōnin (西村道仁, dates 

unknown) and Nagoshi Zensei (名越善正, d. 1619), and the tatami mat maker Iami (伊阿弥 also 

written 藺阿弥, dates unknown).38 Significantly, there is no record of a “number one” carpenter-

foreman. How the assemblies that determined the deserving recipient of this title or whether 

there were even assemblies is unknown.39 Nevertheless, the existence of these awards reveals 

that Nobunaga’s approach to dealing with the guilds was evolving and ultimately on a path to 

consistency. In other words, by means of this competition, inherent to which was the message 

that guilds had to earn their prestige rather than maintain it through contracts and protests, 

Nobunaga appears to have begun priming the guilds of the capital for the new economic 

framework of the rakuichi rakuza.    

 Although a significant development in the relationship between Nobunaga and the capital 

guilds, the introduction of this distinction of “number one in the realm” does not appear to have 

been so immediately influential that it changed the dynamic between Nobunaga and the 

carpenter-foremen of the capital. Each of the known “winners” of the competition were part of 

entrenched guilds. Dōnin and Zensei were both of the Sanjō kettle [makers] guild (三条釜座). 

Iami came from a tatami mat guild that had worked for generations with the Ashikaga shoguns. 

As there is no evidence that a “number one” carpenter-foremen was ever nominated or 
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“most distinguished painter there was in Japan.” As I have argued in Chapter 1, Coelho’s account should 
not be seen as merely hyperbolic. That his manner of describing Eitoku is so similar to a specific title 
coined and used by Nobunaga points to the distinct possibility that Coelho heard of Eitoku’s distinction 
and thought fit to include it in his report. Given the dearth of contemporary records on Eitoku and the fact 
that the use of the “number one in the realm” title seems to have been limited to Nobunaga’s era, it is not 
inconceivable that, beyond Coelho’s brief mention, Eitoku’s title as “number one” has been otherwise lost 
to history.

39 Naitō posits that the “number one in the realm” title would have extended to carpenters. (Naitō 1997) p. 
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announced, there is likewise no proof to suggest that Nobunaga’s attitude toward or his working 

relationship with either the Ikegami and Kigo was greatly altered. If the competitions were truly 

equitable and extended to the guilds of the carpenter-foremen, the Ikegami and Kigo, because 

they were longstanding institutions in the capital had as much of a chance, if not a greater 

chance, of winning as other outside groups. At any rate, while the “number one in the realm” 

competition appears to have been an attempt to lay the groundwork for a more meritocratic 

system, it seems that Nobunaga did not begrudge the success of established workshops and his 

search for the best artisans and craftsmen in the realm does not appear to have immediately or 

greatly shaken up the status quo.

 The apparently functional and productive association between Nobunaga and the Kigo 

and Ikegami effectively undermines any suggestion that Mataemon’s appointment at Azuchi was 

a consequence or indicative of a wholesale rejection of the guild system. In turn, it raises 

questions regarding the Kigo and Ikegami clans’ qualifications. Was there an obvious mitigating 

circumstance that despite the unique status and skill that they might have lent the Azuchi project 

disqualified either group from being carpenter-foreman on the tenshu? As builders who worked 

on the exclusive projects of the most elite patrons, Munehisa and Gorōuemon in particular as 

named o-daiku were not merely skilled artisans and managers, they represented a standard of 

vassal whose very employment imbued their patron with prestige. That is, at the same time that 

Nobunaga could have elevated these carpenter-foreman with his commissions, in their capacity 

as the builders of the old guard they reciprocally offered a veneer of continuity that would serve 

to legitimized Nobunaga’s claims to power. More than just lending an air of legitimacy as 

vassals, these figures literally made the buildings that housed the elite, the physical and symbolic 
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face of legitimate rulers. By virtue of their associations with the imperial household and 

Ashikaga shogunate, they possessed the technical knowledge and artistry to construct buildings 

of the style and quality that could serve to highlight connections between Nobunaga and the old 

seats of power. Indeed, as shown in the examples above, during his earliest years in the capital 

Nobunaga appears to have been aware, at the very least, of their ability to offer the basic 

trappings of a legitimate hegemon. That is, he engaged with these elite artisans to provide him 

with key status symbols—an Emperor indebted to him for shelter befitting his station and an 

independent residence from which to conduct his affairs—that bolstered his position both 

physically and symbolically in the capital.40 

 As evidenced by the abundant representation of elite guilds at Azuchi, Nobunaga was 

almost certainly keen to take advantage of the clout that the capital guilds, including the Kigo 

and the Ikegami, could lend to his project at Azuchi. Included in the roster of artisans listed as 

working on the Azuchi tenshu in The Chronicle are Kanō Eitoku (狩野永徳, 1539-1590) of the 

famed Kanō school, the precious metals smith Miyanishi Yuzaemon (宮西遊左衛門, dates 

unknown), the metal fittings smith Gotō Heishirō (後藤平四郎, dates unknown) and the 

Taiamida (たい阿弥) guild, as well as the aforementioned tatami-mat maker Iami (藺阿弥, dates 
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40 It is noted in The Chronicle that Nobunaga was ordered by Yoshiaki to build this residence in the capital 
and that Nobunaga refused several times before conceding. Lamers argues that this episode is revealing 
in that it shows that even as late as 1572, right before open conflict had begun between them, Yoshiaki 
did not act as a silent subordinate to Nobunaga. Despite Nobunaga’s reluctance to make this home in the 
capital and the possibility that its construction was a show of subordination, the residence can 
nevertheless be seen as a status symbol. On the one hand, as part of his strategy to coerce Nobunaga to 
build, Yoshiaki conscripted the Emperor to offer imperial backing to the project thus lending some prestige 
to it. Further, it can be speculated that the appointment of Gorōuemon to work on the project was a direct 
consequence of the status he could offer it—either as a conciliatory gift offered by Yoshiaki or as an 
appropriation of shogunal prerogative by Nobunaga. (Lamers 2000) p. 81.



unknown).41 In addition to this, in the beginning of scroll nine of The Chronicle it is specifically 

mentioned that, “the daiku, shokunin (職人, craftsmen), and so on from Kyoto, Nara, and Sakai 

were called upon and at Azuchi served.”42 Mentioned as part of a longer listing of the human 

capital and natural resources that Nobunaga appropriated to construct Azuchi, the term “daiku” 

here was likely meant in the broad medieval sense as referring to skilled artisans. This broad 

definition does not, however, exclude carpenters or carpenter-foremen. It is entirely possible that 

Gyūichi was pointing to the employment of the Kigo and Ikegami at Azuchi as one of many 

“daiku of Kyoto.” Given the many elite vassal estates both on and off the mountain, as well as 

the lavish structures that populated the inner enceinte of the castle, and especially given the 

possibility of a structure specifically designed to host the Emperor—this is to say, the Kigo’s 

forte—the expertise of the Kigo and Ikegami, as well as their Nara and Sakai based peers would 

have been essential.43  

Nobunaga’s Man

 Given both the clout that the Ikegami and Kigo held as well as the strong likelihood that 

they participated in some capacity on the Azuchi project, the proposition that they were 

somehow unqualified or deficient, either because they were guild members or because Azuchi 

fell geographically outside of their range of activity, is untenable. The question therefore shifts to 

Mataemon. Why would Nobunaga turn from these working relationships to favor a provincial 
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41 See appendix D-2a, line AN 115-121/PAT 119-128 for complete listing. Iami is not listed in the tenshu 
description, but appears in other reliable texts. See (Kuwada 1961) (Nerimae Kyōdo-shi Kenkyū-shū 
1963)

42 「京都、奈良、界の大工、職人等召寄せられ、在安土仕候て」 See appendix D-1a for full translation.

43 (Naitō 2006) p. 69.



carpenter-foreman? What did Mataemon have that the carpenter-foreman of the capital lacked 

that might have distinguished him to Nobunaga? Framed in this manner, the reasons for 

Mataemon’s appointment, that which qualified him for the opportunity to construct the Azuchi 

tenshu, become immediately apparent: he was Nobunaga’s man.

 Because Mataemon’s role at Azuchi overshadows everything else in his biography, all too 

often ignored is the critical and remarkable fact that Mataemon represents one of a small group 

of individuals who by fate and luck survived to accompany Nobunaga from his earliest days in 

Owari province (尾張国) as a relatively inconsequential regional daimyo to becoming the single-

most influential individual on the Japanese archipelago. Mataemon’s vassalage presumably 

began under Nobunaga’s father, Oda Nobuhide (織田信秀, 1510-1541), who assumed Atsuta 

Shrine into his sphere of influence at some point in the early 1540s.44 Although Mataemon’s date 

of birth is unknown, in his capacity as the hereditary carpenter at Atsuta Shrine or, at least at this 

early date, a successor to that position, Mataemon would have been conscripted to serve first 

Nobuhide and, after Nobuhide’s death in 1551, Nobunaga. However, Nobunaga’s relationship 

with Mataemon almost certainly began much earlier than this late date. According to The 

Chronicle, Nobunaga was placed by his father in 1542 in Nagoya, and thereafter constructed a 

fort adjacent to Atsuta Shrine in Furuwatari (古渡).45 Raised in the vicinity of Atsuta Shrine, it is 

easy to imagine that the grounds and buildings of the shrine—that is, a space constructed and 

maintained by the Okabe—comprised a key setting in Nobunaga’s youth. 

356 

44 (Lamers 2000) pp. 23-24.

45 As noted in opening episode of the preamble scroll of The Chronicle. (Ōta 1969) p. 18, (Ōta 2011) p. 
53.



 Yet Nobunaga’s connection to Atsuta Shrine runs deeper than youthful nostalgia. Atsuta 

Shrine appears several times in The Chronicle, most famously as a setting in two of Nobunaga’s 

most important military victories. The first of these, the 1560 Battle of Okehazama (桶狭間合

戦), took place relatively early in Nobunaga’s career. This battle, in which Nobunaga defeated 

Imagawa Yoshimoto (今川義元, 1519-1560) and an army purportedly ten times the size of his 

own, represents a critical moment in Nobunaga’s ascendancy as it paved the way for him to 

begin expanding his empire beyond the confines of his home province.46 As it is described in The 

Chronicle, the battle is bookended with mentions of Atsuta Shrine. It begins with Nobunaga 

spying the enemy at Atsuta and concludes with his troops openly pondering whether Atsuta 

Daimyōjin (熱田大明神), the namesake deity enshrined at Atsuta, had been responsible for 

dramatically changing weather conditions that helped neutralize their enemies’ numerical 

advantage.47 While it is often repeated that Nobunaga prayed at Atsuta prior to the battle and 

later, in thanks for his victory at Okehazama, donated an ornamented mud wall (tsujibei, 築地

塀), later dubbed the “Nobunaga Wall” (Nobunaga-bei 信長塀, figure 4.2), the basis and origin 

357 

46 (Lamers 2000) pp. 47.

47 (Ōta 1969) pp. 52-59, (Ōta 2011) pp. 86-92.



for this claim is unclear.48 If true though, the Nobunaga Wall would have almost certainly been a 

project to which Mataemon was attached.49 

 Later in The Chronicle in 1575, Nobunaga is recorded as having bestowed special 

attention to Atsuta Shrine. On this occasion, Nobunaga visited Atsuta Shrine and found the 

Hakkengu (八剣宮), an auxiliary shrine located on the grounds of Atsuta, in a dilapidated state.50 

In response to this sight, he ordered Mataemon to perform repairs. While Mataemon’s 

appearance here in The Chronicle is of special note, this episode is of greater importance due to 

the larger context in which it is set. The ordering of repairs occurs on the eve of the Battle of 

Nagashino (長篠合戦), arguably Nobunaga’s most famous military victory in which he 

neutralized one of his greatest challengers, Takeda Katsuyori (武田勝頼, 1546-1582). This is 

notable in that before two of the most important battles in Nobunaga’s career, Nobunaga passed 

through Atsuta Shrine. Although the popular belief is that he came to pray for fortune in battle 
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48 This attribution is, especially due to its fame, a puzzling one. It is repeated in general-interest books on 
Nobunaga, online, and in tourist literature related to Atsuta, but no mention of the wall’s construction in 
primary record and its origins as associated with both Nobunaga and his victory at Okehazama are 
unclear. As discussed in the text, the only mention of Nobunaga ordering a major construction at Atsuta 
Shrine in The Chronicle appears immediately prior to the Battle of Nagashino (長篠合戦) in 1575. This 
construction order is for an auxiliary shrine and not for the main shrine. That is, it was not a tribute to 
Atsuta Daimyōjin, the main deity enshrined at Atsuta Shrine, who would have merited thanks, as it was he 
who was thought to have aided Nobunaga at Okehazama. Also worth noting is that the wall standing 
today is very likely not one commissioned by Nobunaga; Saka Jūkichi (坂重吉) http://page.freett.com/
yopi/goisyu/nobunaga-bei.html

49 The attribution of the Nobunaga wall as a work of Mataemon has lead to a related attribution of the 
Kaijōmon (海上門) This gate was formerly attached to the Nobunaga wall and located just east of the 
main southern approach to the shrine. A designated National Treasure, the Kaijōmon was destroyed 
during bombings in the Second World War, only photographs of the wall remain today. Notably, the 
photographs contradict images of the same gate as it is depicted in the Edo period guide book Owari 
meisho zukai  『尾張名所図会』. Further research is required in this area to clarify its origins. (Okada and 
Noguchi 1998 [reprint of 1844 edition]) See also Kotenseki Sogo Database, Waseda University for pdf 
reproductions of Owari meishozukai (http://www.wul.waseda.ac.jp/kotenseki/html/bunko30/
bunko30_e0209/index.html)

50 (Ōta 1969) p. 181, (Ōta 2011) p. 222.

http://page.freett.com/yopi/goisyu/nobunaga-bei.html
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http://www.wul.waseda.ac.jp/kotenseki/html/bunko30/bunko30_e0209/index.html


and to these ends constructed the Nobunaga Wall and restored the Hakkengu, the truth is less 

clear. Regardless though of whether Nobunaga visited to seek out divine support or because the 

location was well suited as a launching pad for military operations, the fact alone that he visited 

Atsuta Shrine on these occasions ultimately lent the shrine meaning. It was a critical setting in 

Nobunaga’s youth, again in his early career as an ambitious military leader, and later in his final 

push to become hegemon. In short, Mataemon’s ancestral home was likely as dear to Nobunaga 

as it was to Mataemon and the Okabe family. 

 While it is difficult to make any concrete conclusions regarding Mataemon based solely 

on Nobunaga’s relationship to Atsuta, the depth and length of Nobunaga’s connection to the 

shrine provides firm grounds for offering an enlightening parallel. Mataemon, in his capacity as a 

vassal at Atsuta who served Nobunaga in his earliest days in Owari, shared a critical and similar 

attribute as that of many members of Nobunaga’s elite vassal corps, the Horse Guards 

(umamawari 馬回). The name of the Horse Guards derives from their original function as 

generic mounted bodyguards, but under Nobunaga’s command, they became much more than a 

mere security force. They were Nobunaga’s stormtroopers, his most trusted advisors, and his 

closest companions.51 Until his death, Nobunaga relied on the Horse Guards as the primary 

agents through which his orders were realized. For our purposes, what is most significant about 

this group is that the majority of them began their service after proving their worth to Nobunaga 

in Owari in the 1550s.52 In other words, the Horse Guards are a clear and irrefutable example of 

a favoritism that Nobunaga reserved for those whom he knew longest and with whom he had 
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developed trust. To be sure, individuals heralding from other provinces were promoted to the 

ranks of the Horse Guard after the 1550s, but their numbers were far fewer and never was the 

Owari majority challenged. Mataemon was not a Horse Guard and the extent to which he or his 

son might have served in actual military engagements under Nobunaga is a point of debate.53 

Nevertheless, Mataemon held that most critical qualification: he was in on the ground floor. 

While there exists no clear example of Nobunaga taking under his wing someone outside of the 

Horse Guard such as Mataemon, it stands to reason that Nobunaga's loyalties were not so 

limited. Arguably even, for what Mataemon may have lacked in military skill, his work at Atsuta 

in theory served military ends and may well have served to prove his worth in Nobunaga’s eyes. 

The commissioning of work at Atsuta was ostensibly done in tribute to gods who, if they did not 

offer supernatural aid to Nobunaga in battle, at the very least, functioned as part of the 

construction of a simple and potent narrative of Nobunaga divinely backed in battle and beyond. 

Regardless, in the example of the Horse Guards, it is possible to see Mataemon’s appointment to 

o-daiku at Azuchi as reflective, at least in part, of a consistent managerial approach and the 

obvious outcome of years of loyal, dedicated service.

 This suggestion of Mataemon riding on a parallel track as the Horse Guards, rising along 

with them in Nobunaga’s hierarchy as his base of vassals expanded, is a useful frame. First, it 

clarifies Nobunaga’s motive in hiring Mataemon over more prestigious and, arguably, more 

qualified carpenter-foremen as consistent with Nobunaga’s partiality to those with whom he 
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53 Naitō notes Mataemon’s son, Mochitoshi, as having earned distinction as one of Nobunaga’s soldiers 
Okehazama. Because his name does not appear in The Chronicle, it is clear that he derived this 
information from one of the two Okabe lineages. In a similar fashion, Naitō notes Mataemon as having 
entered the capital alongside Nobunaga. No corroborating account exists. Both are certainly possibilities 
and, if accurate, would bolster the case for drawing parallels between Mataemon and the other Horse 
Guards.



shared roots and had built up trust. Second and more telling, it reveals that the appointment of 

Mataemon as o-daiku was not so much a radical act, but, rather, remarkably consistent with the 

model handed down by the Ashikaga. For one, Nobunaga’s use of the o-daiku title is consistent 

with the Ashikaga in that it appears to have worked in concert with a larger strategy for 

managing guilds. While it is important to keep in mind that all that is concretely known about 

Mataemon’s efforts at Azuchi is, first, that he is listed in Gyūichi’s description as the o-daiku 

(and later o-daiku tōryō) for the tenshu and, second, that he, again per Gyūichi, along with his 

son and the other primary contractors, received “lined silk garments” as reward for their work at 

Azuchi, there is much that can be inferred from the title alone.54 Only Mataemon, out of all the 

other artisans listed in Gyūichi’s description of the tenshu and noted as having received garments 

from Nobunaga, is given a title.55 In other words, its use does not appear to have been incidental. 

Rather, it held a specific meaning drawn from its legacy with the Ashikaga. The title implied that 

Mataemon was Nobunaga’s pick of carpenter-foremen and one or possibly one of only two 
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54 See appendix D-2a and (Ōta 1969) p. 363, (Ōta 2011) p. 411.

55 Mataemon being listed as the only ranked artisan is true for Azuchi Nikki, but not for later variants of 
The Chronicle. In later versions, the precious metals smith Miyanishi Yuzaemon is also awarded the o-
daiku title. See appendix D-2a lines AN line 81, PAT 74. As discussed in Chapter 1, Azuchi nikki is 
presumed to be closer to the original description of the tenshu that was brushed by Murai Sadakatsu and 
over the course of several decades, Gyūichi came to take some liberties with his original transcription of 
Murai’s text. Although more research is required here, it seems likely that the application of the o-daiku 
title to Miyanishi in the later drafts is merely a reflection of the evolving meaning of the term at the 
beginning of the seventeenth century. That is, much in the same way that the addition of tōryō to 
Mataemon’s title of o-daiku in the later variants is a reflection of the shifting vocabulary and norms of the 
later date at which Gyūichi edited the description, so too is a non-carpenter-foreman being awarded the 
title of o-daiku not worth excessive scrutiny.



individuals who would have held this distinction.56 In this capacity and like his predecessors, 

Mataemon was thereby aggrandized to a position above and outside of the competing guilds. 

While it is unclear what this distinction would have meant in practical terms in places such as the 

capital where guild powers were entrenched and where Nobunaga appears to have been careful 

not to directly challenge them, at Azuchi at least, a new normal was being established. Again, 

while the details of Mataemon’s work at Azuchi are not precisely known, given the scale of the 

tenshu project and the manner in which it was integrated into the larger complex of connected 

buildings within the inner enceinte, it is impossible to imagine that Mataemon, in his capacity as 

Nobunaga’s named officer, did not act in a supervisory capacity over a number of guilds 

including his carpenter-foremen peers.57 In other words, despite Nobunaga’s reforms and the 

rakuza rakuichi system, like the Ashikaga, Nobunaga used the o-daiku title as a means to bolster 

the qualifications of a loyal technocrat so that that individual might manage and act as liaison 

between him and the guilds. 

 As the front man on the tenshu, elite agent of Nobunaga, and a long time and loyal vassal, 

it also stands to reason that Mataemon, like his Ashikaga predecessors, also worked in close 

consultation with his benefactor. Although no record of Mataemon and Nobunaga engaging in 

direct consultation exists, a circumstantial case can be made that there must have been some 

back-and-forth between them at Azuchi. In The Chronicle, Nobunaga is clearly noted in 1577 as 
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56 Ikegami Gorōuemon is also referred to in The Chronicle as o-daiku in reference to his work building 
Nobunaga’s residence in the capital (Ōta 1969) p. 132, (Ōta 2011) p. 170. Given that the Ikegami had a 
history with the o-daiku title and that Ashikaga Yoshimasa, among other shogun, had on occasion more 
than one vassal serving as o-daiku, it is likely that Nobunaga was following the established model and 
had two o-daiku. Unfortunately, even less is known about Gorōuemon than Mataemon and his example 
has little to offer. (Ōkawa 10/1960).

57 The interconnectivity of the buildings within the honmaru is noted by Fróis. See appendix C-2f. 



having transmitted to his son, Oda Nobutada (織田信忠, 1557-1582), special instructions on 

how to proceed with the construction at Azuchi.58 While the exact nature of these “special 

instructions” is unclear, Nobunaga’s specifications almost certainly had some basis in practical 

experience. As described by both Gyūichi in The Chronicle as well as Luis Fróis in an annual 

Jesuit report, Nobunaga played an active role in the construction of Nijō Castle for Yoshiaki in 

1569.59 Fróis paints in his description of the construction site a picture of Nobunaga as the key 

supervisor and as holding specific ideas which those working on the project strove to realize. 

Gyūichi echoes this description and even offers some specifics, citing Nobunaga as personally 

naming the heads of various work crews, active in the design of a garden, and directly 

participating in the procurement and transport of large stones. The scene that these texts provide 

is instructive in that it paints Nobunaga as both steeped in the realities of the project, but also 

pushing the limits of the artisans and laborers employed. It is only by communicating with and 

actively engaging with leaders such as the carpenter-foreman that this balance could have been 

achieved. 

 While Nobutada is the only one recorded as explicitly receiving Nobunaga’s instruction 

at Azuchi, it is inconceivable that Nobunaga’s specifications, based in practiced application, were 

not conveyed directly to the magistrates in charge of construction at Azuchi: Niwa Nagahide and 

Kimura Jirōzaemon, as well as to Mataemon. Given also Nobunaga’s record of favoritism 

towards his Owari brethren and the familiarity that Nobunaga and Mataemon must have had with 

one another after commissions at Atsuta as well as Mataemon’s work on another key Nobunaga 
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commission, a gigantic boat built in 1573, a project that will be discussed immediately below, it 

seems safe to assume that Mataemon in particular was privy to some if not regular access to 

Nobunaga. While they may never have been so close that the label “collaborators,” as with 

Yoshimasa and his o-daiku, is appropriate, their shared roots and experience in supervising 

construction offers plenty of reason to think that Nobunaga worked directly with and actively 

took full advantage of the long-standing, skilled, and loyal vassal he had in Mataemon. In sum, 

Nobunaga found in Mataemon a rough equivalent to the o-daiku of the Ashikaga: a loyal, 

appointed technocrat with whom he had a close relationship, could consult with on architectural 

matters, and use as a front man to interact with and manage guilds.

 To be sure, the title of o-daiku differed in some minor respects between the Ashikaga and 

Nobunaga. As discussed above, the intervening century between Yoshimasa and Nobunaga 

represents the end of a cycle of centralization and diffusion and a critical moment in which the 

meaning of titles such as o-daiku were in flux. Under Nobunaga, two characteristics of the o-

daiku title were shed. First, it ceased to be the exclusive prerogative of the shogun to name o-

daiku. Second, the title ceased to be one that was exclusively held by carpenter-foremen who 

were anchored in the capital. These distinctions likely represent part of the reason Gyūichi, 

working in the early seventeenth century, felt compelled to edit in later drafts of The Chronicle 

Mataemon’s title from “o-daiku” to “o-daiku tōryō.” By adding “tōryō,” Gyūichi was not only 

updating the language so that the importance of Mataemon’s position (and, by implication, 

Nobunaga’s position as the bestower of the rank) would not go under-appreciated, he was 

clarifying the position as something new and distinct from those Ashikaga-appointed forebears. 

On the other hand, by continuing to include the o-daiku title, Gyūichi was also paying respect to 
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the text from which he had copied Mataemon’s name, as well as imbuing Mataemon (and again 

by implication, Nobunaga) with the prestige befitting of a previous age. This said, these 

distinctions were largely superficial. Despite the change in context, in his capacity as Nobunaga’s 

o-daiku, Mataemon essentially remained a tool to be used to check guild power and a close 

advisor to the patron who bestowed the title.

III. The Giant Boat & Architectural Drawing

 As alluded to above, the fortuitous circumstances that allowed Mataemon access to 

Nobunaga is only part of the story. Fate secured Mataemon the opportunity, but ultimately he 

had to impress Nobunaga with a specific skill set that would have marked him as qualified and 

capable of seeing through the Azuchi tenshu project through to its completion. Despite limited 

information, it can be hypothesized as to how Mataemon caught Nobunaga’s attention and 

earned his lord’s trust. The display of skill which likely secured Nobunaga’s respect has 

significant implications for our main concern as the conjectural explanation reveals the methods 

employed in constructing the Azuchi tenshu. 

The Okabe Atakebune

 Mataemon is mentioned in The Chronicle four times. As already noted above, he is 

commissioned by Nobunaga to repair the Hakkengu (1575), is included in the description of the 

tenshu (1579), and appears in the list of artisans whom Nobunaga presented silk to as reward for 

their work at Azuchi (1581). Mentioned above only in passing is Mataemon’s first appearance in 

The Chronicle in which he is described as having played a critical role in Nobunaga’s victory in 
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the so-called “Genki Era Troubles” (元亀の乱, 1570-1573)—a critical moment of insecurity in 

Nobunaga’s career that concluded with the dissolution of the Ashikaga shogunate as well as 

Nobunaga overcoming some of his most formidable challengers.60 This period of intensive 

warfare began in 1570 as Nobunaga was pressed on multiple fronts by the first so-called “anti-

Nobunaga league,” a group of several daimyo joined by the True Pure Land religious sect who, 

despite having varied agendas, shared a single focus of deposing Nobunaga. 

 Adding to Nobunaga’s troubles during this period was Yoshiaki who became increasingly 

assertive as Nobunaga’s luck on the battlefield was tested. Emboldened by victories against 

Nobunaga as well as the pressure maintained on other fronts, Yoshiaki made a move in early 

spring of 1573, attempting to seize control of the capital. However, in the wake of fierce fighting, 

half the capital being incinerated, and a tenuous stalemate, an unstable peace was brokered 

between Nobunaga and Yoshiaki. Thereupon, according to The Chronicle: 

Nobunaga thought that at some point, invariably [Yoshiaki] would again be made his 
enemy, and surely  the defensive lines would fall on Lake Biwa. In preparation for 
this time, he thought to build a giant boat, one capable of transporting a military 
force of even 3,000 to 5,000 at one time.

On the twenty-second day  of the fifth month, Nobunaga made camp on Sawayama 
[in Hikone]. From Taga and Yamada, lumber within the mountains was cut and 
brought down by way of the Serigawa to Matsuhara at the base of Sawayama. The 
blacksmiths, banshō, and lumberers from all over the country were assembled and 
the o-daiku Okabe Mataemon was appointed as Master Carpenter. He was ordered, 
“The boat’s length should be 30 ken (59 m), its width should be 7 ken (13.7 m), 
attach 100 oars, erect towers on the stern and bow, and build it firm.”

Nobunaga stayed in residence at the castle on Sawayama. With no idling and 
those made to work night and day, soon enough, on the fifth day of the seventh 
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month it  was completed. People high and low were surprised at  this exceptionally 
amazing large boat.61

 Nobunaga’s suspicions quickly proved to be correct. Yoshiaki made his move on the third 

day of the seventh month. Leaving some of his men behind to defend Nijō Castle in the capital, 

Yoshiaki fled to Makishima Castle (槙島城) in Uji and fortified himself there. Nobunaga 

subsequently used the giant boat to traverse Lake Biwa on the sixth and retook the capital on the 

seventh. After defeating Yoshiaki at Makishima on the eighteenth, Nobunaga again used the giant  

boat as part of a combined land-sea assault on the Azai and Asakura forces in Takashima (高島) 

in Ōmi province on the twenty-sixth. This battle was to be the beginning of the end for all but 

one of the remaining members of the first anti-Nobunaga league. Only the Ikkō sect would 

continue to pursue combat with Nobunaga for years to come. Despite the remaining antagonist, 

the climax of the Genki Era Troubles was nothing short of remarkable. Nobunaga ended the 

Ashikaga shogunate, neutralized one front in the process, and secured a foothold on another front 

that would prove to be the beginning of the end for another challenger—all in an efficient 

twenty-one day span, during which he fought three battles and traveled approximately one 

hundred fifty kilometers. 

 Central to this victory was Mataemon’s boat, a vessel about which very little is known, 

but much can be inferred. The account offered in The Chronicle is the only description that exists 

of Mataemon’s giant warship. Despite the brevity of the passage regarding its appearance, the 

specifications Gyūichi relays are nonetheless critical to naval history as they identify the boat as 

the first example of a type of vessel unique to Japanese fleets that would later be dubbed as 
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atakebune (安宅船). Atakebune are essentially large-scale trade and warships used only in the 

later sixteenth and early seventeenth century. The earliest depictions of atakebune can be found 

within the Hizen Nagoya Castle Screen (肥前名古屋城図屏風, c. 1593, figure 4.5) in which 

three atakebune are depicted. Each is composed of a hull with oars protruding from its sides and 

a complex of single and multiple-story buildings situated on its deck. In these details, these 

atakebune all ostensibly resemble Mataemon’s boat. However, Mataemon’s boat would have 

been distinctly different in several regards. First and most obvious is scale. The Hizen Nagoya 

Castle Screen boats possess sets of only eighteen to twenty-two oars making them only a fifth to 

a fourth of the size of Mataemon’s boat. This discrepancy is often reflected in Japanese with 

Mataemon’s boat being referred to as a distinct subcategory of atakebune known as Ōatake (大

安宅). At least one reconstructive model of the boat exists (figure 4.3) and it conforms to the 

basic details that Gyūichi lays out: the dimensions of 30 x 7 ken (59 x 13.7 m), one hundred oars, 

and towers on the stern and bow. Its boxy shape does not so much resemble a battleship; rather 

the boat has often been referred to as a “floating fortress.”62 It was essentially a massive 

manpowered troop carrier with some defensive capabilities by way of the likely employment of 

gun portals.63 For the exterior look of the boat, however, the model makers relied on the example 
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of atakebune writ large, as atakebune were, however, vessels only capable of holding, at most, 

several hundred persons.64 

 Although it is unlikely that Nobunaga’s boat could hold the three to five thousand men it 

was purportedly conceived to do, the boat evidently allowed Nobunaga to move a force of 

considerable size as demonstrated by the overwhelming victories that he was able to achieve. 

The dimensions given in The Chronicle roughly translate to 808 square meters. Given that five 

people can comfortably fit in a single square meter and, for simplicity’s sake, positing that the 

boat was a single level rectangle, then the boat could hold about 4,040 people. On the one hand, 

the curve of the boat and utilitarian areas such as the galley invariably reduce the area. On the 

other hand though, due to the possibility that the boat had multiple levels, as common like on 

other large atakebune, as well as the aforementioned towers, the area is increased. Given also 

that most battles in this later part of the Sengoku period were composed of armies in the 

thousands, for the boat to have made any impact, a similar capacity in the thousands is safe to 

assume.65 Regardless, while the data available is limited, and conjecture is required, there 

remains a strong possibility that through Mataemon’s efforts and expertise, Nobunaga realized 

his goal of having a boat that moved several thousand troops at once.

 Part of the significance of Nobunaga’s giant boat has already been touched upon. At 

Sawayama, Nobunaga spent a month and a half working intensively side-by-side with Mataemon 

in preparations for war. Given the important place that the boat held in Nobunaga’s plans to 
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subdue Yoshiaki, it seems likely that during this time Nobunaga either directly oversaw 

Mataemon’s efforts or at the very least required regular progress updates from Mataemon. In 

other words, the rapid and successful construction of the boat provides clear evidence that 

Nobunaga and Mataemon not only had a functioning working relationship, but also appear to 

have worked well together. While it is unclear if Mataemon was indeed Nobunaga’s o-daiku at 

this moment or the title was retroactively awarded to him through Gyūichi’s edits, at the very 

least, in working so closely with Nobunaga at Sawayama, Mataemon appears to have lived up to 

the role of a collaborator similar in some regards to that of the Ashikaga o-daiku. In this case, the 

collaboration is described with some precision: Nobunaga conceived of the boat, and Mataemon 

translated his basic specifications, in direct consultation with Nobunaga, into an end product. 

 The outcome of the Genki Era Troubles was a triumph that Nobunaga clearly relished. 

Famously, at a New Year 1574 banquet for his Horse Guards, amidst singing and much 

celebration, Nobunaga passed around the lacquered heads of the Azai and Asakura clan leaders 

like side dishes.66 Never repeated with other opponents, this act can be seen as a reflection of a 

particular satisfaction that Nobunaga took in the defeat of these former allies turned enemies. As 

a key actor in realizing this cherished victory, Mataemon almost certainly made a strong 

impression on Nobunaga. However, the significance of the boat goes beyond its role as the only 

project on which Nobunaga and Mataemon are recorded as having worked closely together. We 

now turn to consider the nature of Mataemon’s special talents as reflected in the success of the 

boat. The implications of this examination are critical to understanding Mataemon’s 

qualifications, beyond nepotism, to build the Azuchi tenshu. 
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 Mataemon’s achievement at Sawayama is exposed in the two advantages that the boat 

gave Nobunaga. First, in the boat’s size, carrying capacity, and speed, the vessel was wholly 

unprecedented and as such his enemies had no ability to anticipate that Nobunaga could mobilize 

his forces in the numbers and with the speed that the boat allowed. Second and, more 

importantly, the boat was constructed so quickly that even if intelligence that Nobunaga was 

embarking on such an endeavor had been directly given to his enemies, they would have had no 

time to come to terms with Nobunaga’s new abilities and adjust their strategies. In short, 

Mataemon’s accomplishment was that he furnished Nobunaga with a potent, unimagined weapon 

in such short time as to maximize its efficacy. The tool which enabled Mataemon to construct a 

boat of such a large scale and, more impressively, complete it in only forty-five days is the same 

new technology that would allow him to build the Azuchi tenshu: architectural drawing.

Kiwari and the Integration of Architectural Drawing

 The scale of the boat and speed at which it was completed both implicitly point to 

Mataemon having used architectural drawings at Sawayama. To explain this inference as well as 

the broader significance of the use of this technology, another digression into the history of 

carpenter-foremen is required. The drafting of a plan for a boat or a building—that is, to make a 

scale drawing, cross-section, elevation, and/or a floor plan of a complex structure that puts on 

display the precise materials, dimensions, configuration, and end goal of the endeavor before that 

structure is physically realized—seems today the obvious first step in any complex structure’s 

creation. This was not the case, however, in Japan before the sixteenth century and well after. 

Before this time, the only building plan known to have been used onsite was a “plan 
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board” (itazu 板図 or ezuita 絵図板).67 Essentially a simplified floor plan, the plan board 

showed the placement of the pillars, verandas, and entrances. The job of the carpenter-foreman 

was to produce this plan and then apply a series of mathematical formulas based on proportions 

to determine the dimensions of the parts needed, have them fabricated, and then assemble them. 

The set of formulas, known as kiwari (木割, literally translated: “timber proportions,” also 

occasionally referred to as kikudaki 木砕), represents the stock and trade of carpenter-foreman. 

They were closely guarded secrets that comprised the foundational knowledge for each lineage 

of carpenter foremen.  

 To understand kiwari and, more important for our purposes here, its limitations, an 

example is useful. The oldest and most famous of kiwari manuals (kiwarisho 木割書), secret 

documents meant solely for single lineages of carpenter-foremen, is a text called Shōmei (『証明』 

E: Elucidation of Craft).68 Compiled by Heinouchi Masanobu (平内正信, d. 1645) in 1608, 

Shōmei contains the accumulated knowledge and experience of Masanobu’s father, Heinouchi 

Yoshimasa (平内吉政, dates unknown). Head of the Heinouchi clan, Yoshimasa was the leader 

of a prestigious lineage of carpenter-foremen who had worked in Wakayama and, like the Okabe, 

in the capital for centuries prior and, in this position, had inherited generations of practiced 

knowledge. In this vein, Yoshimasa was both a contemporary of and was in many ways similar to 

Mataemon. Whether Mataemon possessed or ever put to paper a similar text is unknown, but 

there is no doubt that the Okabe clan likely passed down a similar generational knowledge from 

which Mataemon based his practice.
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  Shōmei is composed of five scrolls, each organized around a different type of building 

(gates, shrine architecture, pagodas, temple architecture, and palaces). In each scroll, one after 

another, a floor plan and occasional elevation is listed and following it, the essential proportions 

required to realize the building are meticulously listed. Included in the scroll on temples is an 

entry for an octagonal hall (figure 4.4). This entry represents a fairly typical example of the many  

buildings detailed. Moving right to left, the building is introduced with a succinct title, the floor 

plan is offered, and then the specifications are detailed:

- Each corner bay is 2 jō [=a=606 cm]. Pillar thickness is 0.1a [=b=60.6 cm];
octagonal [pillars] are used. The pillars of the interior are an additional 0.2 [i.e. 0.12a 
which in turn equals 1.2b]; round [pillars] are used.
- The veranda height should be 2.5b [151.6cm]; the width [of the veranda] should be 
fall parallel with the covering timbers [i.e. the base rafters]…69

 The text continues after detailing the heights of the pillars, number of bracket sets, as well 

as the number and angle of rafters. All of these measurements are based on this initial set of 

variables, “a” and “b.” This passage offers a very basic window into the expertise of the 

premodern carpenter-foreman. In this particular case, the carpenter-foreman would determine the 

size of a bay (i.e. “a”), and then apply a proportional ratio to determine the diameter of the pillars 

to be used (i.e. “b”=0.1a). The height of the surrounding veranda then was determined with 

another proportional ratio (i.e. 0.12a or 1.2b). Each pillar, bracket set, and so forth is determined 

by multiplying a ratio with the “a” and “b” variables. 

 The design for an octagonal hall is one of the least complex examples that can be found 

in Shōmei. As evidenced by the variety of forms in pre-modern Japanese architecture as well as 
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the fact that this methodology is still used today, kiwari should be understood as a relatively 

versatile practice that is both strict, but allows for a fair degree of innovation. It can be credited 

as the means by which the forms of torii gates were largely standardized as well as the method 

by which the largest timber frame structure ever made, the original Tōdaiji Great Buddha Hall 

(東大寺大仏殿), was realized.70 

 The kiwari methodology is, however, limited in its ability to construct multiple-storied 

buildings. This fact is reflected as a larger truth in Japanese pre-modern architecture. While 

buildings of size and height are common, few examples of multistoried structures exist before 

the sixteenth century. For instance, the original Tōdaiji Great Buddha Hall as well as its 

reconstructions were all single-storied buildings. Moreover, pagodas, despite their reaching great 

height and multiple levels, do not contain actual, inhabitable stories. For its part, nowhere in 

Shōmei is a building greater than two-stories described. To be sure though, the kiwari method 

was capable of producing multistoried structures. However, the examples that do exist, such as 

Ashikaga Yoshimitsu’s three-story Golden Pavilion (Kinkaku 金閣) of Kinkakuji 金閣, are both 

few and exceptional, requiring considerable time and resources with which the carpenter-

foreman can experiment. Moreover, in the case of the Golden Pavilion, two-stories already 

existed as an independent building prior to it being appropriated by Yoshimitsu, while the 

addition of a retrofitted third would take another two years to construct.71 In other words, despite 

its small size and its preexisting state, this famous pavilion was only fully completed after 

inordinate time and effort had been expended. For lack of a record of civil conflict or other 
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events that might have outright halted construction, this expenditure can be read as a 

consequence of the fact that the three-storied pavilion was outside of the range of kiwari 

practices. In short, it is very likely that the carpenter-foreman responsible required time to 

develop a new expertise to see the project through to its completion. 

 Many of the reasons why multistoried buildings were not favored or developed in the 

Japanese context before the sixteenth century are addressed in the previous chapter. Beyond the 

social, political, cultural, and economic reasons discussed there, however, technological 

capability is another key factor also worth considering. I contend that it is no coincidence that the 

first explosion of multistoried buildings in Japan, most famously the early tenshu and other parts 

of castles, took place at the same moment that architectural drawing became widely used. The 

kiwari method had not been developed enough to realize these larger structures in a cost effective 

manner on its own, but when supplemented with the added tool of architectural drawing, a 

myriad of new possibilities opened up.

 Architectural drawings are distinct from kiwari in that they are not a system per se, but 

rather a complete means to communicate a system such as kiwari as well as the specifics and 

complexities involved in creating a structure. Architectural drawings can be broadly defined as 

precise, scaled depictions that elucidate the structural dynamics of a building or other engineered 

forms. The image that will likely first come to mind for most readers is that of a blueprint, a 

technical drawing that lays out the intricate details of an architectural or engineering design, 

including the necessary measurements, angles, and materials.  While blueprints are included in 

the category of architectural drawing, the definition of the latter extends to several other types of 

drawings, including elevations, a clean drawing of a single side of a building; cross-sections, the 
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depiction of a building sliced vertically, thus exposing the interior of the structure and the 

relationships between various elements; floor plans, a rendering of the floors of a building as 

viewed from above; and isometric and axonometric projections, the depiction of a building or 

other complex construction from a thirty or forty-five degree angle meant to provide an 

ostensibly three-dimensional view of the structure. The function of such drawings is to allow the 

development and the communication of complex ideas in greater detail than language alone can 

accomplish and through this function foster between the designer, patron, and laborers greater 

understanding and, in turn, efficiency in the construction process.  

 Only three examples of architectural drawings remain from the sixteenth century. They 

are the (1) Tansan Shrine Main Hall Plan (「談山神社本殿指図」, figure 4.5a, 4.5b) from 1559; 

(2) Enkakuji Buddha Hall Plan (「円覚寺仏殿指図」, figure 4.6a, 4.6b, 4.6c) from 1573; and (3) 

the Chikubushima Main Hall Plan (「竹生島堂社指図」) datable only to the mid-sixteenth 

century. Each of these works reveals a combined cross-section and elevation. A floor plan is also 

included with each, but executed on a separate sheet. Exactly contemporaneous to Mataemon’s 

work on the giant boat, the Enkakuji Buddha Hall Plan represents a particularly worthwhile 

example to deconstruct. A seven-bay by seven-bay building capped with a hip-and-gabled roof 

and surrounded with a pent roof (mokoshi 裳階), the structure is depicted in profile as an 

interweaving elevation plan and cross-section plan. The ground floor of the hall is depicted as in 

cross-section. However, at the point of union of the first level pillars and the pent roof, the 

perspective shifts and a different depth level is depicted. At this intersection, the one-step bracket 

sets of the exterior are illustrated. The base of the hip-and-gable roof is likewise a mixture of 

exterior, and cross-section views. The lower set of three-step bracket sets situated on the left of 
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the plan are meant to be read as an exterior view. However, the bracket sets above them, as well 

as the construction of the worship area (gejin 外陣)—that is, the front two bays of the building 

situated to the left of the front pent roof—are depicted as cross-sections. This rendering of the 

roof gable presents a particularly ingenious approach to the problem of conveying both exterior 

and interior specifications. The gable at the top center of the image is depicted from its exterior 

appearance. To its right is the same gable, but depicted as a instructive fiction: in cross section, at 

a ninety-degree angle, and thereby with it internal composition exposed.

 The Enkakuji Buddha Hall Plan and the other examples of architectural drawings from 

the sixteenth century are thought to have been drafted for the sole purpose of helping patrons 

visualize the structures that they were about to sponsor.72 Given the lack of measurements and 

other technical information within the drawing, this assessment may be correct. However, this 

does not diminish the significance and utility of the manner of depiction. In other words, the 

carpenter-foremen could have just as easily presented the patron with beautiful, colored, three-

quarter illustrations of the proposed structure. Indeed, executed properly, such an image, like 

architectural models or photoshopped images that are often used today with actual cityscapes 

incorporating the proposed building, might have been more informative and enticing to the 

patron than a technical drawing. That these drawings were used at all for patrons suggests that 

they carried with them a certain authority. They revealed in clear, stark terms the abilities of the 

carpenter-foreman and provided a ready list of the materials and resources that would be required 

for the completion of the project. Through the drawings, patrons and their carpenter-foremen, 

were able to achieve a concrete assessment of the costs and time that the project might take. 
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Moreover, in the drawing was a comparative model by which the progress of the project and 

immediate objectives could be easily measured and communicated, respectively. While a skilled 

carpenter using kiwari alone could also accomplish these tasks, the monopoly of information that 

remained in his head—both as it was difficult to communicate and as it represented secret 

knowledge that had to be closely guarded by the practitioners—checked speed, efficiency, and 

the ability to innovate beyond the next few steps.

 The dates and relative complexity of these early examples strongly suggests that 

architectural drawing had been employed on the Japanese archipelago much earlier than the mid-

sixteenth century. Nevertheless, that these few examples even exist is remarkable in and of itself. 

Such images contained the secret formulas of the carpenter-foremen and because of the need to 

protect such information, after the completion of the building their destruction at the hands of 

their creators was a foregone conclusion. For this reason, it is almost impossible to trace the 

earliest dates of architectural drawing’s adoption in Japan or its exact origins whether continental 

or domestic. Likewise, while little can be said about the maturation of the technique, it is likely 

that due to the civil wars of the early Sengoku period, its potential as a medium was not fully 

realized until the mid-1560s, when Nobunaga and other warlords amassed enough land and 

resources, could offer enough security, and had the vassals to be able to commission and allow 

carpenter-foremen to see large-scale projects through to completion. Moshitoki’s giant boat is 

just one such project and was very likely one of the earliest examples of the potential of 

architectural drawing being realized.

 Arguably, Nobunaga’s giant boat may have been possible using the kiwari method alone, 

but its completion within a month and a half was something that could only have been possible 
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through the use of a drawing such as the Enkakuji Buddha Hall Plan. It is unknown if this was 

the first boat that Mataemon ever constructed, but the methods he would have used would have 

been the same as with the construction of a building. As a carpenter-foreman for a prominent 

shrine, he would have brought to the project an understanding of both kiwari and architectural 

drawing. The former would have required that he produce a plan board for the boat and then, 

assuming a large base number, apply various proportional equations as the boat was built up. In 

other words, Mataemon could only work as far as he could calculate. One theoretical mistake 

and the efforts of tens, if not hundreds of wood cutters would have been in error. The potential 

for mistakes was dangerously great if working too fast. Consequently, work could only proceed 

as fast as parts could be checked and obtained and labor could be delegated efficiently. Using the 

latter technique of architectural drawing, Mataemon would have produced an initial draft of the 

boat and from it, both he and all privy to see it, would have been able to know both the number 

and exact size of every part—that is, labor could be more effectively distributed, allowing 

Mataemon to concern himself solely with the inevitable problem-solving that the project 

entailed. Only through architectural drawing was Mataemon able to make an unimaginable boat 

manifest in mere weeks. Soon after, he would do the same for the timber frame castle of Azuchi.

IV. Conclusion

 Mataemon and his son Matabe’e are recorded in both Okabe lineages as having died 

alongside Nobunaga in the Honnōji Incident in 1582. Although these accounts merit suspicion, 

the fact that neither Mataemon nor his son appear in any record after this moment as well as the 

fact that, despite their being responsible for the most revolutionary and innovative structure of 

their time, no other buildings are attributed to them after this time, at least on this matter, these 
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genealogies appear to be credible. Mataemon’s rise to prominence and to the position of o-daiku 

and finally being made carpenter-foreman on the Azuchi tenshu was a combination of two 

factors. First, Mataemon was privileged by his birth into a prominent family of carpenter-

foremen in Owari and thus, as a vassal of the Oda. Second, he was trained in the new medium of 

architectural drawings and, given the opportunity at Sawayama to build a waterborne war 

machine, he applied this technique in ways never before imagined. It is the potential of this new 

technology and the manner in which Nobunaga chose to employ it in the construction of the 

Azuchi tenshu to which we will turn our attention to next.
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Chapter 5
The Tenshu Keep, the Ashikaga, and the Mingtang

I. Introduction

 The Azuchi tenshu keep’s unique character is easy  to recognize (figure 5.1).1 Most tenshu 

are topped with square or rectangular-shaped single or double-storied keeps. Although these 

capping stories may possess distinguishing decorative touches such as golden shachihoko finials 

(金鯱) or cusped windows (kadōmado, 花頭窓), the overall form, decoration, and color scheme 

of these levels otherwise conforms to the look of the lower stories. In contrast, the Azuchi tenshu 

is crowned with an unusually vibrant and distinct construction: a gold or blue square hall seated 

on top of a red-white octagonal hall. Regardless of which reconstructive model of the Azuchi 

tenshu one relies on, this design stands out. It is a colorful, eye-catching beacon that is both 

distinct from the black and white floors below it as well as all other examples of tenshu keeps. 

This distinctive character was not limited to the keep’s exterior appearance. In Ōta Gyūichi’s (太

田牛一, 1527-1613) descriptions of the tenshu included in The Chronicle of Lord Nobunaga 

(『信長公記』, hereafter The Chronicle), the interior decorative program of these two stories is 

detailed. The chambers were each steeped in gold, trimmed with dragons and other mythical 

creatures, and featured a large and diverse cast  of Confucian, Daoist, and Buddhist figures. 

While other Japanese castles possessed similarly lavish and complex decorative programs, only 

the Azuchi tenshu keep possessed such a varied, syncretic ensemble of subjects and located them 

in this loftiest of settings. None of these structural and decorative elements is unique in the 

history of Japanese premodern architecture. Yet, combined into a whole and incorporated within 
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a six-story building, the Azuchi tenshu keep is not only an exception amongst Japanese castles, it 

is almost one-of-a-kind in the history of East Asian architecture. 

 This chapter will make the case that the shape and decorative program of the Azuchi 

tenshu keep has one significant  and previously overlooked influence that can help to explain its 

unusual character, as well as several unexplained quirks related to it, the building it  crowns, and 

the primary record on Azuchi. I contend that  the design of the keep was informed, at least in 

some part, by a Chinese architectural type known as a Mingtang (J: meidō 明堂, literally 

translated: “Bright Hall”). In simplest terms, a Mingtang represented the ultimate architectural 

symbol of virtuous government.2  It evoked Chinese rulers both legendary and historic and, in 

turn, represents a potent legitimizing tool. Mingtang functioned as an imperial residence and, in 

theory, a sort of axis mundi from which the emperor is able to perform various seasonal rituals 

that can ensure a prosperous reign. While its exact  form varies depending on the classical 

Chinese treatise or history referenced, broadly speaking Mingtang are meant to be models of the 

cosmos. At the Mingtang’s center almost invariably  is a first floor, square chamber that is capped 

by a second-floor, circular chamber. It is this two-storied combination of a square and a circle 

that brings it  into dialogue with the Azuchi tenshu keep. Although the square and the circle—or 

its functional equivalent, the octagon—occupy reversed positions in the two structures, the use of 

such forms is nonetheless striking. In all of East Asian premodern architectural history, only  the 

Mingtang and the Azuchi tenshu keep possess such a union of quadrilateral and circular stories. 

  The case for the influence of the Mingtang on Azuchi goes well beyond this one 

tantalizing point of correspondence. Owing to the complexity of the topic, however, getting to 
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these formal points of overlap requires considerable preparation. To these ends, this chapter is 

organized into five parts. First, the character and look of the keep will be defined. Besides 

grounding the discussion, this survey is key to establishing a critical premise: that the two-stories 

of the keep  were essentially unified in their decoration and space. The second part  of this chapter 

will complicate this image by identifying an apparent divergence in the architectural and 

decorative programs of the keep. On the one hand, the character of the fifth floor suggests that it 

was conceived to be a mortuary hall for Nobunaga and a means to ensure his legacy. On the 

other hand, the character of the sixth floor points to an alternative agenda of framing Nobunaga 

as a sage king and functioning to instill loyalty. These parallel agendas are not dissonant and may 

be seen as complementary, but various details must be ignored for them to be able to provide a 

comprehensive reasoning that is as united as the architectural and decorative program suggests. 

The third part of the chapter proposes one solution to the disparate programs within the keep: 

Ashikaga precedent. Between Nobunaga’s efforts to reenact Ashikaga past triumphs, his 

assumption of the role of premier patron of the arts, and the evocations conjured at Azuchi, a 

concerted effort to assume the Ashikaga legacy is readily  apparent. This evocation served 

specific ends, allowing Nobunaga not only  to usurp the Ashikaga mantle but also to lay the 

groundwork for him to replicate a model of cultural hegemony that the Ashikaga had employed 

to dominate the imperial court. The fourth part will examine the introduction of tentō (天道, 

literally translated: “The Way of Heaven”) and its impact on the model of Ashikaga hegemony. 

Finally, the Mingtang’s place in the logic of tentō will be defined. In turn, this will pave the way 

for the formal similarities and ideological constructs inspired by the Mingtang and evoked at 
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Azuchi to be elaborated upon; ultimately, the benefits of using the idea of the Mingtang as a 

unifying thread will be detailed.

II. The Form of the Keep  

 Although the keep’s character was discussed in the first part of this dissertation, owing to 

its central importance to the proposition of a Mingtang influence, a second, more in-depth 

appraisal is here required. As will be shown in due course, it  is in some of the finer points 

regarding the keep’s form, material composition, and decorative program that both the problems 

posed by the keep and the solution that is the Mingtang influence can be found. 

 As with most things related to the Azuchi tenshu, Gyūichi’s variant tenshu descriptions 

included in the various recensions of The Chronicle represent the foundation from which all 

readings of the keep  are derived.3  Although Gyūichi does not use the word “keep” or any 

Japanese equivalent to describe these top floors, it is clear from his descriptions that these levels 

deserve some sort of overarching label, as they constituted a combined architectural unit  and 

unified space.4 Inside and out, these floors were both experienced and appeared as distinct from 

the rest of the tenshu. 

 This independent character was, in no small part, engendered by the form of the fourth 

floor. The interior of the fourth floor is only sparingly described by  Gyūichi as containing “no 
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3 The contradictions and ambiguity inherent in Gyūichi’s work, discussed in previous chapters, make it 
difficult to go beyond even the most abbreviated of descriptions without walking into a minefield of 
interpretations and multiple qualifications. To not get excessively bogged down by these issues, not all the 
debates surrounding the keep are discussed here, but instead dealt with in detail in the accompanying 
footnotes, in chapters 1 and 2, and in appendix D-2b.

4 This divide between the floors is also pointed out in (Ōta 2002).



paintings.”5  Implicit  in this characterization is that the space was likewise devoid of excess 

decoration or finery. Moreover, as the fourth floor was incorporated within the tenshu’s main 

gables and, as such, hidden within a slanting tile roof, it almost certainly lacked the portals to 

ensure sufficient natural lighting.6 In other words, the interior of the fourth floor was unadorned 

and dark, and consequently, it functioned as a physical threshold dividing the levels below and 

above it. Seen from the exterior, the tiles covering the fourth floor would have served as a 

backdrop  against which the keep was contrasted and accentuated. Rising up from this tiled base, 

the keep  likely appeared in stark relief against the flat, vertical lines of the roof tiles surrounding 

it.7 Potential parallels can be found in the tenshu of Inuyama Castle (犬山城, figure 5.2; located 

in Inuyama, Shizuoka Prefecture) as well as in the earliest surviving Japanese example of a roof-

installed belvedere, the Kaisando (開山堂, figure 5.3) of Tōfukuji (東福寺, located in Kyoto). 

Both of these examples possess a crowning story that is so effectively distinguished and elevated 

by the regular, vertical lines of the tile roofs below and around them that these levels appear to 

transcend and float above their foundations. 
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5 See appendix D-2a, AN line 25 or PAT line 96. Also note that the Chinese character equivalents for all 
quotes from these description are omitted in both main text and in footnotes as they all appear in 
appendix D-2a.

6 That the fourth floor functioned as the backbone for a gabled roof is made clear by the mention of north 
and south “barge boards” (hifu 被風, see appendix D-2a AN line 26 or PAT line 97) within which four-mat 
‘step huts’ (koya no dan 小屋の段) (see appendix D-2a AN line 27, 28 or PAT line 98, 99). These two 
chambers were very likely only portals through which natural light entered this floor.

7 The interpretation posited here derives from the Satō and Miyakami Models. Not all bōrōkei tenshu (望
楼型天守), literally translated: ‘watchtower’-type tenshu; i.e. the tenshu typology that the Azuchi tenshu is 
presumed to have been and Inuyama Castle tenshu is categorized) are structured so that the keep is 
accentuated by the roofing tiles of the main gables. In cases such as the tenshu of Maruoka (丸岡城), 
Hikone (彦根城), Hiroshima (広島城), Matsue (松江城), Hagi (萩城), and Uwajima (宇和島), the ridges on 
either side of the base of the keep only extend a short distance. Consequently, the vertical lines of tile 
rows extending below the keep are far fewer. As a consequence, the uplifting effect created by longer 
ridges (such as at Inuyama) is not achieved.



The Fifth Floor

 Gyūichi describes the lower level of the keep, namely  the fifth floor, as being octagonal 

in shape and four ken (8.4 meters) in diameter.8  On the exterior of this floor, the pillars and 

beams were painted in a vermillion color, in contrast  to, presumably, white intersecting walls.9 It 

is further assumed, based on details offered with in the description of the sixth floor that appear 

to be more broadly  applicable to the keep  as a whole, that the fifth floor also had multiple 

windows that were coated with black lacquer and detailed with iron hinges.10 Also, from each of 

the eight corners of its roof eaves, metal bells were hung.11 Further, although Gyūichi does not 

mention it, it can be assumed that like the rest of Azuchi, this floor had a tiled roof and the tile 

ends were decorated with a “three-comma” pattern (mitsudomoe 三つ巴) contained within a 

perforated circle of dots set in relief against a gold-leaf background (figure 2.30).12  A useful 

comparative example for the overall look of the fifth floor can be found in the Hokuendō (北円

堂, literally translated: “Northern Circular Hall,” figure 5.4) of Kōfukuji (興福寺, located in 

Nara). Although this building is an imperfect parallel, as the Hokuendō is an independent, single-

story structure, it lacks black-lacquered windows as well as gold-leaf pressed eave tile ends, and 
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8 See appendix D-2a, D-2b AN line 17. The 7 shaku ken = 1 ken is arbitrarily used here for the conversion 
to meters. See appendix D-2b, PAT line 5 for a discussion of the unit ken.

9 See appendix D-2a AN line 17; PAT line 100. I agree with Naitō and Satō that the contrasting color was 
white. Given the common use of white plaster walls in other octagonal halls, the overall vibrancy and 
visual prominence of the keep, as well as the likely use of white on the lower floors (see appendix C-1), 
white seems especially suitable to this context. This said, Miyakami is correct to not take this point for 
granted. His model employs a black intersecting walls and doors (Miyakami 1995).

10 Appendix D-2a, AN line 15 or PAT line 117. See also notes in appendix D-2b, PAT line 117. That these 
windows were black lacquered and had iron hinges is slightly more controversial than others detail 
included in this paragraph. The 1995 Miyakami Model and Satō Model both employ this reading. 
(Miyakami 1995), (Miura 2006).

11 See appendix D-2a, PAT line 116-117, AN 15, 16b and corresponding notes in appendix D-2b.

12 The presence of gold-leaf patterns grafted on the tile ends is mentioned in the Jesuit record and was 
reconfirmed by the archeological surveys. See appendix C-1d, (Kido 2003) p. 144.



its columnar and intercolumnar decorative bracket sets are thought by the consensus of 

reconstructive model-makers to be more ornate than those that were likely used at  Azuchi, the 

building nonetheless shares several key features with Gyūichi’s description of the fifth floor. It is 

octagonal and capped with a tile roof that is adorned with eight corner-eave hanging bells. 

Further, it  possesses vermillion-colored pillars, beams, and rafters that are contrasted with 

fenestrated, intersecting white plaster walls.

 While the general look of the exterior of the fifth floor is broadly agreed upon, Gyūichi’s 

accounting of the floor’s interior space and painting program is comparatively more ambiguous 

and, consequently, represents the crux of some debate. Gyūichi describes the interior in broad 

terms: its pillars were coated in gold and a scene of Shakamuni Buddha preaching the Dharma to 

his Ten Great Disciples was rendered on its walls.13  Gyūichi also mentions hungry  ghosts and 

demons as having been painted in an “encircling corridor” and that shachihoko and flying 

dragons were rendered on “the planks of the encircling corridor.”14  Like all the paintings in the 

tenshu, each of these images is attributed to Kanō Eitoku (狩野永徳, 1543-1590).15 Further, it is 

broadly  agreed that one line included in the description of the sixth floor that details “ascending 

and descending dragons” on four interior pillars and apsaras on the ceiling is misplaced and 

should be assigned to this fifth floor.16 The basis for this transplant and the reasons why scholars 

have felt free to rearrange Gyūichi’s text is an issue that will be addressed shortly.
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13 See appendix D-2a AN lines 18-19 or PAT lines 101-102.

14 See appendix D-2a AN line 20 or PAT line 103

15 See appendix D-2a AN line 16 or PAT line 16. Also see appendix D-2b AN line 16

16 See appendix D-2a AN lines 13a, 14, 15a or PAT line 113.



 Although this description may appear as relatively clear, it has inspired a number of 

strikingly different readings (see appendix G-1, G-2b for images of models and floor plans). The 

interior of the fifth floor is seen as either having been a single open space with a surrounding 

exterior veranda (e.g., the Satō, Miyakami, Nishigaya, Ogawa, Tsuchiya, and Okumura Models) 

or divided into a central chamber and a surrounding corridor with no veranda (e.g., the Naitō, 

Furukawa, Sakurai, and Ikegami Models).17 In the case of the former, it is clear from Gyūichi’s 

account that the veranda would have been lined with a balustrade decorated with droplet-shaped 

bosses.18 It is further assumed that functional exterior doors would have been installed to allow 

access to the veranda.19  The number of doors (from one to four) and their color (vermillion, 

white, black, or even blue) is open to debate. The four pillars with dragons ascending and 

descending are read as either freestanding around the core of the floor in a manner similar to the 

interior of the Hakkakudō (八角堂, literally  translated: “Octagonal Hall,” figure 5.5) of Eisanji 

(栄山寺, located in Gojō, Nara Prefecture) (e.g., Satō, Miyakami Models) or incorporated into 

the surrounding wall (e.g., the Naitō, Nishigaya, Furukawa, and Ikegami Models). The hungry 

ghosts and demons are variously  located within the exterior corridor (e.g., Naitō Model), or on 
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17 As described in chapter 2, earlier reconstructive models are largely flawed because of mistakes 
inherent in Gyūichi’s description. However, as Gyūichi offers a separate, distinct set of dimensions for the 
keep, if considered in isolation, it is exempt from these problem areas. As a result, most model-makers 
interpretations of the keep can be seen as valid. The different models conform to widely varying degrees 
to some or all the details offered by Gyūichi. Only those details that can be visually confirmed are listed in 
the text. For images of the various models see appendix G-1.

18 The fifth floor balustrade is mentioned in both Azuchi nikki and in the “Program of the Azuchi Tenshu.” 
See appendix D-2a AN line 24 or PAT line 107. Despite this clear agreement between recensions, this 
detail is curiously omitted in several models. The exact reasoning for the omission depends on the model 
maker, but can be seen as largely the product of the problems with aspect ratio and pillar numbers 
described in chapter 2. There is also the issue of Gyūichi’s conflation between the fifth and sixth floors 
described in this chapter. As a consequence of this overlap and the possibility that the lines might be the 
product of repetition, various model-makers have seen the detail as transferable to the sixth floor.

19 The presence of doors is also suggested by appendix D-2a, AN line 15 and PAT line 117. See notes in 
appendix D-2b, AN line 15. 



the balcony (e.g., the Miyakami and Mori Models). The shachihoko and flying dragons are either 

placed on the interior of the surrounding corridor (e.g., the Naitō Model) or on the boards that 

surround the base of the floor and extend vertically to the slope of the fourth floor roof (e.g., the 

Satō, Miyakami, Mori, Hyōdō, Furukawa, Tsuchiya, and Nishigaya Models). Notably, the 

exterior boards on which these paintings appear are colored blue in several models (e.g., the 

Miyakami, Hyōdō, and Nishigaya Models).20 

The Sixth Floor

 Gyūichi’s description of the top, sixth floor is likewise the subject  of varied opinions and 

a challenge to summarize. The difficulty  in describing this floor is not, however, as much a 

consequence of textual ambiguity (this issue remains), but is instead the product of key 

discrepancies between the different versions of Gyūichi’s tenshu descriptions―as discussed in 

chapter one, the earlier draft of the tenshu description, Azuchi nikki, and the later draft of the 

tenshu description, the “Program of the Azuchi Tenshu.” While the issues raised by these variant 

texts are slightly tangential to the goal of this section of describing the keep, they  are worth 

highlighting as they reveal a key point regarding Gyūichi’s memory. The placement, movement, 

and character of several details as they are presented and differ in the two variant drafts point to a 

conflation of the decorative programs of the fifth and sixth floors. This conflation is significant 

as it  reveals the distinct, unified character of the keep not  merely as a byproduct of the fourth 

floor’s framing, but also as a cultivated attribute that left a lasting impression. 
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20 As discussed in chapter two and revisited in the text below, this detail of a blue register within the 
keep’s exterior program is rooted in an opaque mention of a ‘blue level’ in the Jesuit accounts. See 
chapter 2 footnote 157. Also see appendix C-1c, C-1d, and C-1f for the translations of the relevant Jesuits 
texts.



 Several of these overlapping details have already been mentioned in relation to the fifth 

floor both explicitly and in passing. They include the hanging bells, portals, veranda, spherical 

bosses, as well as the four interiors pillars and apsaras on the ceiling. The lines that relate these 

details appear in both the earlier and later drafts of the tenshu description. However, in either 

amendments to them or in their repetition, a degree of bleeding between the floor descriptions is 

discernible. The clearest example of this overlap is Gyūichi’s treatment of the hanging bells. In 

the process of editing Azuchi nikki into the “Program of the Azuchi Tenshu,” Gyūichi moved this 

detail from a section describing the broader tenshu into the section describing the sixth floor.21 

Along with this, he specified the precise number of the hanging bells—twelve. This number is 

significant in that it corresponds perfectly to the shared number of corners of the octagonal fifth 

and quadrilateral sixth floors. This correlation, along with the fact  that the detail originated in a 

section that broadly discussed the tenshu, has lead almost all model-makers to conclude that the 

hanging bells were not specific to the sixth floor, but attached to both the fifth and sixth floors. 

 Other passages reveal a considerable degree of conflation. Gyūichi’s mentioning sixty 

portals (i.e. doors or windows) in the context  of the sixth floor is difficult to appreciate if 

considered in isolation.22 Dividing these sixty  portals over the four sides of the sixth floor results 

in an unusually  high count of fifteen portals per side. In contrast, if the sixty portals are divided 

by the twelve exterior sides of the fifth and sixth floors, a more plausible result of five portals per 
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21 From AN line 113 to PAT line 116. Also see corresponding notes in appendix D-2b especially AN 16b.

22 Appendix D-2a, AN line 15 and PAT line 117. See also notes in appendix D-2b, PAT line 117. This detail 
is further complicated by the fact that the count of sixty does appear in AN (AN line 15a), but in this 
context, no indication of what the number is in reference to is indicated.



side is achieved.23  The conflation between the two floors can also be seen in the repeated 

mentions of the veranda and balustrades in the descriptions of both floors.24 A final example can 

be found in a detail already singled out above: four pillars with dragons and apsaras. Included in 

the description of the sixth floor, these subjects have been deemed by  many scholars to be 

incongruous with the Confucian and Daoist themes of the sixth floor and should be transferred to 

the Buddhist-themed fifth floor.25  Implied in this assessment is that Gyūichi made a specific 

mistake: he mixed up the decorative programs of the fifth and sixth floors. To be sure, these 

readings are the subject of contentious debate amongst model-makers and are rooted in core 

assumptions about Gyūichi’s motives and the nature of the relationship  between the variant 

tenshu descriptions. Suffice it to say for the moment that the apparent overlap in the description 

of the keep’s floors, I contend, is not accidental, arbitrary, or random but a product and reflection 

of Gyūichi wrestling with a description of a structure that was deeply integrated and, in both 

memory and record, difficult to pick apart. 

   Returning to the form of the sixth floor, Gyūichi describes this story as three ken (6.3 

meters and/or three bays) square.26  The interior is presumed to have been a single open space 

connected to the floor below by either a steep staircase or ladder. Gyūichi points to the interior of 
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23 This number is still somewhat high. Assuming that the keep was not entirely atypical, there would have 
been one door and four windows in each bay on the sixth floor and four sides of the fifth floor. The other 
four sides of the fifth floor would have had 5 windows per 3.47 m (using the 7 shaku definition, see 
footnote 8) bay. In other words, five windows of roughly 0.69 m size lined up. Depending on the character 
of the windows such a layout is not an impossibility, but it does stray from several norms for octagonal 
halls and tenshu keeps. Notably, many model-makers distribute the sixty windows throughout the whole 
of the tenshu.

24 Regarding the veranda and balustrades see appendix D-2a, AN line 13, 15b, 16a, 24 and PAT line 
107-108. See also notes in appendix D-2b, AN line 13, PAT line 113. Also see footnote 18.

25 See appendix D-2b PAT 113 for further clarification.

26 See appendix D-2a, D-2b AN line 11. The 7 shaku = 1 ken definition is arbitrarily used here for the 
conversion to meters. See appendix D-2b, PAT line 5 for a discussion of these metrics



this story  as having been floored with tatami mats, its walls having been covered in gold, and its 

pillars and beams having been coated in black lacquer.27 On these golden walls, Eitoku executed 

a number of figures broadly associated with Confucianism and Daoism: the Three Sovereigns, 

Five Emperors, the Ten Accomplished Disciples of Confucius, the Four Graybeards of Mount 

Shang, and the Seven Sages of the Bamboo Grove.28  The exterior of the floor was likely 

surrounded by a veranda and railing decorated with droplet-shaped bosses capping vertical 

posts.29  The exterior walls were either all gold (Naitō, Miyakami 1992, Nishigaya, Yokote, 

Hyōdō, Sakurai, Mori, Furukawa, Tsuchiya) or a combination of gold pillars and beams with 

black or blue dividing walls (Satō, Miyakami 1995). The former interpretation is explicitly 

mentioned in only later versions of the tenshu description and is corroborated by  the Jesuit priest 

Gaspar Coelho (1530-1590) who notes that the highest floor was “gilded.”30  The latter reading 

derives from another Jesuit, Giovanni Francesco Stephanoni (1540-1603) who mentions the top 

floor as being “gold, and blue.”31 
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27 The use of tatami mats is implied in the fact that the chamber is referred to with the honorific o-zashiki 
(御座敷, audience chamber) in several places. See appendix D-2a AN line 12 or PAT lines 111, 114, 118. 
That the room’s interior was largely covered in gold is mentioned in AN line 12 and PAT line 111. The idea 
that the pillars and beams were black-lacquered comes from PAT line 118.

28 See appendix D-2a and D-2a, AN line 16; PAT line 115. It is presumed that these figures would have 
been depicted in vivid color in a manner consistent with other Azuchi-Momoyama period works.

29 This details appears only in Azuchi nikki. See appendix D-2a, AN line 13 and line 16a. Also see 
appendix D-2a, AN line 13.

30 See appendix D-2a, PAT line 114. Also see appendix C-1d, C-1e. Elsewhere in the same letter, Coelho 
uses the same terminology to describe the character of folding-screens with gold-leaf applied to them. 
Also worth noting: Fróis reiterates “gilded” in his version of the same letter. In other words, Fróis does not 
edit out the term “gilded” in his revised version of Coelho’s letter, and therefore he can be seen as 
essentially corroborating Coelho’s impressions.

31 Punctuation left as found in the original. As detailed in chapter 2, I disagree with this latter reading and 
see the blue mentioned by Stephanoni as located in the eave tiles, but the interpretation offered above is 
one that cannot be discounted. What gives this reading staying power is that there is no mention of a gold 
exterior in Azuchi nikki. Compare in appendix D-2a AN line 13 and PAT line 113. 



 The exterior of the sixth floor is also generally thought to have been decorated with 

cusped windows on its outer bays. The basis for this detail derives in large part from the 

postscript of the tenshu description, which mentions that the “palace” (goden 御殿) of Azuchi 

was done in a “Chinese style (tōyō 唐様).”32  Gyūichi’s characterization is problematic as it is 

unclear whether this “palace” is, in fact, the tenshu.33  Regardless, the passage is broadly 

interpreted as reflective of the tenshu’s having being constructed in a “Chinese” or Zen 

architectural mode (zenshū-yō, 禅宗様). As cusped windows represent  a common decorative 

feature in Zen-mode architecture, are regularly found on post-Azuchi examples of tenshu, and, as 

evidenced in one of van Winghe’s sketches of the Azuchiyama screens (figure 1.6), were at least 

present on one building at Azuchi, their presence on the sixth floor has become a standard.34

 Gyūichi offers little detail about the roof of the sixth floor, and most of that which is 

known about it derives from speculation on a variety of sources. As explained already above, the 

roof of the sixth floor was adorned with hanging bells attached to each of its four corner eaves. It 

is also assumed that, again like the fifth floor, the sixth floor eave-end tiles were all three-comma 

patterned, surrounded by a circle of dots, and set in relief against a gold-leaf base.35 Considering 
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32 See appendix D-2a PAT line 138. Also see appendix D-1a, especially footnote 4.

33 See appendix D-2b PAT line 138.

34 The building that van Winghe sketched and, in turn, became the subject of Folio 569 (figure 1.6) clearly 
possesses cusped windows on its top story. As discussed in chapter 1, this building is almost certainly not 
the Azuchi tenshu. Therefore, the image cannot be relied on as direct evidence of the tenshu keep having 
possessed similar fenestration. Nevertheless, the image still can be read as bolstering the thesis that 
cusped windows were employed on the tenshu keep. The image serves as reliable evidence that such 
windows were incorporated on at least one building at Azuchi and, therefore, opens the possibility that, 
like at other castle complexes, this design element was used elsewhere at Azuchi. As evidence by their 
depictions in folding screens, Jurakutei and Fushimi Castle both employed cusped windows on their 
tenshu’s top floors as well as in various other buildings within the castle complex surrounding the tenshu 
(Kanō 2010). Worth noting, however, is that while several buildings within Osaka Castle complex, the 
immediate successor to Azuchi, do possess such windows, they do not appear to have been used to 
decorate the Osaka Castle tenshu keep.

35 See footnote 12.



the fact that it is a standard design feature of all later tenshu, it is widely assumed that the 

crowning roof of the sixth floor was likewise hip-and-gabled.36  Several scholars have posited 

that the tiles used on top  of this floor were of a red-yellow hue and distinct from the blue-grey 

lacquered tiles used to cap the eaves of the floors below it, though universal consensus on this 

point has not been reached.37 Less controversial is the proposal that the ridges of this top roof 

were crowned with twin shachihoko finials in a manner consistent with all other examples of 

tenshu. Owing to the discovery of gold leaf on fragments of a shachihoko finial unearthed in the 

1989-2009 excavation of the Azuchi Castle Ruins, it is likewise widely  accepted that these 

crowning decorations were at least partially covered with this metallic finery.38 

 In its totality, the keep must have been a dazzling sight. It capped the tallest building on 

the highest  peak of Mt. Azuchi, was framed by the fourth floor, was unified by an abundance of 

golden finery, and was trimmed with a panoply of color. On top of its perch, it  was readily 

visible from almost every corner of the town and port below. This striking appearance could be 

augmented to even greater levels depending on the time of day. In a passage already  referenced 

in part above, Stephanoni makes special note of the effect of light: “from the last floor towards 
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36 There are alternative interpretations and details added to this widely assumed hip-and-gable roof that 
deserve greater consideration. Nishigaya proposes a novel alternative to the hip-and-gable roof in the 
form of a shikoroyane (錣屋根)--essentially a hip-and-gable roof, but different in that the eaves and gables 
are unconnected. His design is problematic in that it is based on the assumption, disproven in chapter 1, 
that the image sketched by Philips van Winghe of the Azuchiyama Screens and reproduced as Folio 569 
(figure 1.6) is that of the Azuchi tenshu. Nevertheless, the shikoroyane remains a valid interpretation as 
there is no hard evidence to disprove its use. Other interpretations include: Sakurai’s cusped hipped roof, 
Okumura’s hip-and-gable roof with cusped gables, Furukawa and Hyōdō’s hip-and-gable roof with dormer 
gables on the non-gabled sides (i.e. the ridge appears as a “+” sign, with gables on each of the four 
sides). In several models, cusped gables (kara hafu 唐破風) are arbitrarily added to the non-gabled side 
eaves (Tsuchiya, Satō).

37 The acceptance of this detail, not mentioned by but arguably hinted at by Gyūichi and discussed at 
length in chapter 2, remains uncertain, but it is rooted in both the archeological and primary record.

38 (Kido 2003) 145-148.



above, all painted in gold, and blue, that with the reverberation of the sun creates an amazing 

brilliance.”39  Nanka Genkō in his concluding poem in the encomium Azuchiyama-ki echoes an 

almost identical visual experience: “Jeweled towers and golden halls surpass the clouds. 

Turquoise tiles and vermillion roofs sparkle next to the sun.”40  These short mentions of a 

reflective shine are particularly  important as they represent the only direct impressions of the 

keep  beyond Gyūichi’s descriptions. Moreover, they point to an intriguing alignment of nature, 

architecture, commerce, and law. All traders transporting goods through the town of Azuchi (安

土山下町) were compelled to lodge there overnight before continuing their journey.41 Due to its 

unrivaled position and finery, the keep  was already the first thing that most  visitors saw from afar 

of Azuchi as they arrived on foot, wagon, horse, or boat. For the trader who planned to maximize 

his travel time, arrival at  Azuchi would have coincided with sunset and departure with sunrise. 

Thus, at the two most active times of day, the keep was naturally spotlighted as a welcoming 

beacon, a morning greeting, and a fading reminder. In this way and more than any other 

architectural or decorative element at Azuchi, the keep actively invited inspection and deeper 

consideration.

III. The Parallel Tracks of Securing Legacy and Inculcating Loyalty  

 To what did such consideration amount? As the crowning pinnacle of Azuchi, the keep 

necessarily served to epitomize and expand on several Nobunaga-aggrandizing messages. With 
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39 See appendix C-1c for full translation.

40 See appendix B for full translation.

41 Item 2 in “Rules for the town beneath Mount Azuchi”: Merchants must interrupt their journey on the 
Kamikaido Highway [Nakasendo] to stop in this town, whether they are coming from or going in the 
direction of the capital. However: if it concerns freight bearers, then the owner must decide the matter. 
Translation from (Lamers 2000) p. 137.



its monumental scale, Azuchi made immediately  clear Nobunaga’s ability  to mobilize massive 

numbers of people. The keep, in turn, represented the literal and figurative heights that such 

mobilization could achieve. The gold tile ends, gold-and-color sliding door paintings (kinpaku 

fusuma-e, 金箔襖絵), and lacquer trim scattered throughout the castle complex advertised both 

Nobunaga’s wealth and his role as a refined patron of the most skilled artists and artisans in the 

realm. With its surplus of paintings, metallic shine, and color, the keep reinforced these 

messages and clearly  broadcast Nobunaga’s coffers and cultural cache as overflowing. On top of 

all this, the apparent impenetrability of the castle’s walls and gates as well as the towering height 

of the tenshu all sent a clear message regarding Nobunaga’s strength and invulnerability. As the 

most privileged, inaccessible location within the complex, the keep doubled-down on this 

message and announced its master as an untouchable overseer. In sum, the keep served like the 

rest of Azuchi to display the apparently limitless resources, wealth, and martial strength at 

Nobunaga’s disposal.  

 This broad assessment of Azuchi suffices as an explanation of the size and extreme 

sumptuousness of Nobunaga’s castle home, but is that all there is to the keep? The sad fact  is that 

most of Azuchi’s spatial and decorative programs are only  broadly understood. The archeological 

record provides but vague outlines, and the primary  record, including Gyūichi’s descriptions of 

the lower stories of the tenshu, is so imprecise and incomplete that, for the most part, it is 

difficult to interpret without engaging in excessive speculation.42  Owing to this deficiency, the 
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42 For example, Gyūichi’s description of the space of lower floors of the tenshu is too imprecise to be able 
to locate its impact on later constructions such as the ohiroma (お広間); see (Kawamoto 1991). Likewise, 
while the painting subjects of the lower floors have been the subject of some good analysis, many 
specifics regarding the lower floors have to be avoided as Gyūichi’s description is insufficiently precise; 
see (Ōta 2002) and (Wheelwright 1981b).



assessment offered above can be seen as already testing the limits of responsible interpretation.43 

However, the keep is singularly  unique at Azuchi. Further probing is not only possible given that 

the keep is essentially a self-contained structure, but well merited given its highly  visible and 

privileged position. Indeed, as each of the keep’s individual parts possesses a wealth of 

accumulated meanings and associations, reducing it  to an exclamation point on a series of blunt 

legitimizing and propagandistic statements seems a woefully inadequate accounting.44  On the 

contrary, a complex and multifaceted agenda is discernible. For the purposes of the greater 

argument presented in this chapter, the reading of these parts holds special significance. It is in 

the seemingly  distinct and parallel functions and messages broadcast by the keep’s decorative 

program that an apparent need for an overarching idea or thematic that might serve to unify  the 

ideas and ambitions embedded within may be identified.

Reading the Fifth Floor

 First to consider is the octagonal, fifth floor. Already above, two buildings have been 

cited as comparable to this structure: the Kōfukuji Hokuendō and the Eisanji Hakkakudō (figure 

5.6). There are three other significant, pre-sixteenth century  octagonally shaped buildings that 

can be likewise referenced as analogous: the Yumedono (夢殿, literally translated: “Dream 

Palace,” figure 5.7) of Hōryūji (法隆寺, located in Ikaruga, Nara Prefecture) the Saiendō (西円

堂, literally translated: “Western Circular Hall,” figure 5.8) also of Hōryūji, and the Keikyūin 
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43 (Ōta 2002).

44 In this respect, I disagree with Lamers’ assessment, inspired by Elison, that the tenshu contained “what 
appears to have been a random and eclectic collection of wall paintings.” (Lamers 2000) 128, (Elison 
1981) 63.



Hondō (桂宮院本堂, figure 5.9) of Kōryuji (広隆寺, located in Kyoto).45 These five buildings 

represent the earliest remaining examples of a comparatively rare architectural typology that  is 

alternatively referred to as a circular hall (endō, 円堂), an octagonal hall (hakkakudō, 八角堂), 

or an octagonal-circular hall (hakkakuendō, 八角円堂). Notably, as the overlap and 

interchangeability  of these names suggests, the octagon was conceptually understood as 

essentially  equivalent to a circle. For those who gazed upon the keep and were aware of these 

buildings or others like them lost to history, the shape of the fifth floor of the tenshu almost 

certainly invited comparison to these building types and their underlying associations with 

Buddhism and mortuary. 

 The first of these associations, Buddhism, is somewhat of a red herring.46 For students of 

Japanese history, the proposition that Nobunaga incorporated and elevated Buddhism to such an 
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45 Not considered here are never-built examples of octagonal halls, destroyed examples of octagonal 
halls. For a list and more on octagonal halls see (Sugiyama February, 1937). Additionally, one still extant 
example from the Muromachi period known as the Aizendō (愛染堂), formerly of Manjūji (万寿寺, located 
in Kyoto) but currently situated in Tōfukuji (東福寺) is also not considered here. The reason that this final 
example is not overlooked is that it connected to the deity enshrined within it: Aizen-myō (愛染明王, Skt: 
Rāgarāja). As there is no mention of Aizen-myō in anything directly related to Azuchi or Nobunaga, it is 
difficult to posit a connection between the keep’s form and Aizen-myō. 
% This said, there is a tantalizing connection between the keep, Hosshōji (法勝寺), and Kinkakuji that is 
worth raising. Both Hosshōji and Kinkakuji originally had their own Aizendō. While the Hosshōji Aizendō is 
known to have been octagonal, no description of the Kinkakuji Aizendō exists that might clarify its 
character. Regarding the Hosshōji Aizendō, see (Satō 10/1951), (Tomishima Feb 1999). Regarding the 
Kinkakuji Aizendō, see (Kawakami 2002) pp. 245-249. (Yutani 2012) p. 313. 
% This link is especially interesting given the thesis detailed below of Nobunaga having likely emulated 
Yoshimitsu (Kinkakuji’s patron) cultural policy who, in turn modeled many aspects of his cultural policy on 
Fujiwara Michinaga (Hosshōji’s patron). Regarding the links between Yoshimitsu, Michinaga, and the 
rituals they commissioned to celebrate Aizen-myō see (Stanley-Baker 2007) pp. 124, 133-134.

46 While the depth of the association would have varied depending on the viewer, all who gazed upon the 
keep were almost certainly able to discern that some type of association between Nobunaga and 
Buddhism was being advertised. For those who were privy to see the interior and the paintings of 
Shakamuni Buddha preaching the Law to his Ten Great Disciples as well as images of dragons, apsaras, 
demons, and hungry ghosts, the Buddhist connection would have been immediately clear. Even for those 
contemporaries unaware of the Buddhist interior decorative program of the floor or of the specific 
architectural typology of the octagonal hall, the floor’s vermillion on white coloring, black lacquer trim, 
metal fittings, and bells all derive from examples of Buddhist architecture. As such, they would have 
immediately conjured associations with Buddhist temples.



important place within his public face may  stand out as directly contradictory to his famous 

reputation as an enemy of religion. To be sure, some confusion is merited. Nobunaga harshly 

subjugated several of the great Buddhist temples, used especially vicious and destructive tactics 

when fighting Buddhist rivals, and openly expressed contempt for the members of many 

Buddhist and other religious organizations.47  For these reasons, Nobunaga has been seen not 

only retrospectively but even in his own time as an unapologetic atheist  who was actively hostile 

to Buddhism.48  This popular image lingers, but as has been demonstrated by several scholars, 

Nobunaga’s actions regarding these institutions was informed more by pragmatism than personal 

biases.49 The vicious character of the battles he fought with religious groups, at least in part, can 

be seen as a tactical approach calibrated to undermine the morale of an ideologically driven foe. 

Moreover, any  animosity that he may have harbored was kept in check if those same institutions 

were allied to him or of immediate value to his cause.50 

 Nobunaga's pragmatic approach to religion is also manifest in Azuchi itself and its “in-

house” temple Sōkenji (總見寺). Sōkenji offered a place where Nobunaga would have been able, 

even if only  pro forma, to pray for victory in battle and to attend to ritual activities in a manner 
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47 Nobunaga’s sacking of the mountain-temple Enryakuji (延暦寺) in 1571 and the vicious campaigns he 
lead again the ‘religious monarchy’ of True Pure Land sect of Ishiyama Honganji (石山本願寺) are the 
most famous of Nobunaga’s conflicts with Buddhist institutions. His disdain and struggles with other 
institutions extended to many other groups (Lamers 2000) pp. 75-77, 163-166.

48 This characterization of atheist derives from Fróis who noted Nobunaga as not believing in “an afterlife 
or anything that he cannot see.” See appendix C-2c for full translation.

49 (Tsuji 1952), (McMullin 1984) passim. See also Lamers for a summary of these works and expansion of 
McMullin’s thesis. (Lamers 2000) pp. 163-166.

50 The classic example of this is Nobunaga’s relationship with Mt. Koya. He both allied himself with them 
and fought against them on multiple occasions. See (Lamers 2000) p. 164.



consistent with his elite status.51 Furthermore, Nobunaga had in Sōkenji a place where he and his 

family could be memorialized in a manner befitting an elite warrior clan. While it remains 

unclear if Nobunaga visited or called upon Sōkenji with any regularity, the mere existence of the 

temple within Azuchi reveals that  Nobunaga, despite his history of conflict with Buddhist 

institutions, was clearly not  above using Buddhist symbols and rituals to bolster his own image. 

The temple’s buildings contributed to Azuchi’s visage (indeed, they still do) and thereby 

implicitly  revealed Nobunaga as mindful of his ancestors and a patron of religious institutions. In 

this capacity, Sōkenji served as one of many signifiers that  framed Nobunaga as a proper leader 

eminently worthy of his position. 

 At the very least, the octagonal floor may  be understood as a complement to Sōkenji. Its 

presence does not so much expose a conflict with an anti-Buddhist agenda, but instead can be 

seen as an attempt to compensate for Nobunaga’s difficult relationship with those of Buddhist 

faith—that is, if one is generous.52  Alternatively—if one is more cynical—the octagonal floor 

may be seen as an appropriation of Buddhist forms. Through these twin lenses, the fifth floor 
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51 The actual use of Sōkenji is unfortunately unclear. The functions noted here are inferred from other 
examples of temples incorporated within castles (Matsuoka 2002). The only time Nobunaga is noted as 
visiting Sōkenji to view Noh with Ieyasu (Ōta 1969) p. 412, (Ōta 2011) p. 465.

52 Although her work does not specifically address Sōkenji, but rather the paintings of the fifth floor of the 
tenshu, Ōta makes the point that Nobunaga’s use of Buddhist iconographies (of which the architecture of 
Sōkenji may be included) is reflective of the lingering influence that Buddhist institutions held. That is, 
owing to the political sway the Buddhist temple still held, Nobunaga was compelled to engage with their 
iconography and directly address them. This need, however, was eventually extinguished by Nobunaga 
and Hideyoshi’s efforts. Ōta further argues the inclusion of Buddhist iconography functioned both to build 
legitimacy as well as show Buddhism as a welcome pillar in his burgeoning empire. (Ōta 2002) pp. 
285-287.



may be seen as having been, at least in part, purposed to undermine his rivals’ monopoly  on faith 

and show Nobunaga as an inclusive leader on the right side of both kami and buddhas.53

  Much more tantalizing is the second association evoked by  the octagonal floor. Each of 

the octagonal halls listed above was conceived and constructed with the express purpose of 

memorializing a deceased individual.54  The implications of this are profound. Assuming that 

Nobunaga was not completely casting aside this established precedent, then the fifth floor must 

be understood as likewise having been conceived and constructed with the goal of 

memorialization, presumably of Nobunaga himself, as its intended purpose. While the 

simultaneous assassination of Nobunaga and Oda Nobutada (織田信忠, 1557-1582), Nobunaga’s 

son and heir, as well as Azuchi’s subsequent incineration precluded any  such plan from being 

realized, compelling evidence in the form and painting program of the fifth floor suggests that, at 

the very least, some sort of blueprint to this end was in the works. The form of this plan, 

however, appears so divergent from precedent and descendant models that it  is not only difficult 

to determine much regarding its character, but also the implications of such a plan are not easily 

reconciled with both comparative models and some key decorative elements, specifically the 

painting program of the sixth floor. 
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53 Another related reading of the fifth floor proposed by Onuma is that the octagonal floor and Sōkenji 
formed parts of a religious mapping of Ōmi province and Lake Biwa. This reading stems from a model 
handed down by Saichō (最澄, 767-822) that Ōmi province and Lake Biwa, in their capacity as the lands 
and lake east of Mt. Hiei (比叡山), represented Eastern Pure Land (東方浄瑠璃世界) of Yakushi (薬師如
来). Onuma assessment finds a large number of intriguing points of correspondence that reveal this cult 
of Yakushi having exerted some influence over Nobunaga’s designs in Ōmi and on Azuchiyama, but his 
embrace of the Nobunaga deification myth undermines his argument. (Ōnuma 3/2012), (Shiga Kenritsu 
Azuchi-jō Kōko Hakubutsukan 2014).

54 (Sugiyama February, 1937) pp. 25-26. The Hōryūji Yumedono was built in 739 and is dedicated to 
Shōtoku Taishi (聖徳太子, 572-622). The Eisanji Hakkakudō was built in 760 and is dedicated to Fujiwara 
no Muchimaro (藤原武智麻呂, 680-737). The Kōfukiji Hokuendo ̄ was built in 1208 and is dedicated to 
Fujiwara no Fuhito (藤原不比等, 659-720). Kōryuji Keikyūin Hondō was built after 1251 and is dedicated 
to Shōtoku Taishi. The Hōryūji Saiendō was built in 1250 and is dedicated to Shōtoku Taishi.



 Before getting to those issues that undermine and complicate this hypothesis of the fifth 

floor as mortuary chapel, the case for this proposition requires some consideration. Beyond the 

octagonal shape of the floor and its mortuary associations, the idea that the fifth floor was 

designed with an eye towards Nobunaga’s death and his memorialization is appealing for two 

principle reasons. First, it creates a correspondence between architectural forms and painting 

subjects. Shakamuni Buddha with his Ten Great Disciples is neither a common iconographic 

program in Japanese art  nor is it especially rare.55 For this reason, as well as the fact that there 

are multiple contexts in which these figures might appear, it is difficult  to link this iconographic 

set to any single or exact set of associations or contexts. While the examples are few, however, it 

is not unheard of to find these figures employed in a mortuary setting.56 One such example can 

be found in two entries dating to 1487 in the Onryōken nichiroku (『蔭涼軒日録』), an official 

logbook of the monks of Shōkokuji (相国寺, located in Kyoto). In these entries, a mortuary 

chapel known as an Illumination Hall (shōdō, 昭堂) in the subtemple Hōdōji Rokuōin (宝幢寺鹿

苑院) is described as having Sakyamuni surrounded by his Ten Great Disciples as its main 
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55 Per the Vimalakirti Sutra, the Ten Great Disciples of Shakamuni Buddha were ➀ Śāriputra (舎利弗, J: 
Sharihotsu), ➁ Mahāmoggallāna (摩訶目犍連, J: Makamokkenren) ➂ Ananda (阿難陀, J: Ananda), ➃ 
Subhūti (須菩提, J: Shubodai), ➄ Pūrṇa Maitrāyaniputra (富楼那弥多羅尼子, J: Furunamitaranishi), ➅ 
Mahākassapa (摩訶迦葉, J: Makakashō), ➆ Mahākaccāna, (摩訶迦旃延, J: Makakasennen) ➇ Aniruddha 
(阿那律, J: Anaritsu), ➈ Upāli (優波離, J: Upari) and ➉ Rahula (羅睺羅, J: Ragora). Other pre-Azuchi 
Japanese examples of depictions the Ten Great Disciples (十大弟子) include the famous Nara period 
sculptures owned by Kōfukuji (興福寺), another set of sculptures produced between 1216 and 1219 and 
owned by Daihō’onji (大報恩寺), as well as a painted example (「釈迦十大弟子像」) owned by Zenrinji (禅
林寺). Shakamuni along with the Ten Great Disciples appear in the Kōfukuji mandala (「興福寺曼荼羅」) 
from the early Kamakura period, as well as an images “Shaka, the Historical Buddha, with Two Attendants 
and the Ten Disciples” (「釈迦三尊十大弟子像」) owned by the Boston Museum of Fine Arts. This is not an 
exhaustive list, but nevertheless represents a concerted effort to search for examples and is reflective of 
the relative rarity of the subject.

56 Another example of the Shakamuni Buddha and the Ten Great Disciples being included within the 
context of a mortuary chapel is the Daijō-in (大乗院) of Mudōji (無動寺) on Mt. Hiei. The example dates to 
the late twelfth century and was constructed in anticipation of the death of Empress Kōkamon’in (皇嘉門
院) and was destined to become a memorial to her. The subjects in question were part of a much larger 
ensemble of Buddhist icons. The temple was destroy during Nobunaga’s razing of Enryakuji. See 
(Nishiguchi 2002) p. 424.



image.57  These icons were placed before a sculpted portrait  of the subtemple’s founder and 

flanked by another portrait of Shōkokuji’s founder Ashikaga Yoshimasa (足利義政, 1436-1490), 

as well as the mortuary tablets of other abbots.58 This precedent reveals that the iconography was 

suited to a memorial context and, as such, would have been appropriate for the interior of a 

building-type intrinsically associated with memorialization. Notably, there is no mention of 

depictions of dragons, apsaras, hungry  ghosts, and demons at Hōdōji like there are in the fifth 

floor. The latter three subjects are, however, associated with the idea of the six realms or paths 

(六道) of possible rebirth. As these subjects directly  speak to the idea of an afterlife, they can 

likewise be understood as broadly suited to a mortuary context.59  

 Second, the practice of the pre-mortem development of a post-mortem memorial structure 

is roughly  consistent with examples laid down by both Nobunaga’s predecessors and successors. 

Looking to precedent, the Ashikaga villas of Kitayama (北山, today  known as Rokuonji 鹿苑寺, 

located in Kyoto), popularly known as and hereafter referred to as Kinkakuji (金閣寺, literally 

translated: “Temple of the Golden Pavilion”), and Higashiyama (東山, today  known as Jishōji 慈

照寺, located in Kyoto), popularly known as and hereafter referred to as Ginkakuji (銀閣寺, 
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57 Discussed in (Levine 1997) p. 186. (Bussho Kankōkai 1982) pp. 1066, 1070. For more on Hōdōji see 
(Nishiyama 2007).

58 Whether Nobunaga intended to install his own image within the fifth floor is unclear, but it can be seen 
as an intriguing possibility. Although it dates to 1583 and after Nobunaga’s death, the statue of Nobunaga 
(木造織田信長坐像) owned by his memorial temple Sōkenin (総見院), a subtemple of Daitokuji (大徳寺) in 
Kyoto, immediately comes to mind here. Alternatively, if one is to believe Fróis, the bonsan mentioned in 
footnote 63 may have been chosen for this role. For more on “portraits of the deceased,” see (Gerhart 
2009) pp. 147-177.

59 There are hints of a possible alternative reading for the inclusion of hungry ghosts in the fifth floor in 
Hur’s discussion of segaki (施餓鬼), a sacrificial ritual dedicated done during the o-bon festival (お盆) in 
which lay families offer food to hungry ghosts. This practice evolved from a story in which Ananda (阿難
陀, J: Ananda), one of the Ten Great Disciple, was warned by hungry ghosts of a premature death and 
then made offerings to them to prevent this fate. While it is impossible to draw firm conclusions, the story 
and the ritual are attention grabbing as they touch on three specifics related to Azuchi--the famed 1581 o-
bon festival, the hungry ghosts of the fifth floor, and at least one member of the Ten Great disciples. 
Further research is required. (Hur 2007) p. 194.



literally translated: “Temple of the Silver Pavilion”), were both developed as retirement villas 

destined to become mortuary temples (bodaiji 菩提寺) for their respective patrons, Ashikaga 

Yoshimitsu (足利義満, 1358-1408) and Ashikaga Yoshimasa (足利義政, 1436-1490).60  Like 

Azuchi, Kinkakuji, when it was constructed in 1397, and Ginkakuji, when it was constructed in 

1482, were both conceived and constructed well before their master’s retirement and functioned 

during their masters’ lifetimes as homes and administrative centers.61  Similarly, both of 

Nobunaga’s successors, Toyotomi Hideyoshi (豊臣秀吉, 1537-1598) and Tokugawa Ieyasu (徳

川家康, 1543-1616), actively prepared and executed elaborate plans of posthumous apotheosis 

as part of a broader effort to ensure their legacy. In the 1590s and into the next century, 

Hideyoshi and his son Toyotomi Hideyori (豊臣秀頼, 1593-1615) patronized the development of 

both Hōkōji (方広寺, no longer extant, but  formerly  located in Kyoto) and the Toyokuni Shrine 

(豊国神社, located in Kyoto) to these ends. Likewise, in the early  decades of the seventeen 

century, Ieyasu and his grandson Tokugawa Iemitsu (徳川家光, 1604-1651) developed the 

mausoleum of Nikkō Tōshōgū (日光東照宮, located in Nikkō, Tochigi Prefecture) to similar 

ends.62  In the case of these post-Nobunaga examples, the effort invested into developing a 

religious framework around their posthumous existence served a specific goal. By means of 
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60 Regarding the basics on Kinkakuji and Ginkakuji see (Ōta 1971), (Sekino 1979:2), (Miyakami 1992), 
(Kawamoto 1991) pp. 340-347. For English language discussion see (Stanley-Baker 2007).

61 Nobunaga was of a roughly similar age as his Ashikaga progenitors when Azuchi was constructed. 
Nobunaga was roughly age 42 when construction on Azuchi started in 1576. Yoshimitsu was roughly age 
39 when construction on Kinkakuji began. Yoshimasa was roughly age 39 when construction on Kinkakuji 
began in 1397. Yoshimitsu was roughly age 46 when construction on Kinkakuji began in 1482.

62 For more on Hōkōji (方広寺) and Toyokuni Shrine (豊国神社) see (Miyamoto 2000), (Naito and 
Nakamura 1982), (Watsky 2004) 76-83. Regarding the cult of Hideyoshi and his apotheosis see also 
(Tsuda 1997), (Nishiyama 2004). Regarding Nikkō Tōshōgū (日光東照宮), see (Ōkawa 1991), (Gerhart 
1999) pp. 73-106.



buildings, artworks, and rituals meant to apotheosize these hegemons, their legacies were 

fortified as their heirs were implicitly cast as being of divine descent. 

 The record is spotty on the matter of any  posthumous celebration of Nobunaga and its 

form, if it  occurred, is debatable.63 A vague outline, however, can be guessed. It is clear from the 

primary record that Nobunaga, like his successors, was concerned over issues of succession. This 

interest is exemplified in the special effort  he extended to groom his son Nobutada. The 

Chronicle is full of instances in which Nobutada is specifically mentioned as accompanying his 

father to various battles and events.64  None of Nobunaga’s other sons are ever mentioned as 

receiving such attention or such a comprehensive education. This preparation would eventually 
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63 The once-widely held idea that Nobunaga was intent on being worshipped as a living god has been 
throughly debunked. (Matsushita 3/1996), (Lamers 2000) pp. 217-224. This said, it merits note that 
Fróis’s claims of Nobunaga’s attempted apotheosis may be rooted in the designs for the fifth floor. These 
links to the fifth floor are distracting to the larger argument above as there is a lack of information that can 
allow for any firm conclusions to be draw. Nonetheless, they merit mention in hopes that another might 
attempt to make sense of the web of connections herein.
% Fróis wrote (see appendix C-1g) that Nobunaga’s “divine essence” (shintai 神体) was invested into a 
special stone “named as bonsan” (盆山) that was then installed in Sōkenji’s Main Hall. Heretofore 
unremarked upon is the fact Gyūichi mentions the presence of another “bonsan” (“stone, or course piece 
of wood that the Japanese have in the form of a small island, with green moss and shrubs imitated, etc.” 
translated from (Rodrigues 1980)) within an alcove in the first floor of the tenshu (see appendix D-2a, AN 
line 77). Although there is no obvious connection between these two mentions of “bonsan,” given the 
limited record, the correspondence is nonetheless uncanny. Assuming that the fifth floor was destined to 
memorialize Nobunaga, it is safe to assume that this floor held or was poised to hold a special 
relationship with the monks of Sōkenji. The bonsan could be some sort of missing link between these 
locales. A couple of points support this reading. Per Lamers, Fróis’s reading of Nobunaga’s apotheosis is 
a conflation of several ideas present in Japanese religion. Fróis’s confusion over the nature of the bonsan 
and perhaps even its location would be consistent with Fróis’s eclectic reading of the events. Further, 
Gyūichi’s mention of the “bonsan” dates to 1579 and is derived from a two-day snapshot of the tenshu. 
Fròis’s mention dates to 1582. It is entirely possible that the “bonsan” was elevated in status and moved 
around during the intervening three years. Indeed, Fróis opaquely mentions that the stone was “ordered 
to be [placed] in the most eminent place of the temple above all the Buddhas a certain kind of 
[procession] float, or tiny closed chapel” (italics added). Implied in this quote was that the stone was 
moved (i.e. “ordered [to be moved from location x and then] to be placed”). Further, the mention of this 
“float” hints at the possibility that it was kept in a portable shrine (mikoshi 神輿) that might have been used 
to carry it back and forth between locations.

64 The Chronicle of Lord Nobunaga is full of instances in which Nobutada is specifically mentioned as 
accompanying his father to various battles and events. No other son is ever mentioned as receiving such 
attentions and first hand education. For pre-Azuchi examples see (Ōta 1969) pp. 134, 166, 170; (Ōta 
2011) pp. 171, 205, 209.



culminate in Nobutada’s being recognized as Nobunaga’s official heir. Just prior to the beginning 

of construction on Azuchi, Nobunaga transferred “headship of house” (gotatoku 御家督) and 

ownership of his previous official residence, Gifu Castle (岐阜城), to Nobutada.65 The proximity 

of this promotion to the planning of Azuchi points to the intriguing possibilities that the two may 

be related and that in them the outline of a greater plan to ensure Oda succession is potentially 

legible. In such a plan, Nobunaga likely  foresaw “retiring” at Azuchi so that he might let 

Nobutada test the reigns of leadership while he work the levers of power behind the scenes. 

Presumably, the octagonal floor was part of the groundwork for this plan and was meant to 

clarify such a transition as partially based on an Ashikaga model. Following, as Nobunaga’s 

plans may be seen as a possible inspiration for Hideyoshi and Ieyasu’s various memorialization 

efforts, it can be further speculated that Nobunaga’s designs at Azuchi were more ambitious and 

complex than those of the Ashikaga.

 While these points are persuasive enough to make it seem more than likely  that the fifth 

floor was conceived, at least in some part, with Nobunaga’s memorialization and legacy  in mind, 

the case that the keep was specifically or singularly dedicated to this purpose is not clear cut. 

Indeed, if Azuchi was developed in the mold of either of its predecessors, the implications are 

potentially staggering. Kinkakuji and Ginkakuji were both religious in nature prior to Yoshimitsu 

and Yoshimasa’s deaths, but during their respective lifetimes, these temples likewise served as 

elite residences, centers of culture, and, to varying degrees, centers of governance. After these 

figures’ deaths, however, all and any  claim to secular influence halted and the institutions 

evolved into new roles as religious centers. 
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65 (Ōta 1969) p. 205. (Ōta 2011) p. 246.



 Again, the record is too incomplete to make any firm conclusions regarding how Azuchi 

might have been altered or redeveloped under Nobutada’s supervision, but the pattern of 

transformation from political to religious center established by the Ashikaga and then taken to 

new heights as part of the legacy strategies of Nobunaga’s successors points to the distinct 

possibility of a similar trajectory. In other words, more than just a retirement “castle-villa,” 

Azuchi may have been slated to become Nobunaga’s Toyokuni Shrine or Nikkō Tōshōgū—that 

is, a religious institution dedicated to celebrating the clan patriarch and cultivating the living 

legitimacy  of the patriarch’s descendants through art, architecture, and religio-political ritual. 

Caution is required here as such speculation tests the shaky ground of historical “what-ifs.” 

Nevertheless, in light of Nobunaga’s apparent interest in legacy  preparation and for lack of any 

clear alternatives, it is only in such a transformation that Nobunaga would have had at his 

disposal the architectural infrastructure to develop a posthumous religious institution that might 

compare to his successors. While Nobunaga may have had other designs that are now lost to 
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history, with that which we are left, Azuchi stands out as the only  clear candidate that can serve 

to bridge the gap between the legacy strategies of the Ashikaga, Toyotomi, and Tokugawa.66

Reconciling the Sixth Floor

 As noted above, the two stories of the keep were linked in both their space, distinct 

appearance, and in various overlapping decorative attributes. This union raises an inescapable 

question: if the fifth floor was indeed conceived as part  of a plan of memorialization and legacy 

creation, how might the sixth floor have served or reflected this function? Several decorative 
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66 While the notion that the fifth floor was slated to become a Nobunaga memorial has its merits, the 
proposition that Azuchi was destined to become a monastery, temple, or cult center for Nobunaga worship  
remains difficult to accept for several reasons (one reason is addressed in footnote 63). First, if such a 
plan did exist, then the expectation is that this plan would have been, like Kinkakuji and Ginkakuji, written 
into the DNA of the complex. The various religious structures, many of which have been lost, that were 
part of these temples original plans have been documented. Broadly speaking they were essentially 
assemblages of shinden-zukuri (寝殿造), Zen temple, and Esoteric Buddhist structures. See (Kawakami 
2002) pp. 340-352, 417-431; (Miyakami 1992); regarding the Esoteric Buddhist elements see (Tomishima 
2001).
% Yet, beyond the fifth floor and the presence of Sōkenji—located, notably, on a distinctly different 
part of Mt. Azuchi and at a fair distance from the tenshu—there exists little evidence to this end. To the 
contrary, the incorporation of Sōkenji within Azuchi points to Nobunaga as working with a standard model 
for elite castle complexes in which there was a cohabitation of secular (i.e. martial, residential, political 
ritual, and administrative) and religious buildings. The practice of early retirement was not uncommon for 
Sengoku warrior elites. An excellent example that is almost exactly contemporaneous is the “retirement” 
of Date Terumune (伊達輝宗, 1544-1585) and installation of his more famous son Date Masamune (伊達
政宗, 1567-1636) as family head in 1584. Presumably, had Nobunaga and Nobutada lived past 1582, a 
similar transition almost certainly would have been forthcoming. (Schweizer 2009) p. 19.
% Second, unlike Yoshimitsu and Yoshimasa and as explained above, Nobunaga’s interest in 
religious matters was limited. Kinkakuji and Ginkakuji were established as part of a long-standing and 
deep commitment to Buddhist practice and as a place for their Ashikaga masters to pursue cultural tastes 
and conduct affairs of state after taking tonsure. Again, although it would not have been surprising for 
Nobunaga to have, like many of his peers, retired to a behind-the-scenes position, it is difficult to imagine 
that the form of that position would have been defined by a similar immersion in Buddhist practice 
(Schweizer 2009) pp. 217-218. In turn, any requirement for an architectural setting to complement this 
practice would have been largely unnecessary. Third, such a transformation of castle home into a temple 
would mean that Nobunaga’s successors both made a stark break from the ‘Nobunaga model.’ Neither 
Hideyoshi nor Ieyasu incorporated their posthumous designs within their own homes, but developed 
external institutions to carry this charge. To be sure, these post-Nobunaga examples were, exactly like 
Nobunaga’s efforts, essentially experiments in legacy creation. Consequently, no one example can be 
singled out as an absolute comparative benchmark. Nevertheless, the divergence between the post-
Nobunaga examples and the configuration contemplated here of an ‘in-tenshu’ mortuary chapel, five 
stories above the ground and on top of Nobunaga’s sleeping quarters, is so great that it is difficult to 
embrace without serious reservations. 



elements may be read as complementary  to the mortuary theme of the fifth floor, as well as 

evocative of Ashikaga precedents. The abundant use of gold on the exterior and interior of the 

sixth floor can be seen as consistent with an established tradition of using gold to capture or 

“reflect” the character of the Western Pure Land of Amida Buddha.67  The association between 

gold and Pure Land is a well established one and derives from the abundant use of light as both 

metaphor and descriptor of this immaculate afterlife in Buddhist texts. Owing to its reflective 

character, gold has long been used to represent and express this luminosity. The link is manifest 

in multiple contexts in Japanese art and architecture including, most famously, the Konjikidō (金

色堂, figure 5.10) of Chūsonji (中尊寺, located in Hiraizumi, Iwate Prefecture) as well as in 

another work by Eitoku that  is often cited as a parallel for his paintings at Azuchi, the sliding-

door paintings of subtemple of Jukōin (聚光院, figure 5.11) of Daitokuji (大徳寺, located in 

Kyoto).68 Significantly, both the Konjikidō and Jukōin are mortuary chapels.

 Further, the multistoried form of the keep  also clearly evoked the aforementioned 

Ashikaga precedents and their respective evolutions into mortuary temples. The signature 

buildings at both Kinkakuji and Ginkakuji are their namesake pavilions, respectively the Golden 

Pavilion (Kinkaku 金閣, figures 5.12) and the Silver Pavilion (Ginkaku 銀閣, figure 5.13). Both 

of these pavilions (kaku 閣) are finely crafted multistoried structures that were inspired by Song 

dynasty models and functioned to both complement and be used for overlooking adjacent 

gardens.69  Both also represent a relatively  rare typology in Japanese architectural history. As a 
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67 (Schweizer 2009) pp. 217-218.

68 Regarding the Konjikidō see (Yiengpruksawan 1998); regarding Jukōin see (Levine 1997). Regarding 
parallels of Jukōin and Azuchi see (Wheelwright 1981b).

69 For general info on the Golden and Silver Pavilions see (Sekino 1979:2) or (Miyakami 1992); for 
English see (Stanley-Baker 2007).



consequence of this rarity and their importance as Ashikaga commissions, the association 

between this building-type and the institution of the Ashikaga shogunate is one that is 

particularly deep. The Azuchi keep’s position on top of a massive building and castle complex 

distinguished it from either of these precedents, but in the exquisite craftsmanship expended on 

it, various shared details such as cusped windows and, and the fact that, by virtue of the divide 

that was the fourth floor, the keep essentially appeared as a pavilion transcending its foundations, 

the parallels are difficult to ignore. On top  of all this, both the Golden and Silver Pavilions were 

originally  designated as relic halls (shariden, 舎利殿) and therefore, by definition, were meant to 

honor the dead. If Nobunaga was indeed intent on following in the Ashikaga’s footsteps in 

making a mortuary temple out of the Azuchi and its tenshu, better structures could not have been 

chosen to convey such an agenda.

 The keep was, however, not just another relic hall. While the decorative attributes and 

their evocations can be seen as complementary to a mortuary theme, the painting program of the 

sixth floor does not. The twenty-nine figures that Gyūichi lists as depicted in this floor—the 

Three Sovereigns, Five Emperors, Ten Accomplished Disciples of Confucius, Four Graybeards 

of Mount Shang, and Seven Sages of the Bamboo Grove—point to a wholly distinct set of 

evocations and messages that are difficult to reconcile with or be seen as complementary to a 

mortuary context. Although they appear to likewise revolve around issues of legitimacy and 

legacy, they  concurrently address a different set of issues of immediate relevance to Nobunaga’s 

living experience: inculcating loyalty and stamping out betrayal.
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 The painting subjects of the sixth floor can be roughly divided into two related groups: 

“Confucian heroes” and “aesthetic recluses.”70 Listed first are the Confucian heroes. The Three 

Sovereigns and Five Emperors represent a famous grouping of legendary sage rulers of ancient 

China.71 Particularly in the Confucian tradition, these figures represent the epitome of sage kings

—enlightened, benevolent rulers who, by way  of their wisdom and righteous actions, brought 

order and prosperity to their kingdoms and were beloved by their subjects. The Ten 

Accomplished Disciples of Confucius, meanwhile, are a common grouping of ten influential 

disciples—notably, not the only disciples—of the late fifth and early six century BCE teacher-

philosopher and founder of the school of thought named after him, Confucius (J: Kōshi 孔子, 

551-479 BCE).72 The second group, the aesthetic recluses, represent popular subjects in sixteenth 

and seventeenth-century Japanese art and are tied to a variety  of associations including, but not 

exclusively, Confucianism and Daoism.73 The Four Graybeards of Mount Shang are a group of 
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70 The category of aesthetic recluses derives “aesthetic reclusion” (suki no tonsei, 好きの遁世) from 
(Tokue 1978), borrowed via (Brown 1997) p. 11.

71 The Three Sovereigns are Fu Xi (伏羲, J: Fukki), Shennong (神農, J: Shinnō), and the Yellow Emperor 
(黄帝, J: Kōtei). The Five Emperors are Shao Hao (少昊, J: Shōkō), Zhuanxu (顓頊, J: Sengyō), Di Ku (帝
嚳(俊), J: Teishun), Yao (堯, J: Gyō), and Shun (舜, J: Shun). The members of these groups vary 
depending on the text referenced. This list derives from the Jilan (『輯覧』) via (Wilkinson 2012) 671. It is 
not clear if the same figures were employed in the program of the sixth floor. See appendix D-2b, AN line 
16 regarding the variant members of these groupings.

72 The Ten Accomplished Disciples of Confucius are ➀ Yan Hui (顏回, courtesy name: Ziyuan [子淵]; J: 
Gankai [Shien]), ➁ Min Sun (閔損, Ziquian [子騫]; J: Bun Son [Shiken]), ➂ Ran Geng (冉耕, Boniu [百牛]; 
J: Zen Kō [Hakugyō]), ➃ Ran Yong (冉雍, Zhonggong [仲弓]; J: Zen Yō [Chūkyū]), ➄ Ran Qiu (冉求, Ziyou 
[子有]; J: Zen Kyū [Shiyū]), ➅ Zhong You (仲由, Zilu [子路 or 季路]; J: Chūyū [Shiro]), ➆ Zai Yu (宰予, Ziwo 
[子我]; J: Sai Yo [Shiga]), ➇ Duanmu Ci (端沐賜, Zigong [子貢]; J: Tanbokushi [Shikō]), ➈ Yan Yan (言偃, 
Ziyou [子游]; J: Gen En [Shiyū]), ➉ Bu Shang (卜商, Zixia [子夏]; J: Bō Shū [Shika]).

73 Brown elaborates on the various meanings evoked by these figures. In China, the Seven Sages 
functioned as symbols of Neo-Daoism, individual freedom, and reflected a flouting of propriety. The Four 
Graybeards reflected the duty of good Confucians to opt out of bad government and serve when good 
government is restored. These meanings were complicated and expanded upon in the Japanese context. 
They are symbols of superior learning, cultural sophistication, communitas, scholarly pastimes, 
appreciation of nature, ritual poverty manifest as elegant rusticity, and evocative of an idealized Chinese 
past (Brown 1997) pp. 19-52.



scholar-officials who fled the despotism of the Qin Dynasty  (秦朝, 221-206 BCE) to live as 

hermits. As the political climate shifted and their talents were again required, they were later 

enticed to return to serve the first Han Emperor.74 The Seven Sages of the Bamboo Grove are a 

group of third-century CE eccentric scholars, writers, and musicians who similarly  retired from 

court to live as hermits and dedicated themselves to intensive self-cultivation through alcohol, 

art, and literary  pursuits.75 As with the Four Graybeards, the Seven Sages were not absolute in 

their reclusiveness, but lived in and out of service as qualified sage kings reappeared. Notably, 

while the Seven Sages are largely associated with reclusion and a rejection of service in the 

Chinese context, their meaning significantly evolved in the Japanese context. They, along with 

the Four Graybeards as be closely associated with non-samurai advisors to warrior elites and 

served as legitimizing forces.76 

 This unique ensemble and its placement within the most privileged location in all of 

Nobunaga’s “kingdom” has been the subject  of multiple interpretations.77 It is generally assumed 
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74 The Four Graybeards or Haos of Mount Shang (literally translated: “the four whites of Mt. Shang”) are  
➀ Dongyuangong (東園公, J: Tōenko), ➁ Qili Ji (綺里季, J: Kiriki), ➂ Jiaoli xiansheng (甪里, J:Rokuri), and 
➃ Xia Huanggong (夏黄, J: Kakoko). In the early years of the Han Dynasty (206 BCE - 220 AD), they 
were persuaded to return to official service by Zhang Liang (張良, 262-189 BCE) to help convince the first 
Han Emperor Gaozu (高祖, 256-195 BCE) of the error of having appointed a son born of a concubine to 
become crown prince. See (Brown 1997) pp. 19-52.

75 The Seven Sages of the Bamboo Grove are ➀ Ji Kang (嵆康, J: Keikō; 223–262), ➁ Liu Ling (劉伶, J: 
Ryūrei; 221-300), ➂ Ruan Ji (阮籍, J: Genseki; 210–263), ➃ Ruan Xian (阮咸, J: Genkan; fl. 3rd century), 
➄ Xiang Xiu (向秀, J: Shōshū; fl. 3rd century), ➅ Wang Rong (王戎, J: Ōshū; 234–305), ➆ Shan Tao (山
濤, J: Santō; 205–283). See (Brown 1997) pp. 19-52.

76 Brown make this case regarding Yoshimitsu at Kinkakuji "patronage of the tonseisha (遁世者, aesthete-
recluse)proved politically efficacious in that the recluse-advisor stood for the rejection of power -- the key 
plank in Confucian theory of the legitimation of power." (Brown 1997) p. 55.

77 Naitō’s interpretation of the program of the sixth floor is, by far, the most famous of these readings. His 
ideas as well as their many problems and shortcomings have been summarized elsewhere. I have 
chosen to not raise them here in hopes of advancing the discourse beyond them. For Naitō’s take see 
(Naitō 2006) 281-313. For summaries see (Takayanagi 1977), (Miyakami March-April 1977); and 
criticisms see (Hyōdō 1991), (Lamers 2000) pp. 128-129.



that manifest in these paintings was a crafted, but not necessarily precise, narrative or 

overarching theme that was jointly chosen and developed by Nobunaga and Eitoku to “elucidate 

the principles of Nobunaga’s claim to ultimate authority.”78  As explained in chapter one, 

Nobunaga was an active and engaged patron, indeed particularly so with Eitoku. Given this, the 

suggestion that he conferred with Eitoku to construct  such a program is easy enough to accept. 

However, for lack of any of the actual paintings, no obvious analogous works to reference, and 

no clear sense of how the figures were rendered—for instance, as part of an extended landscape 

or as a row of individual, full length, three-quarter angle portraits—the extent to which any 

deeper meanings may be discerned is limited.79  Much like the broader readings of the tenshu 

posited above, most readings of the painting program of the sixth floor revolve around finding a 

resonant harmony  between these subjects and, the most widely  accepted raison d’etre of Azuchi: 

bolstering Nobunaga’s claims to political legitimacy. 

 To these ends, the figures have been reduced to several readings. In the broadest sense, 

they  are seen as representatives of Confucianism and, in their position above the Buddhist-

themed fifth floor, as a grand proclamation of the supremacy of Confucianism over Buddhism. 

Similarly, the figures are read as a reflection of Nobunaga’s misgivings towards Buddhist 
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78 (Brown 1997) p. 111.

79 Herein lies an intriguing riddle. Typically the Three Sovereigns and Five Emperors are depicted as 
single individual figures standing in three-quarter angle poses. See for example (Fong and Watt 1996) pp. 
257-259. As this manner of representing figures is also used in a serious of paintings that line the back of 
the Imperial Palace Shishinden (紫宸殿) known as the kenshō shoji (賢聖障子, wisemen screens) these 
are often cited as related to those in the keep. Regarding the kenshō shoji see (Kawamoto, Kawamoto, 
and Miura 1979). Regarding their possible use at Azuchi see (Ōnishi and Shōko 1995) pp. 50-51.
% On the other hand, the Four Graybeards and Seven Sages are typically depicted within a extended 
landscape. For examples see (Brown 1997). Wheelwright’s “visualization” proposes Tsukubusuma Shrine 
(都久夫須麻神社) on Chikubushima (竹生島) as well as theTwenty-four Examples of Filial Piety & Chinese 
Hermits (「二十四孝図」) at Nanzenji (南禅寺), (Wheelwright 1981b) p. 110. 
% Which these two standard modes of depicting these two sets of figures was employed or if the two 
were somehow integrated remains unclear. In the 1992 reconstruction of the keep made for the Seville 
World’s Fair, based on the Naitō model uses the extended landscape (Nihon Keizai Shinbunsha 1993).



institutions and his ambitions to subjugate them. In turn, the paintings are perceived as 

retroactive evidence of an early  interest in Neo-Confucian thought and thereby foreshadow the 

adoption of this ideology as an organizing pillar of Edo period (江戸時代, 1615-1868) society.80 

 Alternatively, the ensemble has been read as generically representative of “Chinese 

antiquity.”81 Being of China and of the ancient past alone held considerable symbolic weight not 

only in Nobunaga’s day, but  from at least as far back as the Nara Period (奈良時代, 710-794). 

More will be said on the image of China during this era below, but suffice it to say  for now that 

in their capacity  as “old” and “continental,” the subjects would have reflected an enlightened and 

educated taste and would have engendered a subtle power dynamic between Nobunaga and both 

the informed and uninformed viewers of the paintings.82  Whether standing amongst them or 

absent, Nobunaga was framed by virtue of an implied agency in their selection and knowledge of 

their stories as part of an elevated, “informed” elite. In this way, the experience of merely seeing 

the paintings reinforced a hierarchical relationship between Nobunaga and those uninitiated. 

Conversely, for those able to read the program, a similar end was achieved: Nobunaga was 

simultaneously  shown as versed in Chinese history, as intimately familiar with the ways and 

responsibilities of sage kings, and as both aware of and accomplished in the personal virtues 
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80 This reading is problematic, but nonetheless is often repeated in the contexts of studies that quickly 
mention Azuchi as they broach related topics. Regarding these problems, see (Ooms 1998) pp. 19-39.

81 This point derives from Brown. Brown’s analysis of the six floor program is inherently flawed as it relies 
on assumptions that Naitō makes (e.g. Nobunaga’s apotheosis, that the Tenshu sashizu accurately plots 
the placement of the subjects depicted in the sixth-floor). Owing to this, direct discussion of Brown is side 
stepped here as it means having to re-litigate issues addressed in previous chapters. This said, Brown’s 
analysis, in its broad strokes, both raises the right questions (why were the Seven Sages and Four 
Graybeards included in such illustrious company?) and, in turn, represents, on of the most coherent, 
broad assessment of how these aesthetic recluses could have served to bolster Nobunaga’s claims to 
legitimacy. They represent the core of the ideas posited in this paragraph (Brown 1997) pp. 111-112.

82 I am combining here Brown’s discussion of these figures as generically of Chinese antiquity and 
Gerhardt’s interpretation of the power dynamics created in the painting program of Nagoya Castle 
(Gerhart 1997) p. 29, (Brown 1997) p. 111.



achieved and exemplified by the aesthetic recluses.83  In sum, in the paintings of this floor 

Nobunaga was, yet again, shown to be supremely qualified as a ruler. 

 Heretofore unexplored is another reading: that the painting program of the sixth floor can 

be understood as actively  promoting the idea that Nobunaga was himself a sage king and, in turn, 

functioning to court the loyalty of subordinates through calculated flattery.84  Such a reading 

derives directly from Nanka’s Azuchiyama-ki. In this text, discussed at length in chapter one, 

Nanka all but states that Nobunaga is a new sage king.85  Amongst the many happenings and 

signs that he uses to imply this point, Nanka notes that under Nobunaga’s reign, 

...city dwellers sing in the markets and the old folk in the countryside delight in the 
fields. Travelers yield on the roads and tillers yield the ridges of their paddies. Even 
the peoples under the Emperors Yao and Shun...would not do this for each other.86 

Implied in this passage is that Nobunaga’s benevolence and magnanimity, core traits of a sage 

king, had trickled down to and ushered in an age of peace and cordiality  amongst the masses. 

The alleged behavior of commoners represents both the product and proof of Nobunaga’s 

righteousness. This passage is particularly noteworthy as it  makes a direct comparison between 
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83 (Brown 1997) pp. 55-59.

84 This interpretation is inspired by (Ōnishi and Shōko 1995) p. 58; (Wheelwright 1981a) pp. 127-129.

85 Although scattered throughout Nanka’s text, the passages that most explicitly point to Nobunaga being 
a sage king appear in the second half of Azuchiyama-ki (see appendix B for full translation). Of these, 
one stands out as likewise overlapping with other referents in Nobunaga’s biography: “If not now, when 
would the phoenix manifest as a good omen and the kirin appear as an auspicious sign?” The animals 
mentioned here, according to classical Chinese texts, only appear when sage kings emerge. (Numata 
1968) 768-767. Nobunaga employed as early as 1565 a personal seal that took the shape of a kirin. Also, 
phoenixes are listed amongst the paintings in Gyūichi’s tenshu description (see appendix D-2a, AN line 
40). These two examples are significant in that they reveal the suggestion of Nobunaga as sage king was 
not limited to Azuchiyama-ki and the sixth floor painting program but, rather, the idea was part of a 
broader narrative that was repeated and the product of a concerted effort.

86 See appendix B for full translation.



Nobunaga and the Emperors Yao and Shun, two of the Five Emperors. The repeated mentioning 

of these figures represents a rare point of overlap in the tenshu description and Azuchiyama-ki.87 

Worth recalling is the discussion in chapter one that both texts were very likely commissioned by 

Nobunaga. While it is impossible to prove that the overlap is the product of a direct command 

from Nobunaga, it is well within reason to think that the subjects held a certain appeal or 

resonance. In turn, it can be assumed that Eitoku and Nanka’s incorporation of these figures was 

not random or arbitrary  but reflected a desire to compliment this interest and please their patron. 

Consequently, the overlap merits both special notice and, more importantly, can be relied on as a 

pillar around which the paintings of the sixth floor can be interpreted. 

  Following Nanka’s lead, Nobunaga is linked and identified within the context of the 

sixth floor with the sage kings of the Three Sovereigns and Five Emperors. By  implication, his 

retainers, vassals, and advisors were thus cast as the aesthetic recluses and Confucian disciples. 

Like the Four Graybeards and the Seven Sages, Nobunaga’s subordinates had been compelled by 

an age of corruption, despotism, and conflict to retreat into their own “hermitages” and “self-

cultivating interests.” Yet by acknowledging Nobunaga as a sage king, they  were restored to 

officialdom, legitimized in their sacrifices and actions, as well as elevated, again following 

Nanka’s lead, to levels surpassing those figures of ancient Chinese past. Alternatively, these 

subordinates were like the Accomplished Disciples, first adherents to a new order and as such 

virtuous advocates of a new, ordered golden age. 

 The parallels here are not exact, but are striking in their self-congratulatory and, indeed, 

manipulative character. Implied by the juxtaposition of the subjects of the sixth floor and the 
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87 Another point of overlap is the mention of the Xian & Xiang rivers. See Appendix D-2a, AN line 76, PAT 
lines 19, 113. There is also a mention of a phoenix in both texts, see footnote 94. 



ever-present knowledge of Nobunaga’s dominion over the space of the tenshu is a key 

relationship  celebrated in Confucian thought of ruler and advisor. The ruler requires the approval 

of select, enlightened subjects to be acknowledged as a sage king. Indeed, he can be recognized 

as a sage king in part because he is endowed with the uncanny ability to identify these 

individuals. Conversely, these select  subjects require a sage king to lend their approval to (or, for 

that matter, a despotic king to reject) to have their genius recognized as more than just eccentric, 

but epoch-making. This recasting of hierarchical relationships as symbiotic was not invented by 

Nobunaga, nor is it original to Japan. This distance, however, is precisely that which infused into 

these subjects substantial meaning. The old age of these figures served to elevate the individual 

viewer onto the level of the historical. By means of these various evocations, the images may be 

seen as having been supremely flattering to those who supported Nobunaga and, more so, to 

Nobunaga himself. The viewer, presumably  an elite vassal, retainer, or advisor to Nobunaga, was 

encouraged identify with the wise men of previous ages. In accepting this flattery, he was given 

cause to feel justified for his decision to support Nobunaga as evidence of his own genius, part  of 

a greater historical trend, and, on top  of all this, contributing to a greater good. Moreover, he was 

reassured that pursuing his own personal cultivation (or selfish political interests) was beneath 

consideration. In this way, the painting program served to flatter, reassure, and coax the viewer to 

graciously accepting their position as Nobunaga’s subordinate. 

 This reading of the painting program of the sixth floor is particularly appealing both as it 

is echoed in other parts of the tenshu and, more significantly, speaks to a topic of supreme 

relevance to both Nobunaga and his contemporaries: betrayal. Regarding the former point, the 

relationships of sage king and noble advisors legible within the sixth floor represent one of only 
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a very  few themes repeated on multiple floors of the tenshu.88  The clearest example of this 

repetition is a chamber in the third floor of the tenshu in which two classical Chinese figures, Xu 

You and Chao Fu, were depicted.89 These figures are the protagonists in a famous Confucian 

parable in which Xu You, a loyal and selfless advisor, was asked by Emperor Yao—again, the 

same Yao of the Five Emperors grouping—if Xu You would assume the throne so that Yao might 

retire. Appalled, Xu You fled and washed his ears to cleanse them of the offensive taint of the 

offer. The story  continues that Chao Fu, another virtuous advisor, saw Yao’s proposition as so 

toxic that he would not permit his ox to drink downstream from Xu You’s rinsing. This subject is 

one that Eitoku later revisited in a pair of hanging scrolls now owned by the Tokyo National 

Museum (figure 5.14). Xu You is depicted in the right  scroll washing his ears at a waterfall. Chao 

Fu leading his ox away from the river is depicted in the left scroll. The story is essentially a 

celebration of both Xu You and Chao Fu’s unimpeachable integrity  in the face of a rare show of 

weakness in Yao’s leadership. More than just praising the example of these two figures for 

respecting the status quo, the tale is striking for its sophisticated use of humor to undercut 

subversion. Chao Fu is held up as an exemplar of fidelity, but, by any measure, his actions are 

extreme and can be seen as ridiculous. The smile that he and his ox inspire candy-coat an 

unequivocal, pro-establishment message: the mere suggestion of reversing the “proper” 

hierarchical order of lord and subject, even if explicitly requested by  the lord, is below that of 

even an animal’s consumption.90 
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88 Other themes include birds and flowers (see appendix D-2a, AN lines 54, 75) and the Eight Immortals 
(see appendix D-2a, AN lines 59, 63).

89 See appendix D-2a AN lines 42-43, PAT lines 85-86.

90 The story of Xu You and Chao Fi have alternative readings in the Japanese and Chinese contexts. 
None, however, seem applicable to Nobunaga’s circumstances. See (Brown 1997) pp. 29-30, 37, 48, 173.



 Xu You and Chao Fu are not the only examples of the ruler and advisor theme being 

evoked. Another painting of a noble advisor of Chinese past, Chuan Shuo, may be found on the 

second floor.91  Chuan Shuo was a laborer picked from obscurity after King Wu Ding (武丁, 

reigned 1250-1192 BCE) saw him in a dream. Two other rooms within the tenshu are listed by 

Gyūichi, respectively in the first floor and second floor, as containing “Confucian scholars” and 

“Chinese sages.”92 Given the repetition of the theme of sage king and virtuous advisor, it is not 

unreasonable to assume similar themes and narratives were evoked in the choice of individual 

subjects rendered in these chambers. 

 Worth also noting is that each of the named figures―Xu You, Chao Fu, Chuan 

Shuo―were not depicted in isolation, but were situated adjacent to painting subjects that directly 

evoked the presence of a sage-king.93 Next to the chamber in which Xu You and Chao Fu were 

depicted was a chamber containing a painting of a phoenix in a paulownia tree.94 In both China 

and Japan, the phoenix represents an omen of sage rule. On those rare occasions where the 

political landscape is right and these birds appear, they roost and feed on paulownia trees. 

Similarly, adjacent to the chamber in which Chuan Shuo was depicted, Gyūichi reports that there 

was a painting of the Queen Mother of the West. The Queen Mother of the West is a Daoist 
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91 There is some uncertainty whether Chuan Shuo is the figure depicted. Regarding this issue, see 
appendix D-2b AN 65.

92 See appendix D-2a, AN line 84, PAT line 29; AN line 59, PAT line 57. 

93 Intriguingly, a dynamic similar to that of the sixth floor and Xu You-Chao Fu/Phoenix rooms can be 
discerned here. The ‘chamber of Confucian scholars’ (AN line 84, PAT line 29) is noted as located on the 
first floor next to a chamber that is widely assumed to have been an audience chamber for Nobunaga. 
The decorative program of the audience chamber is that birds and flowers steeped in gold. While not 
directly evocative of a sage king, this motif is evocative can be seen as referencing the Buddhist Western 
Pure Land and, by implication, represents a sort of heaven on earth. This evocation of heaven on earth is 
roughly analogous with the paradise caused by the enlightened rule of a sage king. The juxtaposition of 
the rooms may well have encouraged the same dynamic.

94 See appendix D-2a, AN line 40, PAT line 83



figure who is most often associated with immortality, but is also known for her interceding in 

human affairs including the advising and protecting of sage kings.95 This juxtaposition both of 

the phoenix and the Xu You-Chao Fu story as well as the Queen Mother of the West and Chuan 

Shuo reflects an almost identical dynamic as found within the sixth floor. While the exact 

relationship  of the paintings is unknowable in each case, the fact is that the proximity of the 

rooms make it both possible that the paintings were viewed in succession or in conjunction. The 

viewer thus was expressly reminded of Nobunaga’s “sage-kingliness” via the phoenix, the Queen 

Mother of the West, or the Three Sovereigns-Five Emperor set. In turn, the viewer met with 

figures known for their service with whom they  were able to identify: the Four Graybeards, 

Seven Sages, Xu You, Chao Fu, or Chuan Shuo. Given also how largely Emperor Yao looms in 

the Xu-Yu-Chao Fu story and the fact that the two most famous charges of the Queen Mother of 

the West―namely, the Yellow Emperor, one of the Three Sovereigns (and, depending of the text 

consulted, occasionally  listed as one of the Five Emperors), and Emperor Shun, one of the Five 

Emperors―also appear in the keep, the web of connections between the ancient sage kings, 

noble advisors, and Nobunaga is hard to miss.96

 The extent to which these paintings were capable of making viewers identify  with their 

subjects, whether they were effective as didactic images, and whether they  were intentionally 

repeated to support a single point  are all debatable. That such a message was relevant and was 

worth conveying is not. In their promotion of the importance and benefits of hierarchical order 

and respect of superiors, these paintings may be seen as a direct argument against the social 

phenomenon known as gekokujō (下剋上). Literally translated, gekokujō equates to “the low 
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96 (Cahill 1993) p. 108-119.



victorious over the high.” The term refers to a pattern of behavior commonly  repeated during the 

Sengoku period (戦国時代, 1467-1573) of vassals (i.e. “the low”) rejecting the merits of old 

hierarchical relationships and usurping (i.e. being “victorious”) their lords (i.e. “the high”) by 

means of both violent rebellion and surreptitious plotting. While there exist numerous examples 

of gekokujō, one example alone merits mention here: Nobunaga’s end. Nobunaga’s assassination 

at the hands of his esteemed vassal Akechi Mitsuhide (明智光秀, 1528-1582) in 1582 is 

arguably the ultimate example of this practice.97  Moreover, it speaks precisely to the fact that 

despite Nobunaga’s military prowess, refinement, cultural capital, and seeming invincibility, he 

had good reason to focus on this looming Achilles heel entrenched in the culture of his time. The 

painting program of the tenshu, and the sixth floor in particular, is remarkable in that it appears 

to be a calculated effort to directly address this weakness. In this space, past examples of order 

that might be a model for the present day were evoked in hopes that they might become 

normalized. In other words, in these paintings of the sixth floor, the promise of a new order 

(albeit based on classical models) and a symbiotic mutual respect between ruler and subject  was 

being forwarded. This new message was employed, I contend, in the direct hope that it might 

undermine the appeal and efficacy  of gekokujō and relegate it as an unconscionable, unthinkable, 

and unacceptable act. 

 We will shortly return to the ideological constructs that both made gekokujō a serious 

threat and the strategies employed by Nobunaga to neutralize its potency and bolster his own 

claims to legitimacy. Before this, however, it is essential to first  return to the main point of this 
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section. While it is possible to seen multiple meanings in the painting program of the sixth floor, 

the extent to which the subjects depicted therein may be seen as complementary or functioning in 

concert with the mortuary theme of the fifth floor is limited. Herein lies the crux of the matter. 

Although the keep was, in its form, decoration, and positioning, a largely unified structure, the 

meanings legible in its architecture and painting programs appear to be on parallel tracks. 

 On the one hand, the fifth floor appears to have been conceived with the future goal of 

memorializing Nobunaga and securing Nobutada’s succession. On the other hand, the sixth floor 

appears to have been conceived to promote the propagandistic idea of Nobunaga as a sage king 

and further inculcate his subjects with ideas of hierarchy and mutual self-interest. To be sure, it  is 

possible to end the discussion here. The parallel themes embedded in the two floors are not 

mutually  exclusive. Indeed, the core meanings of both floors serve the end goals of cultivating 

legitimacy  and celebrating Nobunaga. Moreover, as evidenced by the abundant use of gold and 

the clear evocation of Ashikaga precedents in the architecture, it is possible to read into the forms 

a degree of overlap in the themes and forms employed. Additional thematic connections, such as 

the hierarchal nature of the theme of Shakamuni and the Ten Disciples and the importance of 

ancestor worship  in Confucianism are also discernible as additional areas of overlap. However, 

while the argument can be made that  the ideological, architectural, and decorative programs of 

the keep are ‘united enough,’ there is good reason to be unsatisfied. 

 Beyond just the strained character of the areas of overlaps, several points remain 

conspicuously  unresolved. Perhaps most important is the question of the fifth floor’s function in 

a post-Nobunaga Azuchi. The gap between the shared and divergent attributes of this floor with 

its predecessors and successors in and of itself points to the existence of a greater, unknown 
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design inherent to the keep. There is also the lack of a satisfying reading for the Ten 

Accomplished Disciples of Confucius within the program of the sixth floor. While these figures 

can be written off as generically “old,” “Chinese,” “Confucian,” representative of hierarchy, or, 

as posited above, exemplar disciples for a new age, their appearance still stands out. Not only are 

they  slightly outside of the mold of the sage king-virtuous advisor dynamic described above, 

their presence makes sense only through the application of the broadest  possible readings of the 

keep. These figures are rare subjects in Japanese art and, consequently, their inclusion suggests, 

again, that their presence is not arbitrary. 

 On top of this, there is the simple fact  that the keep was not hidden away, but again the 

most visible part of Azuchi. Its prominence does not necessarily mean that its meanings needed 

to be or should have been immediately clear to all who gaze upon it. As argued above, creating a 

dichotomy between informed and uninformed viewers was an effective tool to, respectively, 

heighten feelings of superiority and evoke a sense of insecurity. However, given Nobunaga’s 

proclivity  to show off Azuchi to subjects of all classes and ranks, it  seems odd and even 

contradictory that this prominent beacon would possess such obtuse meanings. By themselves, 

these doubts can be seen as products of a limited primary record and negligible, but there is one 

more dimension to Azuchi previously only partially touched upon that reveals the keep  as almost 

certainly meant to work in concert to very specific ends.

IV. The Keep As A Functional Expression of Ashikaga Legacy

 Although the architectural and painting programs of the two stories of the Azuchi tenshu 

keep  point to two distinct but parallel readings, there is one common thread, regularly revisited 
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in the above discussion, that can be seen as linking them: Ashikaga precedent. Many of the 

connections between the keep and the Golden and Silver Pavilions raised above are rooted in 

speculation, but these shaky grounds need not be tested to see that the overall form of the keep 

was either inspired by  or, at the very least, invited comparison to these structures. At the risk of 

being repetitive, the Golden and Silver Pavilions and the keep each represent the crowning 

architectural jewel of their respective institutions. Each was essentially a multistoried, finely 

decorated pavilion and hosted one or multiple spaces dedicated to Buddhist practice. Moreover, 

each possesses elements of the Zen mode of architectural style. For lack of a precise 

understanding of the keep, it is difficult  to pin down exactly what this stylistic overlap might 

have been, but there are several formal resemblances that can be immediately  cited: a top floor 

that is three-by-three bays that was either certainly  (as in the case of the Golden and Silver 

Pavilions) or very likely decorated (as in the case of the keep), with cusped windows and a 

veranda. Previously unmentioned is perhaps the most glaring similarity. Both the sixth floor of 

the keep and the two top  stories of the Golden Pavilion were completely  covered in gold.98 As 

pointed out already, if Nobunaga was indeed intent on highlighting a connection between himself 

and the Ashikaga, few architectural types and design elements could have more clearly 

articulated such an agenda. I contend that these similarities were deliberately  cultivated to a 

specific end. They represent part  of a calibrated response to the exile of the fifteenth shogun, 

Ashikaga Yoshiaki (足利義昭, 1537-1597) and the subsequent dissolution of the Ashikaga 
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98 Although it is now covered in gold leaf, the Golden Pavilion may well have originally been painted gold. 
In Ashikaga jiranki 「足利治乱記」 (“Record of the Political Disturbances of the Ashikaga,” dates unknown), 
it is written that “the people from Kyoto render homage to it calling it the ‘Golden Pavilion’ because it is 
completely coated with gold paint” 「金泥ヲ以テ悉クタミタレハ、京童トモ是レヲ金閣トソ申奉ル」. Translation 
from (Schweizer 2009) p. 192, quoted after (Sekino 1979:2) p. 23. Also worth noting is that the pavilion 
also went through various stages of disrepair and lost its golden exterior. See (Okudaira 1998).



shogunate. More specifically, they served to frame Nobunaga as the obvious successor to the 

Ashikaga. In turn, the keep represents one of the most outward manifestations of a broader effort 

to replicate a set of cultural policies that had previously  secured Ashikaga hegemony. This 

Ashikaga model does not resolve the issues outlined above or lay bare any sort  of unifying 

framework that can be used to fully  account for the distinct, parallel architectural and painting 

programs of the keep. It does, however, provide a critical foothold to understanding the various 

political dynamics and ideological foundations that do.

 To appreciate the motivations and, more importantly, the implications behind this use of 

architectural and decorative allusion, it is necessary to take a step  back and explore the 

relationship  between Nobunaga, the Ashikaga, the imperial court, and the political context in 

which the design of the keep was conceived. Nobunaga’s relationship with Yoshiaki was both 

one of the most important and tumultuous in Nobunaga’s long career.99 Nobunaga initially allied 

himself with and used his armies to install this final Ashikaga shogun in the capital in 1568. To 

this end, Yoshiaki served a specific purpose. Nobunaga had been born of provincial warrior elite 

stock and not of the traditional governing centers of capital, court, or shogunate. As a result, 

Nobunaga lacked the pedigree that  might justify his seizure of the capital as well as the 

unprecedented martial might and territorial holdings that he had accumulated. In contrast, 

Yoshiaki, in his capacity as the living embodiment of the Ashikaga shogunate, represented a last 

vestige of an old order that had existed before the outbreak of civil war in the late fifteenth 

century. Consequently, he and the institution he represented possessed significant symbolic 

power both as a legitimizing force and as a potential rallying beacon around which the ends to 
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civil war could be both envisioned and structured.100  With Yoshiaki at his side, Nobunaga’s 

seizure and occupation of the capital was distinguished from those of previous waves of warriors 

as righteous and pointed to the beginning of a restoration of the old order that had been long lost. 

However, Nobunaga’s alliance with Yoshiaki was short-lived. In response to Yoshiaki’s attempts 

to form a coalition that could serve to free him from Nobunaga’s oversight and control, 

Nobunaga briefly went  to war with and subsequently  exiled Yoshiaki in the summer of 1573. In 

doing so, Nobunaga collapsed the prestigious, roughly 250 year-old cultural and political pillar 

that was the Ashikaga shogunate. 

 This sudden dissolution had significant implications. As just outlined, prior to 1573 

Nobunaga had made himself the champion of the old order of the shogunate. In turn, he had also 

assumed the role as sponsor and protector of the institution that  bestowed and thereby infused 

meaning into the title of “shogun”—the other long-standing source of political legitimacy  in 

Japanese political life, the imperial throne. In his capacity as the nominal defender of these two 

pillars of state, Nobunaga had been able to largely count on these institutions to back and 

legitimize his actions and standing. However, after Yoshiaki’s removal and for some time before 

it, Nobunaga was not able to count on the shogunate as a bulwark and advocate that might frame 

him as in line with an established, known order. To the contrary, in the various communications 

that he had with Nobunaga’s rivals, it appears that Yoshiaki was leveraging his position to find 

one of maximum influence.101 For its part, the imperial court still backed Nobunaga by offering 

titles, congratulations, and other acknowledgements, but it too was vying for position and never a 
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wholly reliable ally.102 Thus, in his disposal of Yoshiaki, Nobunaga created vulnerabilities on two 

fronts. First, he ceded the grounds that had allowed him to take the capital and, at least 

temporarily, put them up for the taking. In other words, Yoshiaki’s backing remained a potent 

weapon that could serve to legitimate a rival warrior clan head’s efforts to unseat Nobunaga or 

serve as justification for an act of gekokujō.103  Notably, Nobunaga’s decision to not execute 

Yoshiaki is a direct reflection of the need to contain this threat. The living Yoshiaki could be 

monitored and contained, but if he was disrespected by the act of assassination and made a 

martyr, then the righteous title of Ashikaga avenger could be claimed by almost anyone. Second, 

for lack of an alternative institutional backer, Nobunaga was largely  dependent on the imperial 

court. Thanks to Nobunaga’s extensive efforts to ingratiate himself to the court, the threat that the 

court posed was not an immediate one. It did, however, require eventual address. A sudden 

betrayal by imperial hands had the potential to severely undermine Nobunaga’s authority and, in 

turn, strip him of a critical institutional pretext to rule.

 Following a remarkable string of military victories between 1574 and 1575, Nobunaga 

was granted a wide window of opportunity  to respond to these challenges.104 His approach was 

multifaceted and drew on a number of seeds planted long before his seizure of the capital. For 

the moment, only one merits special attention: Nobunaga’s campaign to frame himself as both 

successor to the Ashikaga and equal or greater to the greatest of their ranks. The construction of 
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102 Regarding the complex dance between Nobunaga and the imperial court see (Hashimoto 2002),
(Imatani 2002). In English see (Butler 2002), (Lamers 2000).

103 This opening was eventually exploited by Yoshiaki as he rallied an impressively diverse coalition of 
allies to fight against Nobunaga. (Lamers 2000) pp. 149-150.

104 In these years Nobunaga subjugated the True Pure Land sect (the Ikkō ikki, 一向一揆) stronghold in 
Ise province (伊勢国), decimated the Takeda clan (武田家) at the Battle of Nagashino (長篠合戦), and 
This string of victories is discussed at length in (Lamers 2000) 101-121.



Azuchi, begun in 1576 and presumably  conceived and planned out in the preceding years, 

represents one critical cornerstone of this effort. It is, however, only  in the aggregate and in light 

of a list of actions that it can be properly understood as such.

 Nobunaga’s ambitions to make himself the heir to the Ashikaga are made clear in an 

episode known as the “Ranjatai Incident” (蘭奢待事件). Ranjatai (蘭奢待, figure 5.15) is a 

famed perfume-wood that was imported to Japan in the eighth century  and that remains today in 

the imperial storehouse Shōsoin (正倉院) at  Tōdaiji (東大寺) in Nara.105 In the spring of 1574—

only several months after Yoshiaki’s exile—Nobunaga dispatched messengers to Tōdaiji to 

request to see and be granted a piece of Ranjatai. The request was unusual, as protocol dictated 

that the doors of the Shōsoin were only  to be opened during prescribed shogunal visits. Not only 

was Nobunaga not a shogun, there was no standing shogun that might assist him. The monks’ 

eventual compliance under both threat of attack and promise of rewards, Nobunaga’s receipt of 

Ranjatai, and the implications of this act are concisely captured by Gyūichi in The Chronicle:

The imperial treasure house [Shōsoin] was opened at the Hour of the Dragon on the 28th 
Day of the Third Month…[Ranjatai] was immediately carried to Tamon[yama Castle], 
where it was submitted to Nobunaga’s inspection on a stage in the Room for Shogunal 
Visits. In keeping with proper ritual, Nobunaga had one sun eight bu [5.4 cm piece] cut off 
for himself and for the Horse Guards in his company…There had been many people from 
the shogunal house who had desired [the same] since Lord Higashiyama [Ashikaga 
Yoshimasa] had been granted it  years ago, but they had failed, as it was no ordinary 
matter.106
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105 Regarding Ranjatai and its history see (Nara Kokuritsu Hakubutsukan 2011) pp. 32-33, (Yoneda and 
Sugimoto 2009) pp. 348-351, and (Yoneda 3/2000).

106 「三月廿八日、辰剋御蔵開き候訖。彼名香長六尺の長持に納これあり。則、多門へ持参致し、御成の間舞台
において御目に懸け、本法に任せ、一寸八分切捕らせられ、御供の御馬廻　・・・　一年東山殿召置かせられ候て
己来、将軍家御望の旁数多これありといへども、唯ならぬ事に候間相叶はず。仏天の加護ありて、三国隠れなき
御名物食置かせられ、本朝において御名誉御面目の次第、何事かこれに加かん。」 (Ōta 1969) pp. 167-168. 
Translation from (Lamers 2000) p. 107; alternative translation can be found in (Ōta 2011) pp. 206-207.



In this passage, Gyūichi traces the process by which Ranjatai was taken from the Shōsoin to 

Nobunaga, who had several pieces cut  from it. More than just providing a journalistic account, 

however, Gyūichi implicitly  and explicitly repeats a clear message: Nobunaga was, in all but 

name, assuming the role of an Ashikaga shogun.107  Implied in the account is the fact that  the 

opening of the doors of the Shōsoin was normally reserved for shogunal visits. Gyūichi goes on 

to explain that Nobunaga viewed Ranjatai in a room reserved for shoguns and that he received 

Ranjatai in accordance with “proper ritual”—this is to say, he studiously followed in the 

footsteps of those before him with the express purpose of being seen as a rightful successor.108 

Gyūichi concludes by directly naming Nobunaga’s actions as comparable to those of Yoshimasa. 

These final comments are especially important as they serve to elevate Nobunaga to even greater 

heights. As Gyūichi notes, Yoshimasa was the last Ashikaga shogun to receive a piece of 

Ranjatai. Gyūichi only  hints at, however, the exclusive nature of the club Nobunaga was joining. 

Of the fifteen Ashikaga shoguns, only  Yoshimasa, Yoshimitsu, and Ashikaga Yoshinori (足利義

教, 1394-1441) had been permitted to receive Ranjatai.109  Despite a lack of titles, comparable 

pedigree, precedent, and without resorting to violence, Nobunaga had carried out an action that 

only the most distinguished of the Ashikaga ranks had been able to realize.  
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107 As usual with Gyūichi’s writings, the account is steeped in praise for Nobunaga and, consequently, 
some skepticism regarding the manner in which he frames the event is merited. Fortunately, alternative 
contemporary sources, including an account left by the Tōdaiji monks who handled the request, exist that 
corroborate Gyūichi’s words as both correct in the specifics and in the manner in which Nobunaga’s 
actions were broadly perceived. (Lamers 2000) pp. 107-108.

108 (Lamers 2000) pp. 109-109.

109 A piece of Ranjatai was also taken by the daimyo Toki Yoritake (土岐頼武, 1498?-1547?) in 1535. This 
fact directly contradicts Gyūichi’s statement. The oversight may well have been intentional as the link 
between the Ashikaga and Nobunaga is made all the more explicit if Yoritake is ignored. Worth also noting 
is that Nobunaga cut his piece immediately adjacent from where Yoshimasa had cut piece, an act that 
would have encouraged further comparion. Slips of paper remain with Ranjatai that identify the locations 
of their cuts. (Yoneda and Sugimoto 2009) pp. 348-351.



 The Ranjatai Incident is of special significance in that it represents Nobunaga’s most 

specific and explicit attempt to emulate the Ashikaga, but it was not an isolated act. Nobunaga 

also took on the Ashikaga mantle in other ways, including his assumption of the role of premier 

patron of the arts and cultural trendsetter. Although their standing and finances had been in 

decline for generations, since the late fourteenth century, the Ashikaga had maintained their role 

as active patrons of the arts and, in turn, held considerable influence over the cultural output of 

the capital. Nobunaga was not the first to attempt to take over this role, but he was the first with 

the means to allow him to fully supplant them. After his seizure of the capital, Nobunaga came to 

hire virtually  every  carpenter, artisan, and artist in the region for his various commissions and 

building efforts, including the refurbishment of the Imperial Palace, the construction of Nijō 

Castle, a personal estate in the capital, as well as Azuchi.110 Further, as was discussed in the 

previous chapter, Nobunaga created in 1573—again, right  around the time of Yoshiaki’s exile—

the artisanal competition for the distinction of “number one in the realm” (tenka ichi no gō, 天下

一の号) to celebrate superior work in each category  of craft.111 The awards were determined by 

peer review, but in his capacity as the creator and sponsor of the contest, Nobunaga almost 

certainly loomed over these decisions. In this way, Nobunaga inserted himself into the lives of 

artisans and artists not only as a patron but also as an arbiter in a new system of ranking and as 

an inescapable pole by which artists and artisans would measure all other patrons and 

commissions. On top of all this, Nobunaga’s obsessive collecting of valuable cultural objects for 
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110 The refurbishment is described in (Ōta 1969) p. 96, (Ōta 2011) p 132; the construction of Nijō castle is 
described in (Ōta 1969) p. 96, (Ōta 2011) pp. 133-132, see also (Takahashi and Stavros 2003) pp. 51-61; 
the personal estate is mentioned in (Ōta 1969) p. 132, (Ōta 2011) pp. 168-169; regarding the construction 
of Azuchi see Appendix D-1a.

111 Regarding the “number one in the realm” designation see (Naitō 1997) pp. 49-50, (Kuwada 1956); 
(Kuwada 1961).



tea events, often seizing them from owners, can be likewise seen as an attempt to emulate the 

Ashikaga.112 While it  is unclear whether each of these various actions was just  the byproduct of 

practical needs and personal whims, their cumulative effect nevertheless came to the same end. 

Each of his commissions, as well as his unrivaled collection of tea objects and instruments, 

essentially  served to frame Nobunaga as the indisputable heir to the former Ashikaga position of 

top patron and cultural leader. In assuming this position, Nobunaga was co-opting the legacy and 

history of the Ashikaga and refashioning culture to become his own legitimizing pillar. 

 It is in light of these various actions that Azuchi may be understood as part of this larger 

campaign to frame Nobunaga as the successor to the Ashikaga. Significantly, there is evidence 

beyond the formal resemblance between the keep and the Ashikaga pavilions that speaks directly 

to this point: Nobunaga’s apparent designs to host the emperor at Azuchi. Such an event, called 

an “Imperial Progression” or “Imperial Visitation” (gyōkō, 行幸), was a relatively rare practice 

that originated during the Heian period in which a standing emperor would journey  to and be 

celebrated over the course of several days at the home of one of his esteemed subjects.113 Such a 

visit never occurred at  Azuchi and debate exists over the extent to which such an event might 

have informed the layout or design of Azuchi’s buildings.114  Nevertheless, the mentions of 
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112 For a discussion of Nobunaga’s collecting and its implications see (Takemoto 2006) pp. 121-189. 
Examples of Nobunaga seizing cultural properties are scattered throughout The Chronicle, see for 
example (Ōta 1969) pp. 96-97, (Ōta 2011) p 132.

113 For a detailed discussion of the form, character, and history of Imperial Visitations see (Kawamoto 
2010).

114 Besides the indirect references to Imperial Visitation scattered in The Chronicle (see appendix D-1), 
there is one other important source. The daughter of the courtier Yamashina Tokitsugu (山科言継, 
1507-1579), Amicha (阿茶, dates unknown) mentions in a letter that Nobunaga was planning to hold the 
Imperial Visitation. (Hashimoto 2002) pp. 262-279.
% Although Hashimoto makes a convincing case for Nobunaga having had a plan for Imperial Visitation, 
Kawamoto has pointed out that the infrastructure for such an event was woefully inadequate and that, it is 
more likely that the “Imperial Visitation Chamber” mentioned by Gyūichi should be seen as a symbolic 
seat left for the Emperor. (Kawamoto 2010).



Imperial Visitation in the primary record are clear enough that it can be assumed that Nobunaga 

had some plan in motion to either actually host the emperor or honor a proxy of him at Azuchi. 

Had these designs come to fruition, this act alone would have cemented Nobunaga’s place as the 

“next Ashikaga” arguably  more than any other. The immediate precedents for such visitation 

include two occasions at the Muromachi Shogunal Palace (室町殿) hosted by Yoshimasa in 1481 

and by Yoshinori in 1437, as well as one occasion at  Kinkakuji hosted by  Yoshimitsu in 1408. 

These names should be immediately familiar, as they are the same group that had been granted 

access to Ranjatai. Thus, exactly like his coup  at the Shōsoin, Nobunaga at Azuchi and in his 

designs for Imperial Visitation appear to have been yet again positioning himself as part of a 

greater Ashikaga legacy.

 This parallel between Ashikaga precedents and Azuchi raises the possibility  of yet 

another significant act of apparent Ashikaga emulation that relates directly  back to the keep. 

Touched upon in the previous section was the suggestion that Azuchi was conceived in the mold 

of Kinkakuji and Ginkakuji. Although the trajectory that such a supposition implied was rejected 

above, this does not mean that  some influence was not still felt. Indeed, given both Nobunaga’s 

various attempts to emulate his Ashikaga predecessors outlined here and the formal similarities 

between the keep and the pavilions, there is good reason to assume that an association was not 

only embedded in the form of the keep, but actively encouraged. 

 This encouragement may  be seen in the manner in which the keep and the name of the 

site functioned in concert to evoke Ashikaga precedent. The name “Azuchi” derives directly 
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from the mountain that Nobunaga’s castle sat upon, namely Mt. Azuchi (Azuchiyama 安土山).115 

The shortened version “Azuchi” (Azuchi 安土) or the full “Azuchiyama” were used almost 

exclusively  during Nobunaga’s day and it was only after Hideyoshi’s building campaigns in the 

1580s and 1590s that the current standard term “Azuchi Castle” (Azuchi-jō 安土城) came into 

common use. Owing to this post-1582 name change, it  has been largely unremarked that the 

name choice of “Azuchi” or “Azuchiyama” stands out as atypical for its time.116  Part of the 

name’s unusual character is a consequence of the fact that  Nobunaga did not rename the location 

after taking up residence there as he had done at Gifu. This is a key point and will be addressed 

at greater length below. For our immediate purposes here, however, what  is most significant and 

unusual about the Azuchiyama name is that Nobunaga’s Mt. Azuchi home is almost never 

referred to as “Azuchiyama Castle” or paired down to “Azuchi Castle” in existing contemporary 

records.  Indeed, in those cases where a building type is mentioned, castle is expressly rejected. 

One intriguing example of this comes from Emperor Ōgimachi (正親町天皇, 1517-1593) who, 

after having seen Nobunaga’s mountain home depicted in the Azuchiyama screens, saw fit to call 

it, “Azuchi Mansion” (Azuchi-tei あづちてい).117 While it is not wholly unusual for pre-modern 

mountain castles to be identified without the suffix of “castle” (-jō, 城), the general consensus 

that Azuchi not be referred in this way is odd.118
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115 Gyūichi uses both “Azuchiyama” and “Azuchi.” Nanka Genkō uses “Azuchiyama.” The Jesuits 
consistently use “Azuchiyama.” (Bragança 1598, facsimile pub. 1972), (Fróis 1976-1984). In journals such 
as Yoshida Kanemi (吉田兼見, 1535-1610) and Tamonin Eishū (多聞院英俊, 1518-1596) “Azuchi” 
appears. The one notable exception is Yamashina Tokitsugu (山科言継, 1507-1579) who is the only one 
who does use “Azuchi-jō” (Azuchi Castle). (Shiga-ken kyōiku iinkai 2003).

116 Regarding the etymology of the place name “Azuchi” prior to Nobunaga see (Akita 1990) pp.49-66. 

117 Full translation can be found in appendix A-1.

118 Kido sees a different meaning in the suffix “-yama” (mountain). He theorizes that because most large 
scale castles are situated on mountains, “-yama” was widely understood as an equivalent to castle (Kido 
2003) pp. 22-25.



 I contend that the absence of the suffix for “castle” in the case of Azuchi is a reflection of 

a critical, but momentary gap in language that the keep played a key part in bridging. As a 

consequence of Azuchi’s newness, specifically  its scale and lavishness, the familiar vocabulary 

that had previously been relied on to describe mountain castles was seen as either lacking or 

unsuitable. This lag was both exacerbated by and arguably encouraged by  the fact that Azuchi’s 

most visible architectural element pointed to a ready alternative lexicon. The alternative name 

“Azuchiyama” was used, at least  in part, because the keep resembled the Golden and Silver 

Pavilions and thereby  invited comparison to the commonly used aliases for the sites of these 

buildings: first, the area in northwestern Kyoto in which Kinkakuji is located, Kitayama, and 

second, the area in northeastern Kyoto in which Ginkakuji is located, Higashiyama. In other 

words, as Kitayama was to Yoshimitsu, Higashiyama was to Yoshimasa, and finally  Azuchiyama 

was to Nobunaga. The vocabulary, as noted already, eventually caught up as Hideyoshi 

developed multiple castles of extravagant character either comparable or surpassing the quality 

of Azuchi. In its short heyday, however, the keep  and the name Azuchiyama functioned hand-in-

hand, yet again, to frame Nobunaga as Ashikaga heir. 

 In light of this campaign of Ashikaga emulation, the formal resemblance of the Azuchi 

tenshu keep to the most iconic of the Ashikaga buildings—an appearance largely  engendered by 

the unified appearance of the two stories of the keep as a pavilion—is revealed as both the 

reflection and product of a specific set of goals. As already outlined above, the keep served to 

evoke Ashikaga precedent and thereby frame Nobunaga as their rightful successor. In turn, the 

keep  facilitated the usurpation of the Ashikaga legacy and history, filled the gap  left  by the 

collapse of the Ashikaga shogunate, and became evidence of Nobunaga’s right to rule. 
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 Yet unlike other acts of Ashikaga emulation, the keep served additional, related functions. 

First, it  was a tool of propaganda. It bears recalling here that when ground was broken on Mount 

Azuchi, large areas of the Japanese archipelago remained under the control of parties actively 

opposing Nobunaga or whose support of his advances was yet undetermined.119 The show of 

sophistication, riches, and might that was Azuchi was, in part, a response to these circumstances. 

Azuchi’s awesome character reassured Nobunaga’s allies of his riches and strength, hinted at the 

benefits of living under his auspices, instilled doubts in his enemies regarding whether they 

possessed the resources to challenge him, and cultivated a sense that his cause was an 

inevitability. The “open houses” Nobunaga hosted at Azuchi, the beautification and maintenance 

of the roads radiating out from Azuchi, the aforementioned compulsory overnights for 

merchants, and the commissioning of works celebrating Azuchi, such as the Azuchiyama 

Screens, Azuchiyama-ki, and the tenshu description, all served to promote these ideas.120 In this 

propaganda offensive, the keep played a critical role. It  represented the clearest and most visible 

proclamation of Nobunaga’s intentions and place in history. The keep  announced through 
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119 A good example of someone taking a ‘wait-and-see’ approach to Nobunaga is that of Date Terumune 
(伊達輝宗, 1544-1585). Terumune offered presents and congratulations to Nobunaga on various 
occasions to maintain good relations with the burgeoning hegemon. However and as evidenced by the 
later, often contentious interactions that Hideyoshi and Ieyasu had with Terumune’s son, Date Masamune 
(伊達政宗, 1567-1636), it seems likely that the Date were perpetually walking a fine line between safe and 
ambitious. The dissemination of images and impressions of Azuchi served to instill figures such as 
Terumune and Masamune with second thoughts regarding their position vis-a-vis Nobunaga. (Schweizer 
2009) 19.

120 The ‘open houses’ are described in the Jesuits accounts: “Nobunaga having finished everything and 
wanting to show the glory and sumptuousness of his mansions he ordered an announcement to be 
spread throughout all those kingdoms, allowing anyone who wished to see his work to come, and that a 
place would be given to him to see everything” (full translation in appendix C-1b). The beautification 
efforts are described in both the Jesuit accounts (see appendix C-1e, C-1f). The commissioning of works 
(i.e. The Azuchiyama Screens, Azuchiyama-ki, and Sadakatsu’s description of the tenshu) is discussed in 
chapter one. The Azuchiyama Screens in particular are noteworthy here as they were both put on display 
for Emperor Ōgimachi as well as in churches between Azuchi and Nagasaki (see appendix A-2). Lamers 
gives an survey of the various events that occurred at Azuchi that functioned to similar ends. (Lamers 
2000) 129-134.



architectural and decorative similarity  that Nobunaga had already reached the pinnacles of 

greatness that Yoshimitsu had created at Kitayama and Yoshimasa at Higashiyama, and that he 

was destined even to surpass these giants. In this way, the keep  represents both the product and 

proof of a self-fulfilling prophecy.

 To this end, it  is also worth recalling here Gyūichi’s description of New Year’s Day 1582 

at Azuchi.121 On this occasion, the vassals and relatives who had come to offer their best  wishes 

to Nobunaga were directed to see, among other areas of the inner enceinte, the “Imperial 

Visitation Chamber.” As noted already, doubts remain about the form of any Imperial Visitation 

that would have taken place at Azuchi and, in turn, the actual function of this room. 

Nevertheless, the fact that  special effort was made to show off this space among all other 

locations within the inner enceinte including the tenshu is telling. Besides the keep, this chamber, 

if only in name, was both a reminder of previously hosted imperial visits and a reflection of a 

possible site of a future imperial visit. As such, it  was a loud proclamation of future intent and of 

the return to an age of stability  in which such an event could take place. Like this chamber, but 

on a far greater scale of visibility, the keep accomplished the same objective of framing 

Nobunaga not just as heir to the Ashikaga but also as the restorer of civil order and, like 

Yoshimasa, Yoshinori, and Yoshimitsu, the author of a golden cultural age.

 The keep may also be seen as the product of another significant objective that is of even 

greater interest and import to the larger discussion here. In its ability to evoke and thereby 

facilitate the usurpation of Ashikaga legacy, the keep appears to have likewise functioned as part 

of a greater effort to preemptively address and lay  the groundwork for managing the looming 
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121 See appendix D-1e for full translation of Gyūichi’s description of this event.



problem, partially outlined above, of imperial sanction.122  In their earliest interactions, the 

interests of Nobunaga and the imperial court had been complementary.123 For his part, Nobunaga 

was able to offer considerable financial backing. This support took the form of repairs to the 

Imperial Palace and the sponsorship of various annual ritual events. For their part, the court  was 

able to offer a critical veneer of legitimacy to Nobunaga. The first politically  significant 

reciprocation of Nobunaga’s aid was the bestowal of a rank of high court nobility (kugyō 公卿) 

in late 1574 or 1575.124 As before, the timing is worth special notice. The award appears to have 

been a slow but direct response to Yoshiaki’s exile and was meant to counter any  accusation that 

Nobunaga was unworthy  of his station. While it shored up a weak flank for Nobunaga, this prize 

was, however, a double-edge sword. In accepting it, Nobunaga was tacitly  acknowledging a 

position subservient to the emperor, as well as a dependency on the emperor’s sanction and 

continued good will. The implications of this hierarchical relationship were rife with potential 

pitfalls as any disagreements could undermine Nobunaga’s authority. Crossing the emperor, even 

over a minor issue, had the potential to both lay bare Nobunaga’s attempts to emphasize 

hierarchy within his own ranks and strip  him of a critical backer who could, almost single-

handedly, frame his status as legitimate or illegitimate. 
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122 This take on the relationship between Nobunaga and the court is also argued by Lamers. In this we 
share the perspective that Nobunaga was not trying to replace the Imperial court, but contain and use it. 
Lamers argues effectively as to how this was done on various other political fronts. (Lamers 2000) pp. 
101-102.

123 Worth noting is the part that Yoshiaki may have played as a mutual annoyance to Nobunaga and the 
court. By all accounts, Yoshiaki appears to have been disagreeable with both parties. Nobunaga had 
intended for him to be an intermediary between him and the court, but Yoshiaki was unable to fulfill this 
task and more (Butler 2002) pp. 103-104.

124 This dating is discussed in (Lamers 2000) pp.105-106.



 When, or even if, Nobunaga foresaw the implications of this tenuous dynamic as 

problematic is not known. Nobunaga’s interests were intertwined enough with those of the court 

that there was no immediate threat, but rather only a looming one.125 However, as evidenced by 

his eventual resignation from the post of Minister of the Right (Udaijin, 右大臣) in 1578—only 

five months after having received this promotion—it is clear that Nobunaga eventually became 

aware of the restrictive nature of the court’s titular gifts. Imperial sanction remained an important 

symbolic tool, but at least to Nobunaga, it  was no longer worth its implicit  cost. The timing of 

the resignation, I contend, was not arbitrary. Only a few short months later, construction on 

Azuchi would be completed and it would become a new hub in Japanese political life. With its 

completion, Nobunaga not only possessed the tools to complete his usurpation of the Ashikaga 

legacy, but also he had at his disposal the architectural trappings and the backdrop required to 

fully  replicate the cultural mechanics that had allowed the Ashikaga to previously dominate the 

court. With this key pillar in the Ashikaga model in place, Nobunaga saw fit to begin a transition 

to a new identity as a non-usurping, but sanctioned, champion.

 The model of Ashikaga hegemony followed here is one that is described by  the art 

historian Richard Stanley-Baker.126 In his study of Kinkakuji, Stanley-Baker identifies a conflict 

at the heart of Japanese premodern political life between the emperor and the elites. The conflict 

is rooted in the divine nature of the Japanese emperor. As the descendant of the sun goddess 

Amaterasu-Ōmikami (天照大神), the occupant of the Chrysanthemum Throne was understood 

as a sacrosanct figure. For this reason, the emperor could not, in theory, be directly transgressed 
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125 Another reason that Nobunaga had ample time to address the court is that they were not a unilateral 
force. Rather, the Emperor, his immediate family, and the various families of courtiers each had their own 
interest and were not unified in opposition to Nobunaga or Yoshiaki (Butler 2002) 103.

126 The following discussion is drawn from (Stanley-Baker 2007).



against, deposed, or replaced per threat of supernatural retribution. Consequently, those who 

sought to govern without similar divine parentage or those whose fortunes butted up against or 

overshadowed those of the emperor were faced with a critical problem. The emperor’s 

importance and the unseen divine forces that surrounded him had to be acknowledged and 

respected, but at the same time, they  had to be kept in check so that they could not challenge 

these non-imperial elites’ position in either the material or spiritual realms. Stanley-Baker points 

to the eleventh-century  Heian-period courtier Fujiwara Michinaga (藤原道長, 966-1027) as 

having first developed the forms and means to achieve this balancing act. By employing 

Buddhist rituals and secular celebrations, notably including events such as Imperial Visitations, 

Michinaga dominated the cultural life of the court. In doing this he molded for himself a unique, 

sanctioned position, continually  reaffirmed by  flattering and celebrating the throne; he thus 

remained nominally  subservient to the Emperor but in actuality  was fully  in control of the levers 

of state. 

 Other figures would repeat Michinaga’s strategy  of mediating culture as a means to 

secure political hegemony, but  Yoshimitsu would be the first in generations to fully reinvent and 

redeploy it. Using the backdrop of Kinkakuji, a location loaded with associations with Michinaga 

and Michinaga’s successors, Yoshimitsu borrowed from and adapted Michinaga’s repertoire of 

Buddhist rituals and celebrations, including, notably, the aforementioned Imperial Visitation to 

Kinkakuji in 1408. In these efforts, Yoshimitsu did not purely  imitate Michinaga but built upon 

and incorporated new elements and new dimensions inspired by Zen Buddhist culture imported 

from the continent. In his collections of texts, artifacts, and art created in the late Song, Yuan, 

and early Ming dynasties and imported to Japan through trade routes that he had reestablished, 
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Yoshimitsu dazzled his peers in the court  and maintained a monopoly  over their tastes and 

interests. Yoshimitsu’s achievement was that  he made his flattery  and praise of the emperor and 

court, which was manifest in ritual and celebration, recognizable to them as rooted in an 

idealized past. At the same time, however, he incorporated the new cultural vocabulary of Zen, 

over which he largely had dominion, into the equation in such a manner that his authority  over 

culture and his authority over the state came to overlap. 

 Within this dynamic, Stanley-Baker singles out the Golden Pavilion as an important 

symbol of Yoshimitsu’s cultural and, underlying political dominion. Since his focus is the 

manner in which iconography, the evolution of rituals, and the mediation of past that played out 

in and around the building imbued meaning into this structure, Stanley-Baker does not dwell on 

the architectural form of the Golden Pavilion. Nevertheless, his reading of Yoshimitsu’s evoking 

and reinventing Michinaga is manifestly expressed in the building’s basic forms. The Golden 

Pavilion itself is a hybrid of the shinden mode (shinden-zukuri, 寝殿造) architectural style—that 

is, a style of palatial architecture associated with the Heian court that peaked during Michinaga’s 

time—and the aforementioned Zen mode of architecture.127 In the fusion between these distinct 

architectures, the Golden Pavilion was thus both familiar to the court and, as such, an expression 

of emulation and flattery, but also embodied novel, new elements that served to clearly show 

Yoshimitsu’s cultural tastes as broader and superior in their grasp  of continental fashions and 

ways. In its capacity  as the largest  and most visible expression of Yoshimitsu’s efforts, the 

Golden Pavilion played a key part  in framing Yoshimitsu as a cultural beacon and, in turn, leader. 
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127 The positioning of Golden Pavilion next to a small pond along with various features such as the shitomi 
(蔀, heavy storm shutters) and connecting “Fishing pavilion” (釣殿), both employed in the design of the 
first floor, are derived from shinden-zukuri. The second and third floor are widely noted as Zen-mode 
architect. The cusped windows on the third floor represent the most obvious Zen-mode attribute. 
(Miyakami 1992).



It is precisely  because of its potency  as a symbol of this dynamic that when Yoshimasa, a little 

less than a century after the construction of Kinkakuji, would replicate it at Ginkakuji in the form 

of the Silver Pavilion. In his own push to further Ashikaga hegemony using culture, the Silver 

Pavilion served to remind and clarify  Yoshimasa’s intentions to recapture the former dynamic of 

political domination through Ashikaga cultural hegemony. 

 This truncated summary  of Stanley-Baker’s analysis clearly suggests that the leap to 

Nobunaga and the Azuchi tenshu keep is not a difficult one to make. In his plans for the Imperial 

Visitation, his creation of a virtual monopoly on artists and artisans, and his collecting and 

display  of Chinese objects, many  of which had been formerly  owned by the Ashikaga, Nobunaga 

appears to have been replicating the model of cultural hegemony that Yoshimitsu had relied upon 

to manage the court. True to form, Nobunaga did not merely replicate it, but updated this model 

in various ways so that he could claim his own cultural monopoly. More work needs to be done 

to fully identify Nobunaga’s adaptations and the exact manner by which he sought to ingratiate 

himself to the throne and its unseen divine protection.128 Still, in the spectacles that he hosted, 

such as the 1582 tour of the Imperial Visitation Chamber and the famed 1582 obon festival at 

Azuchi, the outlines of Nobunaga’s attempts to mediate past traditions, infuse them with 

elements of contemporary taste, and walk a fine line of flattery  and control were being 

developed. In all of this, the keep, yet again, played a critical role. Like Yoshimasa had done at 

Ginkakuji, the keep served to clarify  Nobunaga’s intentions. It showed him not merely as an heir 

to the Ashikaga but also as aspiring to replicate a specific model of cultural hegemony that was 
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128 Hashimoto has done much of the groundwork to this end, but as illustrated by Kawamoto’s compelling 
critic of the idea of Imperial Visitation at Azuchi, more in depth consideration is required. (Hashimoto 
2002) pp. 238-281, (Kawamoto 2010).



familiar both to the court and to the populous at large and that could serve as a pole around 

which a new order could be established. 

V. Nobunaga’s New Dimension: Tentō

 The above discussion of the motives and benefits of Nobunaga cultivating parallels 

between himself and the Ashikaga through architecture and art is critical to understanding the 

keep  as a unified construction and space. The physical character of the keep as a multistoried  

and finely  decorated structure made it resembled the Golden and Silver Pavilions. As such, its 

form functioned to evoked both Yoshimitsu and Yoshimasa’s example and thereby frame 

Nobunaga as a legitimate heir to the Ashikaga legacy as well as facilitate the replication of 

overlapping cultural and political strategies that had secured Ashikaga hegemony. Yet, while this 

thesis of Ashikaga emulation is useful for both clarifying the relationship of these precedents to 

the Azuchi tenshu and revealing the keep as conceived as a unit, it  falls unfortunately  short of 

offering a full accounting of the keep’s unique character. Indeed, some of the keep’s most 

striking, symbolically rich, and important attributes—such as its syncretic painting program, the 

octagonal shape of the fifth floor, as well as still debated details such as the red-yellow tiles of 

the capping hip-and-gable roof—are so original and divergent from these Ashikaga precedents 

that they potentially diluted or even made illegible the parallels to the Ashikaga that were being 

cultivated. In other words, although Nobunaga’s apparent designs to advertise parallels between 

himself and the Ashikaga can serve to show the keep as a unified construction, the Ashikaga 

model offers no clear means to appreciate several of the defining attributes of the keep. In turn, 

an overarching theme or idea that might serve to explain the parallel tracks of the two stories 

442



remains elusive. The question is thus, what accounts for these structural and decorative additions 

or points of divergence from the Ashikaga model?129  What ends did these various attributes 

serve? In these inquiries, we finally arrive at the ideological foundations for the Mingtang and its 

utility as a unifying core to the keep’s design and decoration.

 As already  noted above, Nobunaga’s attempts to frame himself as the heir to the Ashikaga 

represented only one of several approaches he employed to compensate for his provincial 

pedigree and cultivate an image of himself as a legitimate authority. Another critical pillar, one 

that both predated his attempts to usurp the Ashikaga legacy and is, arguably the most significant 

ideological current of his day, is tentō. Tentō, or as it  is often translated into English, “The Way 

of Heaven,” has already been indirectly touched upon several times in this chapter as it 

represents the ideological foundation for the concepts of both the sage king and of gekokujō. 

Tentō dictates that heaven blesses and thereby reveals those meant to rule by way of fortune in 

battle, natural bounty (and conversely, absence of natural disaster), and political stability. In this 

way, tentō can be seen as analogous to the Western notion of fate and the divine right of kings.130 

Those leaders who rise above the fray  implicitly have the approval of amorphous divine forces 

and are said to have received the “Mandate of Heaven” or “Heavenly  Mandate” (tenmei, 天命). 

With this divine sanction, such persons are distinguished as the Son of Heaven (tenshi 天子, 

literally translated: “child of Heaven”), a position that is synonymous with that of a sage king. In 

turn, the individual is revealed as an indisputable ruler (at  least until signs of corruption appear) 

of the tenka (天下, the realm, literally  translated: “[that] under Heaven”). Tentō is a remarkable 
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129 In contrast, for example to what Yoshimasa did at Ginkakuji. Ginkakuji is essentially Yoshimasa’s 
attempt to replicate and reclaim the cultural monopoly and political currency that Yoshimitsu had first 
developed for the Ashikaga (Stanley-Baker 2007) p. 150.

130 Tentō as a equivalent to fate is an idea taken from (Butler 2002) p. 290.



ideology in that it is, by design, nebulous. While it is syncretic, it is not rooted in any single 

religious or ideological tradition. Rather, various religions and schools of thought such as 

Confucianism, Daoism, Buddhism, and Shintō can and have been built up around it or been 

repurposed to support  its ideas. In this respect, tentō has proven a versatile veneer of legitimacy 

to ruler and usurper alike. 

 Although its exact  origins are unknown, tentō or, more specifically, the core concept of a 

Heavenly Mandate around which tentō ideology revolves, is often credited to a much celebrated 

and quasi-legendary figure of ancient Chinese history: the Duke of Zhou (周公, J: Shūkō). The 

Duke of Zhou was one of several figures who deposed the Shang dynasty (商朝, J: c. 1600–c.

1046 BCE) and subsequently helped to found the Zhou dynasty (周朝, c. 1046-256 BCE) in the 

eleventh century BCE. Allied with him in this cause were several equally  famous relatives, each 

of whom is, not coincidentally, considered to be a sage king: his father, King Wen of Zhou (周文

王, J: Bun’ō, 1152–1056 BCE) and his brother King Wu of Zhou (周武王, J: Buō, r. 1046–1043 

BCE). Although much of its ideological framework would be retroactively  developed and 

assigned to this previous era, the concept of a Heavenly Mandate appears to have been first 

developed in conjunction to the Zhou’s usurpation of the Shang. Tentō was the grounds by  which 

the Zhou revolt was framed as a legitimate political action. According to the logic of tentō, the 

defeat of the Shang was evidence of this old regime’s corruption and implied a loss of heavenly 

favor. Conversely, the Zhou victory was product and proof of the Kings Wen and Wu having 

secured the backing of heaven and of their inherent “sage-kingliness.” Whether the Duke of 

Zhou was indeed the individual who first developed this ideological framework and deployed it 

to bolster his family’s claims to political power remains unknowable. The principle reason that 
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he is credited with the creation of the idea of a Heavenly Mandate and is so greatly  associated 

with the Mandate, is a consequence of subsequent events. Among his many  acheivements and 

inventions, the Duke of Zhou is arguably most celebrated for not contesting the will of heaven 

after the death of his brother. With the death of this sage king whom he had helped to install, the 

Duke had the opportunity  to seize the throne for himself. Instead of doing this, he chose to act as 

regent while his young nephew, King Cheng of Zhou (周成王, J: Seiō, r. 1042–1021 BCE), came 

of age. In other words, he selflessly  accepted the supposed will of heaven that had installed his 

family in the first place. In turn, by accepting his secondary position and, at least in theory, 

preventing a dissonance with the heavens, he allowed for an age of peace and prospertity. His 

actions and adherence to the will of heaven would come to be touted by Confucius as exemplar 

and through his laudations, the Duke became a foundational pillar in Chinese political thought.131 

In the wake of the Duke, Chinese rulers have regularly cited his example and the will of heaven 

as the basis for their ascendancy.

 The concept of a Heavenly Mandate to rule likewise has a long history  in Japan. In the 

Japanese context, however, the idea was remolded to a considerable degree by native traditions.  

Evidence of the early  adoption of tentō as an, albeit vaguely defined ideology and its relative 

importance is immediately appreciable in the very term used for the Japanese Emperor, “tennō 

(天皇).” Literally translated, the characters for tennō equate to “Heavenly  Emperor.” Implied in 

the use of the character for heaven is that the Japanese Emperor, like the Chinese Emperor, held a 

Mandate implicitly  bestowed from the Heavens to rule. Unlike in the Chinese model, however, 

and as already explained above in relation to the Ashikaga’s efforts to manage the imperial court, 
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the authority  of the Japanese Emperor was simultaneously grounded in Shintō beliefs. The 

Emperor was “heavenly” because he was descended from the godess Amaterasu-Ōmikami. 

Consequently, even in the face of natural disaster or civil unrest, blame lay not on him, but others 

who had upset the numinous forces surrounding the throne. In other words, the imperial throne 

was essentially rooted in a conflation of continental and indigenious notions of “heaven”—that 

is, the collective will of amorphos divine beings. It was originally  modeled on continental 

notions of a Heavenly Mandate and a sage king, but was perpetuated and maintained by  an 

Emperor who was himself a living deity and, as such, essentially part “of heaven.”

  For much of Japanese history, this notion that the Japanese Emperor was of divine 

character and therefore unimpeachable significantly limited the rhetorical and political utility of 

the idea of a Heavenly Mandate. The Mandate was implicitly linked to the Emperor and, 

consequently, a rhetorical tool almost exclusively reserved for those on or controling the throne 

to wield. At the same time, however, the Chinese conception of a Heavenly Mandate as a basis 

for revolutionary action or overthrowing the status quo was never fully expunged from Japanese 

political thought. Rather, it lay dormant in Chinese classical texts until its relevance as both an 

interpretive lens and a potent legitimizing ideological construct was discovered as newly 

relevant. Three historical developments can be credited for its eventual discovery and 

popularization. The first of these was a half-century split in the imperial house known as the 

Nanbokucho schism (南北朝時代, 1337-1392). This split revolved around competing imperial 

lineages, a Northern court based in Kyoto and a Southern court based in Yoshino (吉野, Nara 

Prefecture). The existence of two emperors called into question the nature of the Mandate and 

prompted advocates of both courts to probe into the continental basis for claiming the imperial 
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throne. This interest can be seen as reflected in a concurrent, and relatively sudden increase 

within Japanese literature of Chinese stories being cited and looked to for contemporary 

relevance.132 One significant example of this is the Taiheiki (『太平記』), a gunki monogatari (軍

記物語) that recounts the events and wars leading up to the Nanbokucho schism. In this text, not 

only do stories from Chinese classical texts and their relevance to historical events in Japan 

regularly appear, the idea of a Heavenly Mandate is cited as a grounding pillar around which the 

events of the tale are framed.133 

 The second development, which represents the likely source for the stories raised in texts 

like the Taiheiki, is the concurrent rise of Zen Buddhism as a dominant cultural force and, more 

significantly, a direct conduit by which Chinese texts and ideas were imported to Japan and 

reinterpreted. As already noted above, Yoshimitsu had a keen interest in Chinese art, culture, and 

learning and used his monopoly on Chinese cultural products as a means to dominate the 

imperial court. This cultural monopoly was built through the Gozan (五山, literally  translated: 

“five mountains”) a network of five Zen temples located in the capital.134 Closely associated with 

the the Ashikaga and with links to various continental Zen monk communities, the monks of the 

Gozan revitalized the study of Chinese classics in Japan. Through their efforts and likely 

motivated by the interests of their Ashikaga patrons to find an ideological basis to reconcile the 

Nanbokucho schism, the notion of a Mandate of Heaven was reintroduced as newly relevant to 

the Japanese experience.
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 The third development, the advent of the Sengoku period, leads us back to Nobunaga. 

While the foundational concepts of tentō such as the Heavenly  Mandate were rediscovered in the 

fourteenth century, tentō only emerged as an influential, popular ideological construct from the 

late fifteenth century. Its rise is a direct result of the instability brought on by  the Ōnin War (応仁

の乱, 1467-1477). As discussed at length in chapter three, besides marking the beginning of the 

Sengoku period, the Ōnin War is significant in that it created or, arguably, revealed a power 

vaccum at the core of Japanese political life. As no one party had the ability to claim a 

hegemonic position, the idea of a Heavenly Mandate was essentially “up for grabs.” To be clear, 

the Emperor’s supreme position was not questioned in this dynamic. Rather and remarkably, the 

ideas of tentō were refocused and shifted from the larger political institutions to the provincial 

and local. In the chaotic decades of waxing and waning civil wars that followed the Ōnin War, 

tentō found new relevance as a versatile means to explain outcomes and justify  actions. It was 

the reason cited for the often random results of military  battles or assasinations and could be 

immediately purposed to explain or legitimize the dramatic rise and fall of individual leaders. 

Here, we return to the concept of gekokujō. The basis and foundation of gekokujō are rooted in 

the same tentō logic, filtered through Confucian teachings, that were used to justified the Zhou’s 

overthrow of the Shang. In the context of the Sengoku period, the deposed “high” were readily 

villainized as their defeat could be seen through the lens of tentō as indicative of their lack of 

worthiness. Conversely, the “low” usurper could use the same logic to frame their ostensibly 

treacherous actions as inherently righteous simply because success and heavenly  favor were 

definitionally identical.135 
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 The appeal of tentō as a legitimizing tool for Nobunaga as well as his daimyo peers is 

easy to appreciate. It was, essentially, a retroactively applicable self-fulfilling prophesy. Through 

the lens of tentō, Nobunaga’s meteoric rise from one of four daimyo in Owari province (尾張国) 

to controlling the capital and all of central Japan, in and of itself, functioned as proof of heavenly 

backing and foretelling of continued success. In other words, tentō ideology served to frame 

Nobunaga’s past victories as prequel to his future triumphs. As such, his rise could be cast not 

only as an inevitability against which resistance was futile, but as implicitly promising a 

“heavenly-inspired” age of prosperity. 

 The utility  of tentō as a tool of propaganda, a means to legitimize his position, and 

undermine his detractors was not lost on Nobunaga. Nobunaga actively encouraged the reading 

of history that tentō offered by way of coating his actions in the rhetoric of tentō. The most 

famous example of this embrace is Nobunaga’s adoption of the phrase “Tenka fubu (天下布武),” 

literally translated, “encompass the realm with military might,” as his official seal. The phrase 

can be understood in two ways. Nobunaga first used this seal in the wake of his conquest of 

Mino province at the end of 1567, a victory  that placed him as poised to seize the capital. As 

many scholars have noted, the term tenka (天下, realm) was understood in Nobunaga’s time not 

as the whole of Japan. Rather, it referred to the capital, its surrounding areas, and polity 

therein.136  In this respect, the seal is a proclamation of Nobunaga’s intent to use his “military 

might” to take the capital and the levers of state. The second reading points to much greater 

ambitions. Four character compounds like the phrase Tenka fubu are relatively rare in Japanese 

writing and, especially  in Nobunaga’s time, were understood as inherently  Chinese in origin.137 

449

136 (Lamers 2000) pp. 69-71,

137 (Ooms 1998) p 35.



By using this Chinese linguistic construction, the term tenka is clearly  linked to its continental 

roots and, more specifically, its etymological origins in tentō ideology. In this capacity as an 

evocation of tentō, the phrase Tenka fubu thus assumes additional meaning as it encourages the 

reader to see the “military might” of Nobunaga as divinely backed. In other words, Nobunaga 

was not “encompassing” just any  piece of land, but the tenka, a land by definition that was held 

by one with the Heavenly Mandate. As such, he was framed as predestined to “encompass” 

further territories, not the “realm of Japan” per say (i.e. the full Japanese archipelago), but a 

heavenly sanctioned Oda empire.

 Another critical example of Nobunaga attempting to frame his campaigns through the 

lens of tentō ideology  is his renaming of the the de-facto capital of Mino from Inabayama (稲葉

山) to the location’s current name, Gifu (岐阜). Implied in the characters used to compose Gifu 

is that Nobunaga’s ascendancy was analogous to that of the Zhou. The first character Gi (岐, C: 

Qi) is directly lifted from Qishan (岐山, modern day Baoji, Shaanxi province) the first capital of 

the Zhou and the base from which King Wu and the Duke of Zhou launched their campaign to 

overthrow the Shang dynasty. The second character fu (阜) derives from the name of the city 

Qufu (曲阜, Shandong province). While more famous as the home of Confucius, Qufu also has 

the distinction of being the former enfeoffment of the Duke of Zhou. In the choice of these 

characters, Nobunaga was explictly drawing parellels between his actions and those of the Zhou.  

By riding forth from Gifu, as opposed to Inabayama, Nobunaga’s campaign was elevated new 

heights. His actions were akin to the Zhou and, by association, backed by divine forces. 
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VI. A Mingtang For A Japanese Warrior Elite

 Definitionally, the Mingtang is the building that the holder of a Heavenly Mandate 

inhabits. Given this, Nobunaga’s use of tentō rhetoric, his attempts to frame himself as a sage 

king, as well as the fact  that the creation of the Mingtang is often attributed to either the Duke of 

Zhou or each of the Three Sovereigns, all figures whom Nobunaga cultivated association with, it 

is not an especially far leap to reason that the Mingatang would have been an appealing, even 

obvious, referent for Nobunaga to appropriate and exploit.138 Circumstantial evidence points to 

the Mingtang as having been introduced to Nobunaga via the Rinzai Zen monk community. Both 

the Tenka fubu label and the name “Gifu” may be attributed to a Zen monk and long time advisor 

to Nobunaga, Takugen Sō’on (沢彦宗恩, 1508?-1587). This relationship reveals that  Nobunaga 

trusted and relied on at least one Zen monk for framing his reign and developing a symbolic 

vocabulary. As demonstrated already in this and the previous chapter, such consulting with Zen 

monks was likewise a common practice in which the Ashikaga shoguns engaged. Takugen is not 

mentioned in connection to Azuchi, but another monk stands out as an important possible advisor 

who very  likely  consulted with Nobunaga regarding Azuchi: the abbot of the Tenryūji (天龍寺) 

subtemple Myōchiin (妙智院), Sakugen Shūryō (策彦周良, 1501-1579). 

 Sakugen is important in this discussion as the likely  conduit through which Nobunaga 

learn about the Mingtang. Sakugen was the head of the last two Japanese missions to Ming 

China occurring in 1537-1541 and 1547-1550 before these trade and diplomatic efforts were 

halted by the Ming Emperor.139  It is owing to this experience that Sakugen was widely 

understood during Nobunaga’s time as unparelleled in his knowledge of China and Chinese 
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culture. During these trips and likely in hopes of procuring cultural products for trade, Sakugen 

actively sought out the retired minster, art dealer, and scholar of Chinese classics Feng Fang (豐

坊, 1493-1566?).140 Sakugen heard of but was unable to cross paths with Fang during his first 

trip, but was able to meet with him on two occasions during his second trip. According to 

Sakugen’s account of their meetings, the two stayed up all night drinking spirits as well as 

engaging in and talking about various cutural activities.141 Sakugen’s pursuit of an audience with 

Fang and his meeting with him is, for our purposes here, of critical interest. Fang is famous in 

the history of the Ming Dynasty (1368-1644) as having retired from court after offering a 

proposal that the Jiajing Emperor (嘉靖, 1507-1567) ought revive the lost tradition of 

constructing a Mingtang to help  cultivate legitimacy for the emperor’s reign and properly honor 

the emperor’s parents in the wake of a succession schism known as the Great Rites Controversy 

(大禮議, 1524-1534).142  Although Sakugen almost certainly  would have encountered the 

Mingtang in his studies of Chinese classics, this interaction with Fang points to the possibility 

that Sakugen may have received direct  instruction on the topic from Fang. At the very least, 

Sakugen’s long-standing interest  in Fang suggests that he both would have known about his 

career at court and, given its important place in Fang’s biography, been inspired to take a second 

look at the Mingtang in his books. Moreover, through discussions with Fang, the Mingtang 
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would have been made a living possibility—a relevant, potent, and living political tool to be used 

for political legitimization, and not an abstract concept that was limited to the ancient past. 

 Unfortunately none of Sakugen’s writings either chronicling his time in China or beyond 

explicitly mention a Mingtang, but there exist tantalysing hints of both it and a link to Nobunaga 

in another source with which he is closely associated: Azuchiyama-ki.143 Nobunaga likely  met 

with Sakugen for the first time in 1568 when he took the capital, and it seems that he consulted 

with him on multiple occasions in the proceeding decade before Sakugen’s death in 1579.144 As 

discussed in chapter one, Nobunaga had originally asked Sakugen to write an encomium for 

Azuchi around 1579 but Sakugen deferred, presumably because he was on his deathbed, to 

another monk, Nanka Genkō. The product of Nanka’s efforts, Azuchiyama-ki, is short and 

stretches the limits of hyperbole by comparing Nobuanga and Azuchi to a litany of historical and 

mythical paragons of leadership  and architecture. Amidst the indulgent laudations however, two 

points are consistently developed: (1) alongside comparisons with the members of the Three 

Sovereigns and Five Emperors as well as the Zhou, Nobunaga is explicitly named as a sage king 

with a Heavenly Mandate—that is, again, the type of person who should inhabit a Mingtang; (2) 

Nobunaga is described as a genius because he saw the potential of Mt. Azuchi as an equal to Mt. 

Tai (泰山, C: Tai-shan, located in modern-day Shandong province in China). This comparison is 

significant in that Mt. Tai is one of two places (the other being south of a capital) where 
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Mingtang are traditionally  located.145 It is impossible to say whether Sakugen was consulted or 

informed Nanka’s writing. However, the back and forth that  took place between the two monks 

over who should write the encomium indicates that there was at  least some communication 

between the two over the topic. More importantly, as Nanka was both the junior in the exchange 

and not privy to a close relationship with Nobunaga like Sakugen, it is easy to imagine that he 

would have been receptive to any suggestions given by his senior and the benefactor through 

whom he received the commission.

 On top of Azuchiyama-ki, there is additional evidence that suggest that Sakugen 

contributed to the ideological foundations for Azuchi and that the Mingtang was a source of 

inspiration. Sakugen is named in Shōmei (『匠明』, Elucidation of Craft) as having coined the 

term “tenshu” at Azuchi.146 Discussed already in chapter four, Shōmei is the secret architectural 

manual of the Heinouchi clan (平内家). The text itself dates to 1608, but it is widely  accepted as 

relating the knowledge and practices of a generation of master carpenters whose careers would 

have seen first hand Azuchi’s construction and its impact.147 Although Shōmei cannot be seen as 

an authoritative source on the matter and lacks corroboration on this point, along with 

Azuchiyama-ki, it points to Sakugen as having played some role in the development of the 

ideological foundations for Azuchi. At the very least, Shōmei reveals that  there was a pervailing 

perception amongst elite builders that Sakugen played an integral part of the conceptual framing 
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146 「ー、禁中ニ有亭ヲ高キ屋ト云リ。又武家ニ高ク作ル事ハ、永禄ノ比、南都多閉山ニ矢倉ヲ亘ニ松永弾正始テ
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ー、天正ノ比、関白秀吉公聚洛ノ城ヲ立給フ時、主殿ヲ大キニ広ク作リタルヲ、広間卜俗ノ云ナラワシタルヲ、爾
今広間ト云り。」 (Itō 1971) pp. 303-4. For a modern Japanese translation, see (Kawamoto 1991) p. 150.

147 (Nagai and Iibuchi 9/1996).



of Nobunaga. Given this point alone and the questions that it raises regarding how this came to 

be, Sakugen’s role in the development of Azuchi clearly requires special consideration.

 One important interpretation of this mention of Sakugen in Shōmei comes from 

Miyakami.148 Based on the attribution in Shōmei as well as the fact that the likely first meeting 

between Nobunaga and Sakugen in 1568 coincided with both the beginning of construction at 

Gifu and Nobunaga’s whole-hearted embrace of tentō rhetoric, Miyakami proposed that the term 

“tenshu” was coined by Sakugen for Nobunaga’s two yagura at Gifu that were either just 

finished or about to be completed in 1568. According to Miyakami, Nobunaga’s yagura at the 

base of Mount Kinka in Gifu was christened as tenshu 天主 (“Heaven’s Master”) and his yagura 

situated on the peak of Mount Kinka was christened as tenshu 天守 (“Heaven’s Protector”). In 

naming these buidings, Sakugen took advantage of the Japanese tradition of buildings lending 

their names to their main inhabitant to posit Nobunaga as the tenshi, he who has the “Mandate of 

Heaven” and rules the tenka. In Miyakami’s narrative, because the names for these buildings 

resonated, they  quickly  became the typology name for the donjons of Oda vassals and then the 

generic term for the donjons of all Japanese castles. First, tenshu written as 天主 but  later tenshu  

written as 天守 became the accepted standard term for this architectural type. 

 The etymology that Miyakami proposes is highly problematic. The earliest known 

mention of a tenshu 天主 is from 1573 and refers to a building at Sakamoto Castle (坂本城, 

modern day Ōtsu, Shiga Prefecture), the base of Nobunaga’s vassal Akechi Mitsuhide.149 Further, 

there exists no mention of a tenshu in any  written forms at Gifu until well after the term had 
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come into widespread use. Finally, the earliest  mention of tenshu written as 天守 is from 1579 

and thus well after Miyakami’s timeline. Miyakami’s narrative of the birth of the name tenshu is 

not, however, wholly unsalvagable. Leaving the issue of Sakugen’s role in its creation aside for 

the moment, several points can be concluded regarding the origins of the tenshu term.150 First, 

the timing of the first written mention of tenshu in 1573 suggests that it was first created around 

or in the years just after 1568. Second, given that the earliest uses of the term are limited to 

describing buildings at Oda-affiliated castles, it can be concluded that it was born of and 

popularized through the Oda ranks. Keeping this in mind, an alternative narrative is possible. It  is 

clear from these two points alone the term tenshu was (1) not for a specific building, but rather 

an architectural typology and (2) was likely  created either in response, in conjunction, or at the 

very least in consideration with Nobunaga’s adoption of tentō rhetoric between 1568 and 

1573.151  As noted already, the Tenka fubu label was first used in the last months of 1567. 

Nobunaga would take the capital in 1568. If the name tenshu had been adopted at this juncture, it 

would have perfectly complemented the notion of Nobunaga “encompassing the realm with 

military might” as he and his vassals were engaged in a castle building boom around the capital 

to secure his hold on the area. Worth reiterating here is that the definition of tenka during 
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151 Another reason that a case can be made that tenshu was, from its inception, meant to refer to an 
architectural typology is that a case can be made that it was, in part, inspired by the name of another 
architectural typology: the shuden (主殿, literally translated “master of the palace”). The shuden was a 
type of palatial residence used by warrior elites during Nobunaga’s day and characterized by 
asymmetrical facades and interiors. Notably, tenshu is occasionally written in the 1570s using similar 
characters: 殿守. Also, in Shōmei, tenshu is written as 殿主—that is, with the same characters as shuden, 
but in reversed positions. This use of the same characters is almost certainly the product of a lack of a 
written standard and the attempt by an author to make sense of the phonetic incarnation of a word that 
they only heard. That the author’s mind would immediately jump to the same characters used to write 
shuden suggests that (1) the term tenshu was originally conceived with this in mind and that it was a 
deliberate play with words, and (2) that it would not have been a name suited to a single building as 
Miyakami suggests. Regarding shuden, see (Kawamoto 1991), (Okamura 2010). Regarding the 
circumstantial link between shuden and tenshu, see (Matsushita 1998) p. 8. 



Nobunaga’s day was that  of Kyoto and its environs and not the Japanese archipelago. 

Consequently, the buildling of castles around the capital was literal manifestation of Nobunaga’s 

slogan. An equally compelling case can be made for a slightly later adoption of the term. During 

the build up to and subsequent expulsion of Yoshiaki in 1572 and 1573, Nobunaga not only 

introduced the “number one in the realm (tenka ichi no gō 天下一の号)” competition discussed 

in chapter four, he also personally  lobbied first Yoshiaki and then the imperial court to change 

the era name to Tenshō (天正 1573-1590, literally translated “right with heaven”). Given these 

attempts to advertise a claim to a Heavenly Mandate through the use of the character ten 天 (i.e. 

heaven) as well as the exclusive application, at least in its earliest stages, of the term tenshu to 

Oda castles, it is reasonable to assume the naming of this architectural typology  was part of his 

larger embrace of tentō rhetoric.

 Assuming on top of this that Shōmei is correct in its claim that Sakugen was the author of 

the term tenshu and, in turn, Nobunaga wanted him to write Azuchiyama-ki precisely because of 

his role in creating the intellectual groundwork for Azuchi, this timeline can be further 

developed. I theorize that at some point between 1568 and 1573, Sakugen presented to Nobunaga 

the idea of renaming the architectural typology of the yagura, or more specifically, the largest of 

yagura in a given castle complex to tenshu. This suggestion was meant to complement 

Nobunaga’s broader embrace of tentō rhetoric. As noted above, such a name change would have 

made literal Nobunaga’s efforts to “encompass the realm with military might.” Yet, Sakugen’s 

suggestion was not so superficial. Rather, it was rooted in an understanding of tentō molded from 

his studies in Chinese classics and his travels to China. This is to say, the idea was conceived and 

introduced in conjunction with an understanding of a topic on which Sakugen, likely through his 
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interactions with Fang, had some expertise: the Mingtang. As construction at  Gifu, Nobunaga’s 

home during this period, was already underway, it was unfeasible to incorporate any  of the 

lessons of the Mingtang into the buildings there. However, when time came to construct the 

Azuchi tenshu, the roots of Sakugen’s name choice came into play. By itself, this narrative is 

unfortunately  rife with speculation. However, its credibility is greatly enhanced by  way of an 

understanding of the Mingtang itself and the parellels between it and the Azuchi tenshu. 

Moreover, the idea that there was a relationship  between these two buildings is uniquely capable 

of explaining a number of quirks in the design and discourse surrounding Azuchi. 

 Owing to the great variety  of descriptions both in Chinese classical texts as well as the 

variation in those realized examples, a Mingtang is extremely difficult to characterize.152 Indeed, 

despite the great desire on the part of many  Chinese sovereigns to construct this building, 

contradictions in the various descriptions were the cause of heated debate that more often than 

not would thwart  its realization. Broadly speaking, the Mingtang is meant to be a model of the 

cosmos, a constructed space within which a righteous sovereign could enact various rituals 

corresponding with the change of the seasons. There are a few regularly  appearing, though not 

absolute elements. In the primary texts, the Mingtang is described as having at its center a square 

structure crowned with a circular chamber. This circular chamber is often described as having a 
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thatched roof. Projecting from the first-floor square chamber are additional square chambers. The 

complex is often, but not always, surrounded by a circular moat called the “Jade ring moat” (C: 

pi-yong, 辟雍). Beyond the moat is a square enclosure with gates corresponding to the four 

cardinal directions. These elements are all present in a reconstructive model of a Mingtang 

created by the architectural historian Yang Hongxun (figure 5.16): the Mingtang of Wang Mang 

(王莽, c. 45 BCE-23 CE) constructed during the Western Han Dynasty (206 BCE-9 CE).153 As 

with most versions of the Mingtang, Wang Mang built his as part  of a power play and a pressing 

desire to cultivate legitimacy. It was constructed as part of an eventually  successful, but short-

lived, usurpation of the imperial throne.154  Yang’s model is based on the discovered and 

excavated site of the building, but  just as with the Azuchi tenshu many of its details are based on 

speculation.155 Regardless, the model captures the key features of the Mingtang. At the center of 

the building is a square chamber capped with a circular second story. Around this central two 

story structure are several square chambers that encompass the core in a symmetric, grid-like 

pattern. Surrounding this core building is the round jade ring moat, then square walls, then 

another round moat, and finally an outer, square wall. This reconstruction is one of several 

Mingtang reconstructions that have been produced by Yang. While the specifics vary  greatly 

between the various versions—including the Mingtang of Wang Mang, the Mingtang (figure 

5.17) of Emperor Guangwu (光武, 5-57 CE) from the the Eastern Han Dynasty (25-220 CE), and 

Mingtang (figure 5.18) of Empress Wu Zetian (武則天, 624-705 CE) from the Second Zhou 

Dynasty (690-705 CE)—each possesses this same basic repetition of forms.
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 Albeit adapted, it is this repetition of concentric forms (circle-square-circle-square) that 

can be likewise seen in the Azuchi tenshu. The stone pedestal on which the tenshu sat  is an 

irregular octagon (again, a form legible as a circle), the tenshu’s base can be understood as a 

square, and several floors up we see this pattern repeated in the tenshu’s keep (see appendix G,   

also see figure 2.26 as a generic reference). One can even potentially read a Mingtang influence 

beyond the tenshu and in the larger castle complex wherein there were gates that correspond to 

the four directions. More radically, because of the vagueness of descriptions in the classical 

Chinese primary  texts, one can even argue that the jade ring moat can be seen in the shores of 

Lake Biwa surrounding Mt. Azuchi. 

 This reading of the Azuchi tenshu as informed by the Mingtang helps to shed light on 

several issues. First, it would help to explain the peculiar shape of the tenshu pedestal. As 

discussed at length in chapter two, archeological surveys of the Azuchi ruins have conclusively 

established that  the pedestal on which the tenshu sat was an irregular octagon. The tenshu’s first 

floor was almost certainly a square or rectangular shape.156  Almost all other tenshu are seated 

upon square or rectangular pedestals and possess a concentric square or rectangular first floor. 

The Mingtang theory explains this discrepancy between the Azuchi tenshu pedestal and the norm 

for tenshu as a product of a specific desire to cultivate parellels between the tenshu and the 

Mingtang. Second and as likewise discussed in chapter two, based on the discovery of red-

yellow tiles unearthed during archeological surveys at the Azuchi Castle Ruins as well as indirect 

mentions of red-yellow tiles in text such as Azuchiyama-ki, many reconstructive model makers 
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have chosen to employ red-yellow colored tiles to crowned the top of the keep. Again, if 

considered in light  of the Mingtang theory, the use of these tiles can be understood as an 

adaptation of the prescription for a thatched roof. Such adaptation would not have been 

unprecedented. Empress Wu in her Mingtang similarly reinterpreted this feature by employing 

wood carved to resemble ceramic tiles as opposed to actual thatch.157 As red-yellow tiles are a 

rarity in the Japanese context and there is a record that Azuchi’s tiles were produced by a 

Chinese named Ikkan—a artisan whose nationality  would have lent special clout to the task of 

creating these tiles—this interpretation is particularly tantalysing.158 A final potential area which 

the Mingtang theory  can be seen as clarifying is Nobunaga’s generosity  to the Jesuits.159  By 

providing them with a prized plot of land to establish their Seminary as well as granting them the 

privilege to use his “brand” of roof tiles, one can argue that Nobunaga was grooming them for 

the role of the subjugated foreigner, a essential group that  was required to reenact the “Grand 

Assemblage of the People of the Four Quadrants,” the event which the first Mingtang was 

purportedly constructed for by the Duke of Zhou in which feudal lords and rulers of foreign 

lands were assembled to pay tribute.160

 Finally, the Mingtang theory helps to explain an unusual feature of the earliest known 

variant of the tenshu description, Azuchi nikki and, in turn, explain the painting and architectural 

program of the keep as unified. Included in the Azuchi nikki version of the tenshu description, but 

in no other recension, are four auxiliary lines that list the names of painting subjects (figure 
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5.19). Listed are: Fu Xi, Shennong, and Huangdi [the Three Sovereigns]; King Wen of Zhou and 

Jiang Ziya [a military strategist who served King Wen of Zhou]; Laozi [founder of Daoism]; 

Confucius; and the Seven Sages of the Bamboo Grove. To the left of these auxiliary lines of text 

are several actual lines that run to the bottom of the page and converge to the left. The use of 

such “underlines” is a normal convention in Japanese writing. Functioning like a caret, they 

indicate where text should be inserted. In this case, they point to these subjects as having been 

included among the paintings of the octagonal fifth floor—that is, amongst the Buddhist 

subjects. To date, these auxiliary lines have been largely ignored by scholars. The primary  reason 

for this neglect is that the architectural typology of the octagonal hall is used exclusively  in 

Buddhist contexts in Japan. Consequently, the suggestion that Confucian or Daoist figures might 

have also been included in the octagonal hall’s decorative program has heretofore been deemed 

unthinkable. They are dismissed for additional reasons: (1) these are the only auxiliary lines in 

the Azuchi nikki that are not incorporated into the text of the latter variant “Program of the 

Azuchi tenshu;” (2) two of the lines appear to be redundant—the Three Sovereigns and the 

Seven Sages are repeated in Azuchi nikki within the description of the sixth floor; (3) as a 

consequence of the number of parties involved and the possibility that these lines are mere 

annotations, they are seen as dubious.161  As already explained in chapter one, the Sonkeikaku 

Azuchi nikki is assumed to be a copy of an early draft of Gyūichi’s adaptation of his journal into 

The Chronicle. The tenshu description (i.e. Azuchi nikki) included within the Sonkeikaku Azuchi 

nikki is thought to have been based on a text written by Murai Sadakatsu (村井貞勝, 
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1528-1582). In other words, Azuchi nikki is a copy  of a copy with three parties involved: 

Sadakatsu, Gyūichi, and the author of the extant version of the Sonkeikaku Azuchi nikki.

 This dismissal, however, I contend is premature. Whereas all the other discrepancies 

between Azuchi nikki and the “Program of the Azuchi Tenshu” have, as demonstrated in chapter 

one, some relatively discernable basis, these auxillary lines contain information that is wholly 

original and there is a lack of clear grounds for their later omission. This is to say, they are of 

such a unique nature that they  deserve special consideration. Moreover, the auxillary lines are 

consistent with other discrepancies in the text. As noted in the initial discussion of the character 

of the keep above, there exist already several points of overlap and conflation in the descriptions 

of the two stories. As such, these auxillary  lines represent  only one example of several and 

therefore should not be seen as anomolous. Given these points alone and without even dwelling 

on the motivations for the inclusion and omission of these auxillary lines, there exist no clear 

reason to reject them outright.162 To the contrary, if they are understood as either a reflection of 

an imperfect  original text or Gyūichi’s attempts to retroactively make sense of a text beyond his 

comprehension, a whole new set of interpretive possibilities emerges.

 In light of the Mingtang theory proposed above, these lines can be seen as embodying 

significant new meaning. If taken at face value, the text  and caret lines suggest that the two top 

floors contained not a Buddhist floor and a Confucian-Daoist floor, but instead a mixture of 

Buddhist, Confucian, and Daoist subjects: the historical Buddha Shakamuni with ten disciples, 

Confucius with ten disciples, Laozi with the Seven Sages of the Bamboo Grove. Albeit an 

unprecedented expansion of the theme, this grouping of Confucius, Laozi, and Shakamuni stands 
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out as an obvious evocation of a Chinese philosophical idea that held popular appeal in fifteenth- 

and sixteenth-century Japan: “the unity of the three teachings,” (sankyō ichiron, 三教一致).163 

While it  has a longer history, “the unity of the three teachings” idea was largely  developed and 

popularized out of a complex mix of politics and religion during the Yuan Dynasty 

(1271-1368).164 It advocated that Buddhism, Confucianism, and Daoism were, in fact different 

aspects of one “Way.” This one “Way” is tentō or, again, “The Way of Heaven.” In other words, 

the decorative program within that keep was a reflection of the three pillars of the “Way of 

Heaven” which, in theory, propped up that Mandate. Coupled with the inclusion of the 

mythological Three Sovereigns and Five Emperors (two sets of Mandate-possessing rulers), as 

well as King Wen of Zhou whom the original Bright Hall was constructed for the Duke of Zhou 

to celebrate, the tenshu’s keep appears to have been explicitly pointing to Nobunaga as a 

successor in this line and the next great East Asian ruler to possess the Mandate of Heaven. In 

turn and assuming that the Mingtang, the home of a ruler possessing such a Mandate, was a 

referent in the design of the tenshu, the interior decorative and exterior architectural programs 

would have been wholly unified in message. 

VII. Conclusion

 The unique character of the Azuchi tenshu keep, I contend, was the product of several 

overlapping ideological trends and a desire to harness these trends into a new durable foundation 

for political legitimacy. The first of these trends is unique to the Japanese context. As a 

consequence of the emperor’s status as a sacrosanct figure of divine descent, there existed a 
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long-standing paradox at the heart of pre-modern Japanese political life. In theory, the emperor 

was an undisputed, divinely-backed sovereign. In reality, however, members of the court and 

later elite warriors for most of Japanese history held the actual authority and controlled the 

reigns of government. The means to bridge this gap between appearance and fact and, thereby, 

allow for a servant of the emperor to wield greater power than his lord was first developed in the 

Heian period by Fujiwara Michinaga. By means of celebrating the emperor in a variety of 

cultural acts, Michinaga forwarded a image of himself as a noble stewart who deserved his 

position owing to his ability to satisfy and appease the divine forces that surrounded the imperial 

throne. The Ashikaga shogunate would later update, incorporating new and fashionable Chinese 

cultural ideas, and replicate this model of control at such sites as Kinkakuji and Ginkakuji and 

repeating such activities as Imperial Progresses. 

 In 1573, when Nobunaga exiled the last Ashikaga shogun and found himself without a 

clear mandate for occupying the capital, it is this Ashikaga model to which he turned to in order 

to consolidate his control over the imperial court and capital. In the replication of architectural 

forms most associated with the Ashikaga such as the Golden and Silver Pavilions in the design 

of the Azuchi tenshu keep as well as in his efforts to host cultural activities at Azuchi such as a 

planned, but never executed Imperial Progress, Nobunaga both laid claim to the Ashikaga legacy 

and to the Michinaga model of controlling the imperial court in the guise of servant of the 

emperor. Moreover, in replicating these forms, Nobunaga lay the groundwork for a smooth 

transition of this authority after his death. Again the model for this was Kinkakuji and Ginkakuji, 

whereat Ashikaga Yoshimitsu and Ashikaga Yoshimasa respectively developed and then left the 

architectural and cultural tools by which their descendants could perpetuate their political 
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dominance through the repetition of the cultural practices of their predecessors. While the 

specific designs for a post-Nobunaga Azuchi remain unknown, in the choice of established 

mortuary painting subjects and architectural forms, namely the octagonal hall, a platform from 

which his son Nobutada could extend the Oda dynasty is readily apparent.  

 Yet Nobunaga did not just replicate the Ashikaga model. As a consequence of the 

unending civil wars of the Sengoku period, other ideological trends required acknowledgement. 

The most important of these is tentō or “The Way of Heaven.” Imported from China and 

essentially  an amorphous and fatalist ideological construct that, at  its core, explained all action 

as either approved or rejected by  a divine or heavenly presence that could take innumerable 

forms, tentō found new appeal in the sixteenth century as a means to explain the chaos of the 

time and serve as a rationale for dramatic shifts in social mores. Tentō represented a double-

edged sword for Nobunaga in that it  offered both grounds for his claims to authority  and a basis 

by which that authority  could be suddenly stripped from him. To extend this metaphor one more 

step, in the keep’s painted and architectural program, an attempt to dull one edge and sharpen the 

other was manifest. The “dulling” here may be seen in Nobunaga’s attempts to encourage a new 

model for hierarchical relationships. In the choice of subject matter for the paintings of the keep 

as well as in other parts of the tenshu, one of the most prevalent themes is the relationship 

between sage-king and wise advisor. The repetition of this subject, I contend, represents an 

attempt to undermine the use of tentō as a means to justifying usurpation, an act known as 

gekokujō. At the same time and more significantly, this framing of Nobunaga cultivated a notion 

that he was a sage-king and in possession of a “Mandate from Heaven” and therefore destined to 

usher in a new golden age of peace and prosperity. This suggestion that Nobunaga was a sage 
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king was a particularly potent ideological construct as it  both delegitimized those who opposed 

him or might betray his trust as well as made his rise appear as an inevitability. This image of 

Nobunaga was “sharpened” on many fronts. Examples include the adoption of the Tenka fubu 

cypher, his naming of the city of Gifu using characters that evoked the birth the Zhou dynasty, 

the changing of the era name to Tenshō, and the adoption of the name of tenshu for the highest 

tower at Oda-affiliated castles.

 It is in light of this multifaceted push to frame Nobunaga as a sage-king that a Mingtang 

influence on the tenshu keep becomes apparent. Indeed, it would be strange to think that 

Nobunaga would use such a variety of means to frame himself to show off his holding of the 

Mandate of Heaven, but then choose to not evoke the definitional home of a Mandate-holding 

ruler. Given that there is a clear conduit by which Nobunaga could have learned about the 

Mingtang in the Zen monk Sakugen Shūryō as well as a number of points of resemblance 

between the Mingtang and the Azuchi tenshu (the repetition of concentric circles and square, the 

use of red-yellow tiles), a clear case can be made that it was a referent at Azuchi. On top  of this, 

the idea that  the Mingtang served as a pillar of inspiration offers a mean to unify the heretofore 

understood as disparate painting subjects and architectural character of the keep. The use of a 

octagonal and square floor for the keep  evoked the Mingtang, a home for the holder of the 

Mandate, and the painting program incorporating Confucian, Buddhist, and Daoist subjects 

evoked “the unity of the three teachings,” a core foundational notion of tentō ideology.

 It is in this mix of the demands of Japanese political dynamics and an interest in 

harnessing tentō ideology that the Azuchi tenshu keep finds its form. The keep is a compromise. 

At least during the 1570s, Nobunaga could not have constructed a true Mingtang as such an act 
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would have contradicted and run counter to his need and desire to emulate the Ashikaga model 

for managing the imperial throne. In other words, had Nobunaga built an actual Mingtang, he 

would have theoretically  offended the divine forces surrounding the emperor by encroaching on 

the emperor’s superior claim to a Mandate from Heaven. In turn, such an act would have 

delegitimized Nobunaga’s own claims to power. It is likely  for this precise reason that the 

primary record is so unclear on the relationship between the Mingtang and Nobunaga. Hints of it 

can be found in texts like Azuchiyama-ki, but by design it was not explicitly evoked for fear of 

undercutting the means by which Japanese political control was realized. Yet while Nobunaga 

could not overreach his claim to a Mandate, on account of its popularity  as a means to 

understand the world, tentō required some address. Nobunaga had to loudly  display his claims to 

a Mandate or risk loosing it to a competitor or usurper. Subtle hints to a Mingtang alone along 

with more explicit paintings of Chinese sage kings and wise advisors served these ends. In total, 

the Azuchi tenshu keep represented a clear physical manifestation of Nobunaga’s desire to 

balance these ideas and walk the fine line of claiming Heavenly backing without conceding 

natively developed means of political control.
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Appendix A 
Primary Sources Related to the Azuchiyama Screens 「安土図屏風」 

1. Attributed to Emperor Ōgimachi 正親町天皇, Oyudono no ue no nikki 『御湯殿上日記』, 
entries for the 13th and 14th day of the 8th month, Tenshō 8 (1580)  

2. Excerpt from Gaspar Coelho, “Annual Report for Japan written by Father Gaspar Coelho in 
Nagasaki on the February 15, 1582 for the Father General of the Company of Jesus” 
published in Cartas, 1598 [original in Portuguese]  

3. Excerpt from Luis Fróis, “Of How the Visiting Father Went To The Capital to Visit 
Nobunaga, And From There Went To See Azuchiyama Again” in Historia de Iapam, 
Volume 3, Chapter 31, written between 1583-1597 [original in Portuguese]  

4. Excerpt from Urbino Ambassador to Rome, (possibly Danielle Annibale also named as 
Annibale Ariosto), “Report of the Urbino Ambassador to Rome” (possibly to the 
Cardinal d’Esta), dated March 30, 1585 [original in Italian]  

5. Excerpt from Teodosio Panizza, “Letter to the Cardinal of Este,” dated April 5, 1585 
[original in Italian]  

6. Excerpt from Alessandro Benacci, Relatione del viaggio et arrivo in Europa, Roma et 
Bologna, dei Serenissimi principi Giapponesi, published 1585 [original in Italian]  

7. Excerpt from Alessandro Valignano & Duarte de Sande, De Missione Legatorum Iaponen 
sium ad Romanam curiam, rebusq; in Europa, ac toto itinere animaduersis dialogus ex 
ephemeride ipsorvm legatorvm collegtvs, & in sermonem latinvm versus ab Eduardo de 
Sande sacerdote Societatis Iesv, Dialogue 24, written and translated 1587-1589, 
published 1590 [original in Latin]  

8. Excerpt from Philips van Winghe, “Letter to Abraham Ortelius,” July 15, 1592 [original in 
Flemish]  

9. Excerpt from Daniello Bartoli Dell’Historia della Compangne di Geisù il Giappone, 
Seconda Parte dell’Asia, 1660 [original in Italian]  

Appendix B 
Annotated Translation of Azuchiyama-ki 「安土山記」 
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Appendix C  
Annotated Translations of Jesuit Writings  

1. Excerpts Related to Azuchi in Jesuit Texts 

a. Excerpt from Gnecchi-Soldo Organtino “Regarding A [Letter] from Father Organtino 
from Miyako [Kyoto], 1577” published in Cartas 1598  

b. Excerpt from Lourenço Mexia, “Letter of Father Lourenço Mexia, for the Father 
General of the Company of Jesus, from Japan in the year of 1580” included in the 
section “Regarding the Houses and Residences of the Miyako [Kyoto]” dated as 
“[written in] Bungo, October 20, 1580” published in Cartas 1598  

c. Excerpt from Giovanni Francesco Stephanoni, “Letter of Father Joáo Fráncisco, 
[who] wrote from Miyako on the First of September, 1580” published in Cartas 
1598  

d. Excerpts from Gaspar Coelho, “The Annual Letter from Japan which was written by 
Gaspar Coelho from Nagasaki on February 15 in the year 1582 for the Father 
General of the Company of Jesus,” included in the section titled “The Houses and 
Residences of Azuchiyama” published in Cartas 1598  

e. Excerpt from Luis Fróis, Historia de Japam Volume 2, Chapter 84, “Other Things 
That Nobunaga Made Progress On In His Government”  

f. Excerpt from Luis Fróis, Historia de Japam Volume 3, Chapter 31, “Of How The 
Visiting Father Went To The Capital to Visit Nobunaga, And From There Went To 
See Azuchiyama Again”  

g. Luis Fróis, “A letter from Father Luis Fróis about the death of Nobunaga, for the 
much revered General Father of the Company of Jesus, from Kuchinotsu, at the 
5th of November of 1582.” published in Cartas 1598  

2. Excerpts Related to other Castles in Jesuit Texts  

a. Excerpt regarding Tamonyama Castle and Nara’s temples by Luis De Almeida, 
“Letter from Brother Luis Dalmeida, brothers of the company that made way with 
Father Luis Fróis to Miyako, written in facunda, 25 October 1565” published in 
Cartas 1598  

b. Excerpt regarding Nijō Castle by Luis Fróis, “A letter from Father Luis Fróis in 
Miyako for Father Belchior de Figueiredo on the 1st of June, 1569” published in 
Cartas (1598)  
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c. Excerpt regarding Gifu Castle by Luis Fróis, “A letter from Father Luis Fróis in 
Miyako for Father Belchior de Figueiredo in Bungo on the 12th of July, 1569” 
published in Cartas (1598)  

d. Excerpt regarding Osaka Castle by Luis Fróis, “The wars of Hideyoshi, Lord of the 
Tenka, & the destruction of three or four republics of bonzes, and the buildings of 
the new city of Osaka” published in Cartas (1598)  

e. Excerpt regarding Luis Fróis’s tour of Osaka Castle in “Some things taken from a 
letter that Father Luis Fróis wrote in parts of Japan to Father Alexander Valignano 
who had been going for Visitor & another Father Pero Gomez superior in Bungo” 
published in Cartas (1598)  

Appendix D 
Annotated Translations of The Chronicle of Lord Nobunaga 『信長公記』 

1. Excerpts Related to Azuchi in The Chronicle of Lord Nobunaga 

a. Book 9, Episode 1: The Construction of a Castle at and Transfer to Azuchi [First 
month, Tenshō 4 (1576)]  

b. Excerpt from Book 11, Episode 1: Tea Ceremony [First month, first day of Tenshō 6 
(1578)]  

c. Excerpt from Book 13, Episode 4: Presenting Estates Beneath Azuchi [Third month, 
sixteenth day of Tenshō 8 (1580)]  

d. Book 14, Episode 1: The Construction of Stables Below Azuchi [First month, first day 
of Tenshō 9 (1581)]  

e. Book 15, Episode 1: New Year’s Attendance [First month, first day of Tenshō 10 
(1582)]  

2. Ōta Gyūichi’s Descriptions of the Azuchi Tenshu  

a. Comparative Translations of Azuchi Nikki 「安土日記」 and “The Program of the 
Azuchi Tenshu” 「安土御天主之次第」 

b. Companion Notes to the Comparative Translations of Azuchi Nikki 「安土日記」 and 
“The Program of the Azuchi Tenshu” 「安土御天主之次第」 
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Appendix E 
Translation and Companion Notes to Tenshu sashizu 「天主指図」 (Plan of the Tenshu)  

Appendix F 
Translation of the Painting of Azuchi Castle in Gamo District, Ōmi Province (Ōmi-kuni 
Gamō-gun Azuchi-jō no zu 「近江国蒲生郡安土城の図」)  

Appendix G 
Comparisons of of Azuchi Tenshu Reconstructive Models  

1. Azuchi Tenshu Exteriors 

2. Azuchi Tenshu Interiors 

3. Miyakami & Satō Reconstructive Models, 1st-3rd Floors 

Appendix H 
Data for Tables 2.1 and 2.2 (Comparison of Possible Azuchi Tenshu Aspect Ratios with 
Other Tenshu)  
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Appendix A  
Primary Sources Related to the Azuchiyama Screens 「安土山図屏風」 

 The Azuchiyama screens, their voyage from Japan to Rome, and their vestiges in 

Japanese and European writings have been discussed in numerous publications.  Despite both the 1

quality and quantity of these scholarly efforts, because of copying and overlap in the primary 

sources and the varying focus of each secondary source, the picture that they present can be a 

rather scattered and confusing one. To help provide a foundation for future study, each of the key 

passages from currently known primary sources are listed below in the order in which they were 

written. Along with the English translations, where appropriate, additional notation regarding the 

texts’ significance has been added. 

1. Attributed to Emperor Ōgimachi 正親町天皇, Oyudono no ue no nikki 『御湯殿上日記』, 
entries for the 13th and 14th day of the 8th month, Tenshō 8 (1580) 

 The only known record of the screens in a Japanese source. The Oyudono no ue no nikki 

is a diary that details the affairs of the court and was written by Imperial courtesans and 

 Discussions in Japanese include: Hamada, S. (December, 1931). "Azuchiyama byōbu ni tsuite." Bukkyō 1

bijutsu(18): 12-16.; Kyōto Kokuritsu Hakubutsukan and T. Takeda (1966). Rakuchū rakugai zu. Tokyo, 
Kadokawa Shoten. 25; Takeda, T. (1978). Ushinawareta Azuchi-zu byōbu ni tsuite. Nihon byōbue shūsei 
tsuroku 3. Tokyo, Kōdansha. 3.; Sugimori, T. (1998). Egakareta kinsei no toshi (ni)—maboroshi no 
'Azuchi-zu byōbu'—. Nihon no kinsei (hōsō daigaku kyōzai). Ō. Yūjirō. Tokyo, Hōsō daigaku kyōiku 
shinkōkai.; Wakakuwa, M. (2003). Kuatoro ragattsi: tenshō shōnen shisetsu to sekai teikoku. Tokyo, 
Shūeisha. 224-228.; Sugimori, T. (2005). Toshi-zu byōbu no seiritsu to tenkai—nichiō kōryū no shiten kara
—. Toshi • kenchiku • rekishi 5 kinsei toshi no seiritsu. H. Suzuki. Tokyo, Tokyo University.. Discussions in 
English include: Boscaro, A. (August-September 1970). "The First Japanese Ambassadors to Europe: 
Political Background for a Religious Journey." KBS Bulletin of Japanese Culture 103: 1-20. Takayanagi, S. 
i. (1977). "The Glory That Was Azuchi." Monumenta Nipponica 32(4): 515-524.; Cooper, M. (2005). The 
Japanese Mission to Europe, 1582-1590: The Journey of Four Samurai Boys through Portugal, Spain and 
Italy. Folkestone, Global Oriental. 203-9.; McKelway, M. P. (2006). Capitalscapes: Folding Screens and 
Political Imagination in Late Medieval Kyoto. Honolulu, University of Hawaiʻi Press. 165-7. In German: 
Pontificia Università Gregoriana. Facoltà di storia ecclesiastica. (1967). Archivum historiae pontificiae. 
Romae, Pontificia Universitas Gregoriana Facultas Historiae Ecclesiasticae. 218-220.
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occasionally the Emperor himself.  Sugimori notes that the use of such words as “Imperial 2

statement” ちょくしょ (勅書) and the self-deprecating “poor calligraphy” あくひつ (悪筆) would 

have been unbecoming for the women diarists to use and, on the basis of this, infers that 

Emperor Ōgimachi deserves credit for the entry on the 14th.  Presumably, because of its 3

proximity and shared topic, Ōgimachi would have written the entry on the 13th as well. Sugimori 

also posits that the wording of the passage implies that Nobunaga was seeking the Imperial 

statement mentioned in the text.  According to The Chronicles of Lord Nobunaga, Nobunaga left 4

the capital on the 12th and traveled via Uji to Osaka to deal with the final negotiations for peace 

with the Ishiyama Honganji Ikkō-ikki.  The timing of the viewing is intriguing given Ōgimachi 5

and the court’s critical role, albeit at Nobunaga’s prompting, in establishing the groundwork for 

this peace.  6

 十三日。あつちのていかきけん七郎にひゃうふにかかせて。のふなかけさんに入
る。しゅんちゃうけんもたせてまいる。こよひはこなたにをく。よるむら井せいししゃ
うのすけ。たて物ほうしょまうのよし申。御心えのよし。 

 Regarding the Oyudono no ue no nikki see Butler, L. (2002). Emperor and Aristocracy in Japan, 2

1467-1680: Resilience and Renewal. Cambridge, MA, Harvard University Asia Center; Distributed by 
Harvard University Press. 314.

 Sugimori, T. (1998). Egakareta kinsei no toshi (ni)—maboroshi no 'Azuchi-zu byōbu'—. Nihon no kinsei 3

(hōsō daigaku kyōzai). Ō. Yūjirō. Tokyo, Hōsō daigaku kyōiku shinkōkai. 89.

 Ibid. 89.4

 Ōta, G. (2011). The Chronicle of Lord Nobunaga. Leiden, Brill. 376; Ōta, G. (1969). Shinchō-kō ki. 5

Tokyo, Kadokawa Bunko. 327. 

 Lamers, J. P. (2000). Japonius Tyrannus: The Japanese Warlord Oda Nobunaga Reconsidered. Leiden, 6

Hotei Publishing. 166-170.
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 十四日。昨日のひゃうふに。ちょくしょをと申まま。あくひつをそめいた
す。つかいくわんしゅ寺中納言。日のの中納言。ひののしん中納言文をもちての
ふなか所へゆく。大すけとのよりかき一ふたまいる。  7

 13th day….Having had Kanō Genshichirō [sic] (Kanō Eitoku)  paint screens of the 8

Azuchi Estate, Nobunaga came to show them, and had Shunchōken (Murai Sadakatsu) 
bring them. This evening they will be placed here. 

 14th day. Having agreed  to provide an Imperial statement  for yesterday’s screens, [I, 9 10

or the emperor] prepared one in my poor calligraphy. Middle Counsellors Kajūji 
[Harutoyo] and Hino (Karasumaru Mitsunobu) and the new Middle Counsellor Hino 
[Terusuke] took the statement to Nobunaga.  11

2. Excerpt from Gaspar Coelho, “Annual Report for Japan written by Father Gaspar 
Coelho in Nagasaki on the February 15, 1582 for the Father General of the Company of 
Jesus” published in Cartas, 1598 [original in Portuguese] 

 The Tenshō ‘Boys’ Embassy departed Nagasaki on February 20, 1582, five days after the 

date of this annual report. It can thus be safely assumed that it accompanied the Embassy and 

screens to Rome. Coelho likely saw the screens and was aware that his superiors might consult 

 Copied from Hanawa, H. and T. Ōta, Eds. (1934). Oyudonono ue no nikki, zoku gunsho ruijū kansaikai 7

hoi san. Tokyo, Gunsho Ruijū Kansaikai. 330.

 Tsuji posits that “Genshichirō (けん七郎)” is likely a mistake and that it should have been written as 8

“Genshirō”, a pseudonym of Kanō Eitoku. Coelho’s account notes the artist as the “most famous painter 
in Japan” a description which bolsters this theory. Tsuji, N. (1994). Sengoku jidai Kanō-ha no kenkyū: 
Kanō Motonobu o chūshin to shite. Tokyo, Yoshikawa Kōbunkan. 264.

 “moshi mama” (申まま) can be more literally translated to “as I said.” In this particular case though, it can 9

also be read as "as [Nobunaga] asked.”  The former translation is the more likely given that more 
respectful speech would have been required if indeed the subject had been Nobunaga. I am indebted to 
Lee Butler for his insight on this point.

 “ちょくしょ (chokusho)” is typically translated as “rescript.” In this case, however, the lofty connotations of 10

“rescript” seem excessive for the type of calligraphic note Ōgimachi might produce to laud an artwork. 
Conversely, McKelway offers the translation of “message,” but this is an undervaluation of the importance 
of an Imperial acknowledgement of the screen. Hoping to find a middle ground, I have employed the more 
literal translation of “Imperial Statement.” I am again here indebted to Lee Butler for his insight on this 
point and for suggesting this translation. McKelway, M. P. (2006). Capitalscapes: Folding Screens and 
Political Imagination in Late Medieval Kyoto. Honolulu, University of Hawaiʻi Press. 163.

 English translation expanded and adapted with help from Lee Butler. Ibid. 163.11

�476



his text to gain insight into its subject matter. To these ends, it is worth considering that the 

lengthy description of Azuchi (see Appendix C1 for translation), also included in this annual 

report, was written with the screens in mind and may hold some valuable, yet unidentified 

insight into the nature of the screens.   

  Aqui se deteue o padre Visitador perto de hum mes, & acabada a festa do Spirito santo 
pedio licença a Nobunánga pera ir visitar a Christandade que naquellas partes temos: elle 
lha deu com palauras de muito amor dizendo que fosse & mandasse seus pregadores 
aonde quissesse por todos seus Reinos, porque elle folgaria muito, q a Christãdade se 
dilatasse nelles. Tornando o padre de visitar os Christãos, lhe fez Nobunanga muito mores 
fauores, do que atè então lhe fizera, & logo correo a fama por todo lapaõ, resultandonos 
disso mui grande credito pera com todos. Hũ dos fauores que digo, foi que tendo 
Nobunânga feitos hũs panos darmar da maneira que os senhores Iapões vsaõ, & saõ entre 
elles de grande eftima, os quaes chamão beòbus, que auia hum anno, que os mandara 
fazer pelo mais insigne pintor que auia em Iapaõ, & nelles mandou pintar esta cidade 
noua com a sua fortaleza tanto ao natural, que nada quis que discrepasse da verdade, 
pintando o sitio do lago, das casas, & de tudo o mais quam propriamente pudesse ser, 
gastando nisso muito tempo, por qualquer cousa que lhe parecia q em algũa cousa 
discordaua da verdade logo fazia borrar, & pintar de nouo: finalmente sairaõ a seu gosto, 
sendo hũa obra mui bem acabada, & perfeita, & como foraõ feitos estes panos, com tanta 
diligencia por hũ pintor insigne, & a obra em si saio tal que contenttou a Nobunânga, & 
delle foi muito estimada, foi grande a fama que em toda a corte tinhaõ estes panos, o que 
acrecentaua mais a estima delles era serem vistos de taõ poucos por que por particular 
fauor os mostraua Nobunánga a algũ grande priuado seu. Chegou a fama ao Dairí 
mandando pedir a Nobunánga q lhos mostrasse, & lhe contentaraõ tanto, que fez saber a 
Nobunánga, que os desejaua, mas Nobunánga dissimulou, & nunca lhos quis dar. Sabendo 
pois que o padre se queria tornar, lhe mandou hum recado mui amoroso, & cortes, dizendo 
que pois elle viera de tam longe a velo, & naquella sua cidade se detiuera muito tempo, & 
mostrara desejo de fazer muita conta da casa, que elle ali tinha dado aos padres de tudo 
lhe daua os agradecimentos, & juntamente desejaua de lhe dar algũa cousa, que por 
lembrança, & sinal do amor que tinha aos padres leuasse quando se tornasse pera sua 
terra, & que cuidando nas peças q tinha de estima não achou coufa que lhe contentasse, 
porque todas as peças ricas vem de Europa, saluo se o padre desejasse de leuar pintado o 
seu mesmo Collegio, de maneira que lhe mandou os seus beòbus pera que os visse, e que 
se lhe contentassem os deixasse ficar, & não lhe contentando lhos tornasse a mandar. 
Ainda bem não começamos a abrilos pera os ver, quando chegou mui depressa hum 
fidalgo com outro recado de Nobunànga em que lhe mandaua dizer que logo lhe mandasse 
os seus beòbus se não contentaraõ ao padre, & isto com tanta festa, & alegria, que bem 
mostrauão os recados, & quẽ os trazia o muito amor & familiaridade de quem os 
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mandaua. O padre lhe mandou dizer quanto lhe contentaraõ os beòbus do que Nobunánga 
ficou mui contente, dizendo que entenderia por ali o padre o muito amor que lhe tinha, 
pois aquellas peças eraõ tanto de seu gosto, que com o Dayrí lhas pedir, lhas negara, mas 
que folgaua muito de as dar ao padre, pera que em todo Iapaõ se soubesse em quanta 
conta o elle tinha, & quanto o estimaua, & assi fosse testemunho de quanto õ fauorecera 
porque ainda que lhe dera mil cruzados não fazia tanto, pois ouro, & prata lhe não 
faltaua, mas priuarse de hũa cousa tanto de seu gosto pola dar ao padre, que isto era o 
que se auia muito de estimar. Diuulgouse logo a cousa por toda a cidade, & depois por 
todos os reinos ao redor ficando assi os gentios, como os Christãos espantados de huma 
cousa tam noua como era ouuir, q Nobunánga fizera hum tam grande fauor ao padre 
chamandoo por isso bem auenturado. Começarõ logo a correr os senhores & fidalgos a 
nossa casa pera ver os beòbus. Entre elles veio Sanxichindono, mostrando muito 
contentamento, & alegria, engrandecendo muito o fauor, que seu pai fizera ao padre. 
 Era tanto o concurso da gente que corria a ver os beóbus, não somente em 
Anzuchìyama, mas tambem no Miáco, Sacáy, & Búngo, & em todas as partes por onde 
passaua o padre, que era necessario pera poder satisfazer a todos pôlos na igreja pera que 
todos os podessem ver à vontade, & assi acodião homẽs, & molheres de toda a sorte, polo 
que sabendo todos os senhores que os vião, como Nobunánga os dera ao padre cobraraõ 
grande conceito de nos, & tiueraõnos em grande reputaçáo.  12

 Here [in Azuchiyama], the Visiting Father [Valignano] held himself for close to a 
month, and as the feast of the Holy Spirit [March 14, 1581] had finished he requested 
permission from Nobunaga to visit the Christendom that we have in those parts: he gave it 
to him with words of great love, telling him to go and send his preachers wherever he 
wished throughout all of his kingdoms, for he would be greatly pleased if Christendom 
were to spread itself in them. As the Father returned from visiting the Christians, Nobunaga 
did him much more favors than what he had done to him until then, and soon the fame [of 
this] ran throughout the whole of Japan, resulting from this great credit towards us all. 
 One of the favors that I mention, was that Nobunaga had ordered some assembling 
panels in the way which the Japanese lords use, and are greatly esteemed among them, 
which they call beobus [byōbu, folding screens], that a year before, he had them made by 
the most distinguished painter there was in Japan, and in them he ordered this new city 
with its fortress to be painted with such a natural look, that he wanted nothing to differ 
from the truth, painting the place of the lake, the houses, and everything else as properly as 
it could be [painted], spending a great deal of time in it, for anything which seemed to him 
to disagree from the truth in some aspect, he would immediately have it smeared, and 
painted again: finally they came out according to his liking, being a very well-finished and 

 Transcribed from Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os padres e irmãos da 12

Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma Companhia da India & 
Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series In The Tenri Central 
Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. Part 2, Book 1, folio 39r (left column, 
line 1)-folio 40v (right column, line 36) 
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perfect work, and as these panes were made with such diligence by an eminent painter, and 
the work in itself turned out such that it pleased Nobunaga, and was greatly esteemed by 
him, the fame that these panes had all over the court was great, and what added towards 
their esteem of them was them being viewed by so few [people], which Nobunaga as a 
particular favor would show to someone very close to him. The fame reached the Dairi 
[Emperor Ōgimachi], having asked Nobunaga to show them to him, and they pleased him 
so much, that he made it known to Nobunaga that he desired them, but Nobunaga 
dissimulated, and never wanted to give them to him. Knowing therefore that the Father 
wished to go back [to Europe], he sent him a very endearing and courteous message, saying 
that since he had come from so far to see him, and had stayed in that city of his for a long 
time, and had shown the desire to greatly care for the house which he had given there to the 
priests, he gave him his thanks for everything, and along with that he wished to give him 
something, that for remembrance and sign of the love that he had towards the priests, he 
should carry when he returned to his land, and that looking at his [most] esteemed pieces 
[of art], he could not find something that would content him, because all the rich pieces 
come from Europe, except if the Father wished to take his very own College in painted 
form,  in a way that he sent him his beobus so that he would see them, and that if he was 13

pleased by them he should let them stay, and if he was not content with them he should 
send them back to him.  
 We had barely began to open them in order to view them, when very quickly a 
nobleman came with another message from Nobunaga in which he had him say that 
[Valignano] should send him his beobus soon if he if they did not please the Father, and 
this with such feast, and joy, that the messages and who carried them showed well the great 
love and familiarity of who had sent them.  
 The Father had him tell how much the beobus had pleased him, of which Nobunaga 
was very content [to hear], saying that by this the Father would understand the great love 
which he had for him, for those pieces were so much of his liking, that the Dairi having 
asked for them, he had denied it, but that he was very pleased to give them to the Father, so 
that in all of Japan it would be known how highly he held him, and how much he esteemed 
him, and so it would be a testimony of how much he had favored him because even if he 
had given him a 1,000 cruzados it would not do so much, for gold and silver he had plenty 
of, but to be deprived of something he liked so much by giving him to the Father, this was 
the thing that would be greatly esteemed. This event was quickly known throughout the 
city, and afterwards in all the neighboring kingdoms, the gentiles as well as the Christians 
being astonished by such a new thing as it was to hear that Nobunaga had done such a great 
favor to the Father, calling him therefore the fortuned one.  
 The lords and noblemen began to rush into our house to view the beobus. Among them 
came Sanshichin-dono [Oda Nobutaka], showing great contentment, and joy, emboldening 

 This is a literal translation of this passage. The clunky grammatical construction represents an attempt 13

to capture the ambiguity and form of the original text. What it suggests is that the Azuchi Seminary was 
depicted in the Azuchiyama screens. If Coelho is to be believed as an accurate reporter here, Nobunaga, 
it seems, was humbling himself in offering the screens not as a depiction of his castle and his city but as a 
painting of Valignano’s College. 
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the favor that his father had done to the priest. The confluence of people coming to see the 
beobus was such, not only in Azuchiyama, but also in Miyako, Sakai, and Bungo, and in all 
the parts through which the Father passed, that in order to satisfy everyone it became 
necessary to put them in the church so that all could see them at ease, and so men and 
women of all sorts rushed in so that, knowing all the lords that saw them how Nobunaga 
had given them to the Father, they acquired a grand concept of us and held us in high 
regard.  14

3. Excerpt from Luis Fróis, “Of How the Visiting Father Went To The Capital to Visit 
Nobunaga, And From There Went To See Azuchiyama Again” in Historia de Iapam, 
Volume 3, Chapter 31, written between 1583-1597 [original in Portuguese] 

 Juxtaposed, it is easy to see that Fróis in compiling his History of Japan took liberally 

from Coelho’s February 15, 1582 report above, but also slightly rearranged, added, and 

subtracted words and comments. Takayanagi claims that the Coelho’s text was originally 

“compiled” by Fróis. Although the possibility exists—Coelho was Fróis’ superior and official 

reports are often enough ghost written by subordinates; alternatively, Fróis may well have acted 

as stenographer—no evidence for this claim is offered or immediately available.  Fróis’s 15

additions to the text that are noteworthy are highlighted in bold. Conversely, Fróis’s subtractions 

are noted in Coelho’s letter in bold. 

 Deteve-se alli o P.e. Vizitador perto de hum mez, e feita a festa do Espirito Santo, se 
determinou hir vizitar a christandade que temos naquellas partes. E pedindo para isso 
licença a Nobunanga lha deo com palavras de grande amor, dizendo que fosse e mandasse 
seos pregadores aonde quizesse. E tornando daquella vizitação a Anzuchiyama para se 
despedir de todo de Nobunanga e se tornar para as partes do Ximo, lhe fez outros maiores 
favores, hum dos quaes foi que tinha Nobunanga hum anuo atraz feitos huns panos de 
armar da maneira que os senhores japões uzão, aos quaes chamão beobus, que são 
dourados e pintados de muita estima entre elles, e mandou-os fazer ao mais insigne official 

 Translation by Bébio Amaro. Edited by the author. Another English translation can be found in Cooper, 14

M. (2005). The Japanese Mission to Europe, 1582-1590: The Journey of Four Samurai Boys through 
Portugal, Spain and Italy. Folkestone, Global Oriental. 206-207. 

 Takayanagi, S. i. (1977). "The Glory That Was Azuchi." Monumenta Nipponica 32(4): 515-524. footnote 15

2, 516.
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que havia em Japão, e nelles mandou pintar esta cidade com a sua fortaleza tão ao natural, 
que não queria que discrepassem da verdade em nenhum couza, figurando nelles o sitio a 
alagoa, as cazas, a fortaleza, as ruas, as pontes e tudo o mais, em que se gastou muito 
tempo. E o que mais os fazia ter nome era a estima em que os tinha Nobunanga. O 
Dairi lhos mandou pedir para os ver e, por lhe contentarem, mostrou que os dezejava mas 
elle dissimulou com seo dezejo. E sabendo que o P.e. Vizitador se havia de partir, logo lhe 
mandou Nobunanga por hum seo privado hum recado, dizendo que o Padre viera de tão 
longe a vê-lo e se detivera muito naquella cidade, e que pois se havia de tornar dezejava 
dar-lhe alguma couza que levasse por sua lembrança: e por não achar outra que fosse 
mais a seo gosto, lhe queria dar os seos beobus, e que os visse e, se lhe contentassem, os 
detivesse e não lhe contentando lhos tornasse, mostrando nisto o amor e familiaridade que 
tinha com os Padres. 
 O P.e. Vizitador lhe respondeo gratificando-lhe muito a mercê que lhe fizera, e que 
mais o estimava, por ser couza de seo gosto, que qualquer outra, especialmente para poder 
mostrar na pintura em a China, India e Europa o que por palavras facilmente se não 
poderia dar a entender acerca de Anzuchiyama. 
 E como os japões são naturalmente muito curiozo[s] de ver couza novas, era tanto o 
concurso de gente em Anzuchiyama, no Miaco, Sacai e em Bungo a ver os beobus, que 
para satisfazer com todos era necessatlo pô-los na igreja para que alli os podessem ver 
livremente homens e muiheres; e os gentios nos chamavão bem-aventurados, pois 
acharamos tanto favor em Nobunanga, sendo couza que não fazia por nenhum cazo a seos 
naturaes.  16

 The Visiting Father [Valignano] stayed there for close to a month, and having done the 
feast of the Holy Spirit [May 14, 1581], he determined himself to go visit the Christendom 
that we have in those parts. And requesting for that purpose the permission of Nobunaga, he 
[Nobunaga] gave it to him with words of great love, saying for him to go and send his 
preachers wherever he wished. And [Father Valignano] returning from that visit to 
Azuchiyama, to express his final farewell to Nobunaga and then make his way back to the 
parts of Shimo, other great favors were done to him [by Nobunaga]; one of which being 
that Nobunaga had ordered a year before the making of some folding screens, in the fashion 
that the Japanese lords normally have, which they call beobus, which are gilded and 
painted upon and taken in high esteem; he had them made by the most distinguished 
official [painter] living in Japan at that time, and in them he ordered to have this city with 
its fortress painted, in such a natural way, that he wished it must not deviate from the truth 
in any detail whatsoever, containing the place and its lagoon, the houses, the fortress, the 
streets, the bridges, and everything else, all of which took a great deal of time to make. 
And the thing that made them [the screens] most famous, was the high esteem in which 
Nobunaga held them. The Emperor had requested to see them, and because they pleased 

 Transcribed from Fróis, L. (1982). Historia de Japam. Lisbon, Presidência do Conselho de Ministros 16

Secretaria de Estado da Cultura Direcção-Geral do Patrimônio Cultural Biblioteca Nacional de Lisboa. 
260-1, lines 176-212. 
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him, had shown that he wanted them, but he [Nobunaga] dissimulated in fulfilling his 
request. And knowing that the Visiting Father would be making his departure, Nobunaga 
quickly sent him a message by one of his servants, saying that the Father had come such a 
long way to see him, and stayed a great deal of time in that city, and that therefore if he was 
making his return, he [Nobunaga] desired to give him something to take for remembrance; 
and there being no other thing that pleased him more, he would like to offer his beobus; 
should the Father see them, and like them, to withhold them; and if not satisfied, to return 
them, showing in this gesture the love and familiarity that he held for the priests.  
 The Visiting Father answered him by expressing his gratitude for the kindness which 
he had given, and that he esteemed it even more, by being a thing that pleased him more 
than any other; especially since he could show with this painting in China, India and 
Europe, the things that by words could not be made understood about Azuchiyama.  
 And since the Japanese are naturally very curious to see new things, there was such a 
rally of people in Azuchiyama, in Miyako, Sakai and Bungo to see the beobus, that to 
satisfy everyone it would be necessary to place them in the church, so that they could be 
freely seen by men and women; and the pagans called us the fortuned ones, since we had 
found such favors with Nobunaga, a thing that he did not do in any case with his naturals.   17

4. Excerpt from Urbino Ambassador to Rome, (possibly Danielle Annibale also named as 
Annibale Ariosto), “Report of the Urbino Ambassador to Rome” (possibly to the 
Cardinal d’Esta), dated March 30, 1585 [original in Italian] 

 The date of this text ostensibly poses a problem for the dating of the presentation of the 

screens to Gregory XIII. It was copied by Paola Calaviere from the original handwritten version 

during the an organized search for the screens in 2006 (Azuchicho byōbu-e tansaku 安土町屏風

絵探索) project. While the date given in the body is March 25th for the presentation of the 

screens, the event, in fact, took place on April 3rd.  Two possible reasons can be cited for this 18

discrepancy: (1) The author, an ambassador, had to comply with the official version of the news 

released by the Vatican. Despite the date given at the top of the letter, the 30th, it could well have 

been written at a later date (2) Because of its strict ceremonial rules, a papal hearing is not a 

 Translation by Bébio Amaro. Edited by author.17

 The Panizza excerpt below also seems to confirm the date Cooper gives. Cooper, M. (2005). The 18

Japanese Mission to Europe, 1582-1590: The Journey of Four Samurai Boys through Portugal, Spain and 
Italy. Folkestone, Global Oriental. 94.
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suitable occasion for exchanging presents and therefore it is unlikely that the presentation 

occurred on the 25th.  In the days after the Papal hearing the Japanese were busy with official 19

happenings. They met the pope again, in a private hearings, possibly more than once during this 

time. These private meetings would have been the appropriate occasion for them to give the pope 

their present. 

Roma, 30 Marzo, 1585 
  Lunedi mattina il Papa cavalcò con tutta la corte in Ponteficale alla Minerva 
secondo il consueto degli altri anni nel girono del Annunziata à dare di sua mano dopo la 
messa cantata dal Carle Aless(andri)no la dote à 118 Zittelle, Et i Principi del Giappone in 
quei habiti loro già descritti hebbero il primo luogo nella cavalcata, et in cappella sopra il 
Marchese di Baden, et sopra il Duca di Sora, cioè li due primi per essere di sangue Regale, 
ma il terzo come Barone stette i sedere su li scalini del Tribunale del Papa et perche 
usciranno in istampa tutte le loro attioni con quanto si è fatto, et si è detto, et le proprie 
l(ette)re, che hanno portate al Papa con il sermone recitato in Concistoro, non si dirà con 
questo altro di lor, solo, ch’in tutti, i gesti riescono modesti, circonspetti, ben creati, et anco 
accorti. Di maniera, che nelle visite, che fanno à Car(dina)li, et ricevono da altri, lasciano 
tutti contenti, et si scusano, che s’havessero pensato di dover ricevere tanti honorj et favori 
da S(ua) B(eatitudi)ne, che saranno venuti ben previsti di seguito, et di grandezze preciose, 
ma che la mente delli loro Rè era, che privatam(en)te facessero q(ues)to atto d’humiltà, et 
d’obedienza. Hanno donato al Papa sopra una grand(issi)ma, et sottiliss(im)a scorza 
d’arbore il ritratto della loro Città prin(cipa)le ornata de molti edificij Magnifici, scrittorij 
di Canna d’India, et tavolini ornati di vaghi lavori. Bevono l’acqua tepida fin’all’età di 20 
anni, et per il vino fin’alla morte. Et dicono,che ‘l loro paese è diviso in 63 Regni, et il 
negotio prin(cipa)le, che hanno, è, dell’oro, et dell’argento. La scorza sopra la quale 
scrivono le l(ette)re è di tal bellezza, sottigliezza, et lustrezza, che supera di gran lunga la 
finezza delle nostre carte pecore, et scrivono all’in giù p(er) il lungo in caratteri, et ogni 
carattere significa una parola intiera. Andaranno dopò Pasqua à Napoli, havendo così quel 
Vice Rè, come questo Amb(asciato)r Cat(toli)co ordine di far loro, et procurare, che gli 
siano fatti quei magg(io)r honori, che possibili sino da S(ua) M(aes)tà, et al ultimo pur di 
quà andaranno a Loreto, Venetia, Lombardia, et in Portugallo ad imbarcarsi per il Japon, 

 This information was conveyed to me via Calaviere who learned about such protocol from discussions 19

with Raffaele Farina, the Archivist of the Holy Roman Church and Dr. Serigio Pagano, the Prefect of the 
Vatican Secret Archive. I am indebted to her for this insight. 
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essendo stato notato, che di nissuna cosa si maravigliano per maravigliosa, che sia se non 
in secreto fra loro, che le notano diligentissimam(en)te.  20

Rome, March 30, 1585 
 Monday morning the Pope rode, with all his following, to the Papal Mass in 
Minerva, as is customary of past years, on the day of the Annunciation [March 25], for 
him to deliver of his own hand, after the Mass which was sung by the Cardinal 
Alessandrino [Carlo Michele Bonelli], a dowry to 118 Spinsters. And the Princes of 
Japan, in their attires as described before, were riding in front, and in the chapel above 
were the Marquis of Baden and the Duke of Sora, these were first because they are of 
Royal blood, while the third, a Baron, remained seated on the steps of the Papal 
Tribunal. And as all their actions and all that was done and said will be coming out in 
print as well as their letters which they brought to the Pope during the sermon recited in 
Consistory, there is no need here to say more about them, except this: that in every 
gesture they appear modest, guarded, well groomed, and also careful. It is so that, during 
their visits to the Cardinals or when others visit them, they leave everyone enthusiastic, 
and they apologize, saying that if they had imagined they would have received such 
honors and favors from His Holiness, they would have come with a following, and with 
precious gifts, but that when they left, their King’s thought was that they should visit 
privately, as an act of humbleness and obedience. They presented the Pope with a 
painting on a very wide and thin piece of tree-trunk, depicting their Capital city, with 
many magnificent buildings, and with writing desks in Rattan, and small tables 
decorated with fine works.  They drink lukewarm water until they are twenty, and wine 21

until their death. And they say that their Country is divided in sixty-three kingdoms, and 
that the main commerce they have is in gold and silver. The bark upon which they write 
their letters is of such beauty, lightness and brightness that it far surpasses our 
sheepskins, and they write in characters from above to below, and each character stands 
for an entire word. After Easter they will travel to Naples, having that Viceroy, just as 
this Catholic Ambassador, received orders to receive them and cause them to receive the 

 This transcription is noted as in the Biblioteca Apostolica Vaticana, Urb. lat.1053, Avvisi Urbainate f. 20

145r-v, 148r-v, 156v. and is copied from from Wakakuwa, M., K. Shinpo and P. Cavaliere (2007). Azuchi-
chō seisaku suishin ka jigyō 2006 nen azuchi byōbue tansaku purojekuto gakujutsu chōsa hōkokusho. 
Azuchi, Azuchi-chō kyōiku iinkai. 9-10.

An identical version (albeit in modern Italian) of this text labeled “Danielle Annibale, Report to the 
Cardinal of Este. Rome March 30, 1585” can be found in Tokyo daigaku shiryō hensanjo (1959). Dai 
nihon shiryō dai 11 hen bekkan no 1 tenshō ken ō shisetsu kankei shiryō dai 1. Tokyo, Tokyo Daigaku. 
267. The Cardinal of Este likely refers to Luigi D’Este. I have not been able to confirm the identity of 
Danielle Annibale and specifically if he was indeed the Urbino Ambassador to Rome as the letter 
transcribed in 2006 is labeled. 

 McKelway translates this sentence as “...a large (picture map of the principal city [in Japan] decorated 21

with many great buildings, painted on a very large but extremely thin wooden [bark (?)] surface)…” 
McKelway, M. P. (2006). Capitalscapes: Folding Screens and Political Imagination in Late Medieval 
Kyoto. Honolulu, University of Hawaiʻi Press. 167.
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highest honors possible for His Majesty, and finally from there they will go to Loreto, 
Venice, Lombardy and Portugal, where they will set sail for Japan, having it been noted 
that they make show of not marveling of any marvelous thing, except amongst 
themselves in secret, but that they most diligently take note of all things. 

5. Excerpt from Teodosio Panizza, “Letter to the Cardinal of Este,” dated April 5, 1585 
[original in Italian] 

 Hieri questi Giapponesi intendo che fecero il loro presente à Sua Santità che (se il 
vero è stato detto à me dal Girini secretario del Gran Duca di Toscana) non fu altro che 
uno scrittorio, et una Tauola sopra la quelle è retratta in intagli una Città c’ha edificato 
quel Re di Bongo con la rapresentatione de gli animali di quel paese, d’huomini à cavallo, 
à vacche invece di cavalli (che cosi si dice che usano in quel paese) delle donne et habiti 
con che vanno vestite, et altre simili particolarità, et oltre à questo gli hanno ancora dato 
una Tazza che fanno sia di osso di Rinoceronte, cose in somma tutte di poca ualuta, et che 
non altro meritano d’essere stimate, saluo che per venire da quelle parti….Di Roma alle V 
di Aprile 1585  22

 I hear that yesterday these Japanese presented the Pope with gifts (and if I was told the 
truth by the Girini secretary Grand Duke of Tuscany) they only gave a desk and a table on 
which a town erected by that king of Bongo  is engraved along with the representation of 23

the animals of that the country, men riding on cows instead of horses (so they say it is the 
habit in that country), all the women and other cloth they use, and other similar 
peculiarities; besides they gave him a cup made from a bone of rhinoceros; to conclude all 
things of low value, they can be esteemed only because they come from those lands...to 
Rome, April 5, 1585.  24

6. Excerpt from Alessandro Benacci, Relatione del viaggio et arrivo in Europa, Roma et 
Bologna, dei Serenissimi principi Giapponesi, published 1585 [original in Italian] 

 Per donare a S. Santità et altri, hanno portate varie cose di quel paese, come 
paramenti et altro di vaghissimi lavori, seriqui et calamari di una sorte di canna, che sono 

 Noted as copied from the “Archivio di Stato, Modena. Carteggio degli Ambasciatori Estensi in Roma” 22

Tokyo daigaku shiryō hensanjo (1959). Dai nihon shiryō dai 11 hen bekkan no 1 tenshō ken ō shisetsu 
kankei shiryō dai 1. Tokyo, Tokyo Daigaku. 246. 

 Panizza has conflated Ōtomo Sōrin (大友宗麟) and Nobunaga here. Sōrin was a convert to Christianity, 23

an enthusiastic supporter of the Jesuits in Kyushu, and daimyō of Bungo (豊後). The Jesuits would have 
certainly spoken a great deal about Sōrin to their fellows in Rome.

 Translation from Boscaro, A. (August-September 1970). "The First Japanese Ambassadors to Europe: 24

Political Background for a Religious Journey." KBS Bulletin of Japanese Culture 103: 1-20. 15. 
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stimati più che fossero d’argento. Fra le altre cose, a Sua Santità donarono un quadro dove 
è dipinta la città principale del Giappone detta Nobunanga, quale è alto da due braccia e 
braccia et longo quattro o cinque.  25

 They brought with them many objects from that country to donate to His Holiness and 
those others, as draperies and other things of rare craftsmanship; silk cloths and pens [or 
pen/ink boxes]  made out of a type of reed, that were considered more precious than if 26

they were made from silver. In addition to these [items], His Holiness The Pope was 
presented a painting on which was depicted the principal city of Japan called Nobunaga 
[sic]  and which was 2 braccio (128 cm) in height and 4 to 5 braccio (256-320 cm)  in 27 28

length.  29

7. Excerpt from Alessandro Valignano & Duarte de Sande, De Missione Legatorum Iaponen 
sium ad Romanam curiam, rebusq; in Europa, ac toto itinere animaduersis dialogus ex 
ephemeride ipsorvm legatorvm collegtvs, & in sermonem latinvm versus ab Eduardo de 

 Copied from Berchet, G. (1877). Le antiche ambasciate giapponesi in Italia: saggio storico. Venice, Tip. 25

del Commercio di M. Visentini. 57. Original can be found in Benacci, A. (1585). Relatione del viaggio et 
arrivo in Europa et Roma de' principi Giapponesi venuti à dare obedienza à Sua Santita, l'anno 
MDLXXXV. Venice, Appresso P. Meietto.

 Three words in this passage present challenges to translation. ‘Calamari’ the plural of 'squid' in modern 26

Italian derives from the Medieval Italian 'calamarium', for ink pot or pen box. It can also simply stand for 
pens, as the Latin 'calamus' means reed, cane or pen. ‘Seriqui,’ can simply transform into modern Italian 
'serico, serici', which denotes silk cloth. 'Paramenti,' translated in modern Italian to ‘standards’ and 
‘wrapping paper,’ refers rather to ornate garments or decorative draperies. I am indebted to Anna Huber 
for these insights.

 Benacci’s error of conflating Azuchiyama and Nobunaga is repeated in a map published in 1589 by 27

Urbino Montet. Sugimori, T. (2005). Toshi-zu byōbu no seiritsu to tenkai—nichiō kōryū no shiten kara—. 
Toshi • kenchiku • rekishi 5 kinsei toshi no seiritsu. H. Suzuki. Tokyo, Tokyo University. 323.

 1 braccio or fathom is roughly equivalent to the length from the elbow to middle finger. The exact 28

definition of this length varies depending upon region. One would assume that Benacci, being a citizen of 
Bologna, would have used the definition of his home: 64 cm. However, as evidenced by his mistaking 
Nobunaga’s name for that of the city, it seems likely that he secured these dimensions not from a first 
hand viewing, but through an intermediary. Consequently, the definition could potentially vary from 54 cm 
(Parma) to 74 cm (Papal states) depending on his source.  

The dimensions of Eitoku’s most famous capitalscape, the Uesugi screens (Uesugi rakuchū rakugai 
zu,『上杉洛中洛外図』) are 160 x 364 cm. The Mitsui bunko Jurakutei screen (聚楽第図) is 154.5 x 358.5 
cm. Using the Bologna definition, the Azuchiyama screens would have been 128 cm x 256-320 cm, 
making them slightly smaller than both comparative examples. However, if one uses the Papal States 
definition of 74 cm, then the size increases to 148 cm high x 296-370 cm long, roughly equivalent to these 
comparative examples. Given both the closeness of these dimensions and the fact that the screens were 
received and shown in the Papal States, I am inclined to believe that the 74 cm definition is correct.

 Translation by Anna Huber.29
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Sande sacerdote Societatis Iesv, Dialogue 24, written and translated 1587-1589, published 
1590  [original in Latin] 30

 This text is thought to be an abbreviated translation from Spanish into Latin of a 

manuscript, now lost, that was written by Valignano.  This manuscript was likely written 31

between 1587 and 1589 and then shortened and translated into Latin by de Sande by September 

of 1589. Valignano based his manuscript on journals that he ordered the members of the Tenshō 

embassy to keep during their journey in Europe. It is notably disappointing that Valignano, the 

original recipient of the screens, does not add anything substantial to our understanding of the 

screens. Fault may lie elsewhere though—de Sande may well have edited out such details. 

 Eodem die ei munera aliqua è nostra patria delata, tanquam honoris pignora 
obtulimus, & inter ea, tabulas quasdam patri Visitatori a Nobunanga, dono datas, in quibus 
magnificentissima moenia Anzuchiama urbis, ab eodem Nobunanga conditae, depicta 
continebantur. Ille his oblatis muneribus, etsi tanta maiestate longè, multùmque; 
inferioribus se summoperè laetari significavit: statimque; ad intima palatii cubicula, 
musaeumque; suum, hoc est, locum literario studio dedicatum, benignissimè nos deduxit. 
Erat locus ille sanè aspectu dignissimus, multis, variisque figuris ingeniosissimè depictis, 
undequaque; distinctus, multis libiorum voluminibus pretiosissimè compositis ornatus, 
denique eam magnificentiam prae se ferebat, quae talem maiestatem, amplitudinemque; 
decebat. Inde ad pergulam quandam, Galeriam nomine, delati sumus, quae summo pontifici 
privatus est transitus ad amoenissimum hortum, nomine Belvederium, à bello scilicet, & 
egregio aspectu ita nominatum. Quis poterit verbis explicare huius pergulae 
magnificentiam, emblemata multiplicia parietibus appensa, parietesque; ipsos auro, 
varijsque coloribus vestitos? Vos ipsi ex supremi pontificis potentia id, quod à me reticetur, 
animis investigate. In ea pergula tanto perè ornata, iussit summus pontifex collocari 

 Another English translation can be found in Sande, D. d. (2012). Japanese Travellers in Sixteenth 30

Century Europe: A Dialogue Concerning the Mission of the Japanese Ambassadors to the Roman Curia 
(1590). London, Ashgate for The Hakluyt Society. 301.

  Moran, J. F. (1993). The Japanese and the Jesuits: Alessandro Valignano in Sixteenth-Century Japan. 31

New York, Routledge., Cooper, M. (2005). The Japanese Mission to Europe, 1582-1590: The Journey of 
Four Samurai Boys through Portugal, Spain and Italy. Folkestone, Global Oriental. 197-200. Massarella, 
D. (Nov 2005). "Envoys and Illusions: The Japanese Embassy to Europe, 1582-90, "De Missione 
Legatorvm Iaponensium", and the Portuguese Viceregal Embassy to Toyotomi Hideyoshi, 1591." Journal 
of the Royal Asiatic Society 15(3): 329-350..
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tabulas illas, quibus Anzuchiama descriptio erat appicta, ut ostenderet, munus nostrum 
inter non contemnen da numerari.  32

 The same day [Thursday April 4th]  we offered some gifts which had been brought 33

from our native-land, to serve as guarantees of our honorable intentions, including certain 
pictures which had been given as a gift to the Visitant Father by Nobunaga, amongst which 
was a painting of the most splendid walls of the city of Azuchiyama, which had been 
established by the same Nobunaga. When these gifts had been offered, he indicated that he 
was overjoyed, although they were enormously beneath such great majesty as his own. At 
once he most kindly took us to the innermost chambers of the palace and his 'museum', that 
is, a place dedicated to the study of the arts. This place was indeed worth-while seeing, 
being distinguished on all sides with many varied figures most skillfully wrought, furnished 
with many volumes of books assembled at great expense, and lastly it displayed all the 
magnificence which was appropriate to his great majesty and high rank. Then we were 
conveyed to a studio called 'the gallery', which forms the Pope's private passage-way to a 
most pleasant garden, called the Belvedere, no doubt from its beauty and outstanding 
appearance. Who could set forth in words the splendor of this apartment, the emblematic 
devices of many kinds attached to the walls, and the walls themselves, covered in gold and 
various hues? You should picture from the power of the Pope in your own imaginations 
what I fail to mention. In this apartment, so richly decorated, the Pope has ordered those 
paintings to be placed to which a description of Azuchiyama had been added, so that he 
might show that our gift was not counted among the most contemptible.   34

8. Excerpt from Philips van Winghe, “Letter to Abraham Ortelius,” July 15, 1592  35

[original in Flemish] 

 Transcribed from Valignano, A. and D. d. Sande (1935). De missione legatorum Iaponensium ad 32

Romanam curiam, rebusq; in Europa, ac toto itinere animaduersis dialogus ex ephemeride ipsorvm 
legatorvm collectvs, & in sermonem latinvm versvs ab Eduardo de Sande Sacerdote societatis Iesv. 
Tokyo, Toyo Bunko. 256-257.

 This date is given the same page, but several lines up. Notably, it contradicts the two dates in sources 33

above. In this case though, Valignano was working years after the events and his can be considered a 
clear mistake. Ibid. 256.

 Translation by J. Holland at thelatintranslator.com. A Japanese translation can be found in Sande, D. d. 34

(1969). De sande tenshō ken ō shisetsu ki. Tokyo, Yūshōdō Shoten. 438-439. Also quoted in Sugimori, T. 
(1998). Egakareta kinsei no toshi (ni)—maboroshi no 'Azuchi-zu byōbu'—. Nihon no kinsei (hōsō daigaku 
kyōzai). Ō. Yūjirō. Tokyo, Hōsō daigaku kyōiku shinkōkai. 93-94.

 This date of this letter is often misread as July 13, 1592. According to Cornelis Schuddeboom in 35

personal correspondence, the misreading is caused by a misinterpretation of the cipher “5” which 
resemble the modern “3.” I am indebted to him for this insight.
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 This letter does not mention the Azuchiyama screens, but it is significant in that it clearly 

places van Winghe in the Gallery of Maps and as having had access to the screens. The 

conditions under which he would have made his sketches as well as a brief insight into his 

character as a proud and meticulous draftsman are also highlighted in this brief excerpt. 

 Signor Ortelius Naer langhe instantie gedaen om Gallerijen te geraecken, soo hab ic 
rechts desen morghen innegelaeten geweest ende heb, met groote moijtte ende groote heette 
al staenden lichtveerdich afgeeconterfeijt dit Latium soo langhe van verwacht, ende al heb 
ict op vren tijts af gelapt sonder mensureren, opt d’ooghe, soo moecht ghij v wel betrouwen 
dat de situatien wel gestelt sijn ende al haddet iemant metten compasse gedaen, ten soude 
mogelije niet veel beter sijn. Ick hebt selver moeten doen, want Natalo doot is, ende ic 
niemant anders nut daer toe en vondt, ende al had ic iemant gevonden het soude een croon 
oft gecost hebben, ende noch en soudet in langhen tijt niet cunnen hebben gehadt En 
verwondert v niet dat soo cleijn is, want het nict en is latium magnum dat tot Lirim amenm 
gonc, sed quod Strabo describit lib. Ick en heb niet eenen naem sult. Want wij ic hier 
spreke, segghen al dat dese descriptioen vande voirseide galerije niet en dooghen, ende dat 
Egnatius Dante hem niet veel af verstont.  36

Sir Ortelius, 
 After a long time I finally succeeded in getting into the Vatican Galleries, in which I 
was granted access right this morning. With great trouble and care because of the heat, I 
have been able to copy, standing and as best as I could, this map of Latium, which you were 
expecting for such a long time, and although I did this without taking measures, just on 
sight, you can take it for granted that it is as good as if someone had done it with a 
compass, at least it would have not been much better. I have done it myself, since Natalo  37

died and I could not find anyone else worthy of the job and even if I had found someone it 

 The original version of this letter was written on the back of the map of Latium cited in the text. The map 36

is held in Leiden University Library (BPL2766) in Leiden. A reproduction of the map can be found in van 
der Sman, G. J. (2005). "Dutch and Flemish Printmakers in Rome 1565-1609." Print Quarterly XXII(3): 
251-264. 264. This text was copied from Hessels, J. H., J. Colius and A. Ortelius (1887). Abrahami Ortelii, 
geographi Antverpiensis, et virorum eruditorum ad eundem et ad Jacobum Colium Ortelianum, Abrahami 
Ortelii sororis filium, epistulae. Cum aliquot aliis epistolis et tractatibus quibusdam ab utroque collectis, 
1524-1628. Ex autographis mandante ecclesia Londino-Batava edidit. Cantabrigiae, Typis Academiae. 
520-23. 

An Italian translation of this text was discovered in the Vatican by the 2006 Azuchiyama Screens 
search expedition. Wakakuwa, M., K. Shinpo and P. Cavaliere (2007). Azuchi-chō seisaku suishin ka jigyō 
2006 nen azuchi byōbue tansaku purojekuto gakujutsu chōsa hōkokusho. Azuchi, Azuchi-chō kyōiku 
iinkai. 20.

 Natils Bonifacius Dalmata, a map drafter in Rome who had provided other maps for Ortelius.37

�489



would have cost a crown or two, and moreover you would not have had it for a long time. 
Be not surprised to find it so small, as it is not Latium magnum, which extended as far as 
far as the river Liris, but that which Strabo describes in his fifth book. I have not omitted a 
single name. While talking so, most people share the opinion that the paintings in those 
Galleries are not very accurate, and that Ignazio Danti  didn’t know what he was doing.   38 39

9. Excerpt from Daniello Bartoli Dell’Historia della Compangne di Geisù il Giappone, 
Seconda Parte dell’Asia, 1660 [original in Italian] 

 Despite it being written several decades after the last confirmed sighting of the screens in 

1592, Bartoli’s comments remain the most informative regarding the composition of the screens. 

Specifically, he notes that one screen contained a depiction of the city and one contained a 

depiction of the castle. Later in the text, with the mention of Emperor Ōgimachi’s interest in the 

screens and the locations where the Jesuits put the screens on display in Japan, it is clear that 

Bartoli had read either Coelho or Frois’s writings. Neither source, however, mentions the city-

castle division. This suggests one of two tantalizing conclusions: 1) either Bartoli saw the 

screens himself or, more likely 2) read about the composition of the screens in another account, 

written or possibly illustrated, that remains to be discovered.  

 Ignazio Danti (1536-1586), priest and mathematician who was oversaw the construction of the Gallery 38

of Maps and the 40 frescos maps contained therein.

 Translation by Cornelis Schuddeboom with portions from Hessels. Schuddeboom’s translation, done as 39

a personal favor for Takemoto Chizu right before he passed away, omitted the second half of the third 
sentence as well as the fourth and fifth sentences. I am extremely thankful to Prof. Schuddeboom for 
introducing me to Prof. Takemoto and to her for providing me with his translation. Unfortunately though, 
beyond these introductory lines, no other parts of the letter are of relevance to the study of Azuchiyama. 
Hessels provides a translation of the complete letter. Hessels, J. H., J. Colius and A. Ortelius (1887). 
Abrahami Ortelii, geographi Antverpiensis, et virorum eruditorum ad eundem et ad Jacobum Colium 
Ortelianum, Abrahami Ortelii sororis filium, epistulae. Cum aliquot aliis epistolis et tractatibus quibusdam 
ab utroque collectis, 1524-1628. Ex autographis mandante ecclesia Londino-Batava edidit. Cantabrigiae, 
Typis Academiae. 520-523.

Another English translation of parts of this excerpt can be found in van der Sman, G. J. (2005). "Dutch 
and Flemish Printmakers in Rome 1565-1609." Print Quarterly XXII(3): 251-264. 264. A Japanese 
translation can be found in Takemoto, C. (2010). "'Azuchi byōbu' wo egakinokoshita furandoru-jin." 
Bulletin of the Japan-Netherlands Institute 34(1 (no. 57)): 75-90. 81.
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 Poi essi gli offersero in dono certe lor cose, recategli dal Giappone, piu tosto da aversi 
care per la nouità del lavoro, che per lo pregio della materia. Fra questi il meglio eran due 
panni da addobbo, che colà chiaman Beobi, nell’un de’quali era effigiata a pennello la 
nuoua Città, nell’altro l’inespugnabil Fortezza d’Anzuciama: e son que’medesimi, che, 
come altrove dicemmo, Nobunanga donò al P. Valegnani, in pegno, il maggior che dar gli 
potesse, dell’amor suo; e ancora, perchè l’Europa, vedendoli, avesse un saggio del 
dipingere, e del fabricar Giapponese, che a lui parevano, l’uno, e l’altro, la più divina cosa 
del mondo. E veramente, per la maniera di que’paesi, opera di squisito lavoro: sì come 
condotta dal più valente maestro, che allora adoperasse penello; e mille volte guasta, e 
rifatta, finchè de tutto riuscì a sodisfacimento di Nonbunaga: il quale tanto se ne pregiava, 
che di pur solamente mostrarli, non ne degnava se non per gran favore, pochissimi: e 
d’essi uno fu il Dairi, o Imperador del Giappone, e sì gli piacquero, che s’ardì a 
domandarglieli: ma indarno, che d’oro, e argento, disse Nobunanga, a me non ne mancano 
le montagne: un così bel lavoro, non v’è tesoro che il paghi: che ventura è nascere in 
tempo, che ne viua vn così fatto artefice. Or quali che si fossero, in Giappone eran 
miracoli: e come di grande onore fu al Valegnani, che Nobunanga il degnasse di tanto, così 
d’ugual noja gli rivsciva il doverli mostrare per dovunqu passava, in Meaco, in Sacai, in 
Bungo, a’gran Signori, che nel pregavano: talchè per riscattarsi da quella continua 
infestzione, si risolvè a spiegarli in publico, vedesseli chiunque voleva. Il Pontefice ogni 
cosa gradì, che bastava solo che da sì care mani venisse: e in segno di ciò, fe’subito 
apprendere i due panni nelle bellissima sua Galleria: e intanto mostrate loro nelle stanze 
piu dentro le reliquie, e i libri, ch’erano il suo tesoro, poscia colà egli medesimo il 
condusse, aspettendo fin che a lor bell’agio vedessero ad una ad una quelle tante mappe 
geografiche, da Egnatio Danti, buon matematico, esattissimamente effigiate nel muro.  40

 And then they offered gifts of some of their possessions, gathered in Japan, more by 
virtue of the works’ novelty than for the worth of the materials. Then finest of these objects 
were two decorative screens known as Beobi, one of which was adorned with a painted 
portrait of the new City and the other the unbreachable Fortress of Azuchiyama: it was 
these, as has been said elsewhere, that Nobunaga gave to P. Valignano, as the finest possible 
pledge of his love; and also because Europa, upon seeing them, had written a tale of the 
painting and the Japanese craftsman, both of which seemed to them to be the most divine 
things in the world. And truly, as is customary in such countries when crafting such 
exquisite objects, the most gifted master was chosen to work with his paintbrush and he 
then made and remade a thousand versions until Nobunaga was satisfied: and he held them 
in such esteem that he would only deign to show them – with great pomp – to a select few. 
One such person was the Dairi or Emperor of Japan, who was so enamored with them that 

  Original in Bartoli, D. (1660). Dell'historia della Compagnia de Giesv il Giappone: seconda parte 40

dell'Asia. Rome, Nella stamperia d'Ignatio de'Lazzeri. Transcribed from Bartoli, D. (1825). Dell'historia 
della Compagnia de Giesv il Giappone: seconda parte dell'Asia. Torina, Per Giacinto Marietti. 311-312. 
Also transcribed in Tokyo daigaku shiryō hensanjo (1959). Dai nihon shiryō dai 11 hen bekkan no 1 
tenshō ken ō shisetsu kankei shiryō dai 1. Tokyo, Tokyo Daigaku. 176.
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he asked if he might take them: but Nobunaga replied that he had no need of money, nor 
gold, nor silver, nor even mountains. A work of such beauty is a priceless treasure: it is a 
privilege to live in a time in which one might see such an object. These items from Japan 
were nothing short of miraculous: and though it was a great honor for Valignano that 
Nobunaga should deign to offer him such a gift, it afforded him great boredom to have to 
display them wherever he travelled, to Miyako, Sakai, Bungo, in front of esteemed lords, 
who asked them of him. To escape this unending predicament, he resolved to show them in 
public, so that they could be viewed by anyone who wished to see them. The Pontiff was 
pleased by every item, though their provenance was sufficient to do so. In tribute, he 
immediately had the screens hung in his beautiful gallery: in its innermost rooms, he 
showed the relics and books which were his finest treasures, then he led them to see one of 
many geographical maps created by Ignazio Danti, an excellent mathematician, carved with 
precision into the wall.  41

 Translation by Anna Huber.41
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Appendix B 
Annotated Translation of Azuchiyama-ki 「安土山記」   42

by Nanka Genkō 南化玄興 c. 1579; forward and postscript added by Oze Hoan 小瀬甫庵, 

written prior to 1612   43

 Regarding Ōmi-Azuchi Nikki  
 At that time at Tenryūji, there was a monk who was a great scholar of many talents called 
Sakugen Shūryō of [the sub-temple] Myōchi-in. Because he had traveled several times to Ming 
China and was a specialist of both the Japanese and Chinese courts, everyone in the world was 
speaking of him, and so there was a desire by Nobunaga for [him to write] an account of 
Azuchiyama. However he firmly declined, saying, “Fortunately, there is a great monk called 
Nanka Genkō in Gifu in Minō Province. Perhaps it would be best if you were to appoint him for 
this [task].” Thereafter, there was an official notice [dispatched] with this intent. This person 
[Nanka] similarly felt it best to appoint Sakugen. Yet, even though they had mutually excused 
themselves in lieu of the other, Nanka, under the waves of requests could not decline. In short, he 
ended up wetting his brush and writing the following record.  44

 Since long ago it has been said that no mountain surpasses Mount Tai  and that no body 45

of water surpasses the great sea. In Japan, of the sixty-six provinces there is one province called 
Ōmi. In Ōmi, there is a mountain. That mountain is called Azuchi. While it is not that great in 
height, its name is even greater than that of Mount Tai. This mountain by itself likely would not 
achieve fame but for a person of benevolent and magnanimous disposition. Did Liu Yuxi  not 46

say just this? Even if a mountain is not tall, if an Immortal is there, then it is distinguished; even 

 The original text for Azuchiyama-ki can be found in volume 3 of Tokuchō jōe enmyō nanka kokushi 42

kyohakuroku, (『特賜定慧円明南化国師虚白録』). A copy of this text can be found scanned at Kyoto 
University Library, Tanimura Bunko (http://edb.kulib.kyoto-u.ac.jp/exhibit/tani/01-25.html Accessed 
February 17, 2011). 

An annotated Japanese translation can be found in Ōnishi, H. and Ō. Shōko (1995). Azuchi-jō no naka 
no 'tenka' fusuma-e wo yomu. Tokyo, Asahi Shinbunsha. 11. Another modernized Japanese version can 
be found in Oze, H. (1981). Shinchō-ki ge  Tokyo, Gendai Shikosha. 49-52.

 The italicized text indicates that it was added later by Oze Hoan. Ibid. 49, 52. Regarding the date of its 43

publications see Yanagisawa, M. (2009). Shinchōkō-ki to Shinchō-ki, Taikō-ki. Shinchō kōki o yomu. S. 
Hori. Tokyo, Yoshikawa Kōbunkan: 38-63. 42-43.

 In an abridged copy of this introductory passage included in the 1685 Oda Gunki (『織田軍記』) Toyama 44

Shinharu adds two lines, “Finally, the above passage ends. One theory that is said is that that this text 
was completed in Tensho 6 [1578].” There is no clear basis for the positing of this date and it is slightly 
dubious given the established date of 1579 for the completion of Azuchi’s main structures. This said, 
given that Shinharu was working only a hundred years after Nobunaga’s death and had access to a 
number of texts on Nobunaga, his dating may well be correct. Oda Gunki is included in Waseda daigaku 
henshūbu, Ed. (1913). Tsūzoku nihon zenshi. Tokyo, Waseda daigaku shuppanbu. 265.

 Mount Tai (太山, J: Taisan) is located in the city of Tai’an (泰安) in Shandong Province, China. It is 1545 45

meters tall. Mt. Azuchi is 197 meters tall.

 Liu Yuxi (劉禹錫, 772-842), written as ”劉夢得” in the original text, Tang Period literati poet.46
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if the water is not deep, if a dragon is there, then it is sacred.  Yuxi’s verse ought to be 47

considered in conjunction with another. On top of steep mountain paths on layers of mountains is 
an impregnable fortress; beneath the vastness of the blue waves, a natural boiling lake.  48

Although this mountain has existed since the creation of Heaven and Earth in ancient times, there 
was not one who knew of it. The sovereign [Oda Nobunaga], previously the Minister of the 
Right  and twenty-two generations the descendant of Taira Kiyomori  who [in turn] was the 49 50

direct grandson of Imperial Prince Kazurahara,  was an executor of the Imperial court, the 51

architect of the military government, and a warrior sage blessed by the heavens. Previously in the 
spring of Tenshō 4 [1576], upon seeing this mountain, he immediately knew that it would be the 
spot for an eternal castle and began establishing his base here. Numerous as stars, laborers 
carried stones; dense as fog, artisans wielded their axes. Thus in less than three years, this grand 
work was brought to completion. Privately I have wondered how these innumerable lengths  of 52

stone walling and the countless bays  of great buildings could be the work of only laborers and 53

artisans. Rather, it streamed forth out of the single mind of the sovereign. Its clarity of vision and 
skilled design were such that Li Lou’s visual acuity and Gong Shu’s skill of hand could not 

 Refers to the poem “My Humble House” (「陋室銘」,C: loushi ming) by Liu Yuxi. Referenced passages 47

are underlined. 

Hills are not famous for height alone: 'tis the Genius Loci that invests them with their charm. 山不在高　有仙則名

Lakes are not famous for mere depth: 'tis the residing Dragon that imparts to them a spell not their own. 水不在深　有龍則靈

And so, too, my hut may be mean; but the fragrance of Virtue is diffused around. 斯是陋室　惟吾德馨

The green lichen creeps up the steps: emerald leaflets peep beneath the bamboo blind.          苔痕上階綠　草色入簾青

Within, the laugh of cultured wit, the words of the Diamond Sutra, marred by no scraping fiddle,          談笑有鴻儒　往來無白丁

no scrannel pipe, no hateful archives of official life.   無絲竹之亂耳　無案牘之勞形

Kongming had his cottage in the south; Yang Xiong his cabin in the west.          南陽諸葛廬　西蜀子雲亭

And the Master said, "What foulness can there be where virtue is?"    孔子云　君子居之　何陋之有 

Translation by Herbert Giles in Minford, J. and J. S. M. Lau (2000). Classical Chinese literature: an 
anthology of translations. New York, Columbia University Press. 1009.

 “Impregnable city” 金城 and “boiling lake” 湯池 together form the compound 金城湯池. Literally, this 48

compound posits an image of a golden city with a moat of boiling water. Although a roughly accurate 
description of Azuchi (with the notable exception of the water temperature), the compound is more 
commonly used in Chinese in its figurative sense meaning a strongly fortified city.

 Udaijin (右大臣) Nobunaga held this court appointment from 1577-1578. 49

 Taira Kiyomori (平清盛,1118-1181), famed head of the Taira clan. As mentioned in the text, Kiyomori 50

was widely thought to be a descendant of the Imperial Prince Kazurahara by ten generations. Nobunaga, 
in turn, claimed to be directly descended from Kiyomori, This claim is, however, dubious, and one of many 
legitimizing strategies he employed over his career.

 Imperial Prince Kazurahara (葛原親王, 786-853), son of the 50th Emperor of Japan, Emperor Kammu 51

(桓武天皇, 737-806).

 jō (丈), a unit of measure roughly equivalent to 3.03 m52

 ken (間), can both refer to a bay of building or a unit of measure roughly equivalent to 1.18 m. See 53

appendix D-2b PAT 5 for further information.
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realize it.  With its lofty ceiling and grand hall transcending the blue sky, it reaches the splendor 54

of the city in Yāma [Heaven];  with its straight columns and long balustrades towering over the 55

 Discussion of Li Lou (離婁, J: Rirō) and his powers of vision as well as Gong Shu (公輸子, J:Kōshushi) 54

and his skill of hand can be found in Mencius (『孟子』, J:Mōshi):

“Mencius said, 'The power of vision of Li Lou, and skill of hand of Gong Shu, without the compass and square, could not 
form squares and circles. The acute ear of the music-master Kuang, without the pitch-tubes, could not determine correctly 
the five notes. The principles of Yao and Shun, without a benevolent government, could not secure the tranquil order of the 
kingdom. There are now princes who have benevolent hearts and a reputation for benevolence, while yet the people do not 
receive any benefits from them, nor will they leave any example to future ages—all because they do not put into practice the 
ways of the ancient kings.” 

“Li Lou I,” Chinese Text Project, trans. James Legge, accessed April 24, 2011. http://ctext.org/mengzi/
li-lou-i

 Yāma Heaven (夜摩天, J: Yamaten) is “the heaven of the god Yāma,” “The third of the six heavens in 55

the desire realm. One day in this heaven in equivalent to 200 earth-years....the place where the times, or 
seasons, are always good” “夜摩天,” Digital Dictionary of Buddhism, accessed April 24, 2011 http://
www.buddhism-dict.net.ezp-prod1.hul.harvard.edu/cgi-bin/xpr-ddb.pl?q=夜摩天		
	 In her translation Ōta, suggests that the image of Yāma heaven here is derived from Amitāyurdhyāna 
Sūtra (観無量寿経, Sutra on the Contemplation of Amida, J: Kanmuryōshukyō). The sutra refers Yāma 
Heaven on two occasions: “On the columns rest a jeweled canopy similar to that in the palace of the 
Yāma Heaven.” and  “Ānanda, you should realize that his body is as glorious as a thousand million koṭis 
of nuggets of gold from the Jambu River of the Yāma Heaven.” Inagaki, H. and H. Stewart (2003). The 
three Pure Land sutras. Berkeley, CA, Numata Center for Buddhist Translation and Research. 73, 75. 
Ōnishi, H. and Ō. Shōko (1995). Azuchi-jō no naka no 'tenka' fusuma-e wo yomu. Tokyo, Asahi 
Shinbunsha. 11.
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green cliffs, it surpasses the splendor of the Qin Tower  and Wei Palace Gate.  Jewels spread on 56 57

the earth catch dew and take in moisture; tiles cover the roofs and tinged with frost they radiate 
light. Under the moon at West Lake, the court provides the lord with nightly pleasure; clouds 
from the south bank fly above painted beams and inspire the lord’s composition.  Is it the 58

golden bells’ chime rustled by the sound of wind through the pines that call the ancient 
mountain? Is it the powdery white snow reflected in the bead curtains that lingers, holding over 
for a thousand autumns in the window? The estates of powerful and esteemed nobles encircle the 
mountain spreading as wings, surrounding the water they are packed as the scales [of a fish]. Of 

 “Qin Tower” (秦楼) likely refers to the Phoenix Tower built by the Duke Mu of Qin (秦穆公 659-621 BCE) 56

for his daughter Nongyu and her husband Xiao Shi. The name Phoenix Tower derives from Xiao Shi’s 
ability to imitate and thus attract phoenixes with his flute. He and his wife eventually mounted a phoenix 
(for her) and a dragon (for him) and flew off into immortality. Found in Liu Xiang, Lie xian zhuan (『列仙
傳』,Collected Biographies of Immortals)in the section on “Xiao Shi” (「簫史」), The Project Gutenberg 
Ebook, http://www.gutenberg.org/cache/epub/25414/pg25414.html accessed April 27, 2011. 

 The exact reference for “Wei Palace Gate” (魏闕) is unclear. One possibility that it is a reference to a 57

passage in the “Miscellaneous Chapter” (「雜篇」) titled “Kings who have wished to resign the Throne” (「讓
王」)

Prince Mou of Gong-shan spoke to Zhan-zi, saying, 'My body has its place by the streams and near the sea, but my mind 
dwells at the court of Wei - what have you to say to me in the circumstances?' Zhan-zi replied, 'Set the proper value on 
your life. When one sets the proper value on his life, gain seems to him unimportant.' The prince rejoined, 'I know that, but 
I am not able to overcome (my wishes).' The reply was, 'If you cannot master yourself (in the matter), follow (your 
inclinations so that) your spirit may not be dissatisfied. When you cannot master yourself, and try to force yourself where 
your spirit does not follow, this is what is called doing yourself a double injury; and those who so injure themselves are not 
among the long-lived.' Mou of Wei was the son of a lord of ten thousand chariots. For him to live in retirement among crags 
and caves was more difficult than for a scholar who had not worn the dress of office. Although he had not attained to the 
Dao, he may be said to have had some idea of it. 

The beginning of this chapter mentions Emperor Yao’s offer to Xu You to take the throne. The 
legendary aftermath, wherein Xu You goes to wash his ears to remove the perceived offense/pollution 
that this offer represented, was depicted within the painting program of the 3rd floor. See appendix 
D2a & D2b, AN line 42. “Kings who have wished to resign the throne,” Chinese Text Project, trans. 
James Legge, accessed January 2, 2013. http://ctext.org/zhuangzi/kings-who-have-wished-to-resign

 This line is an allusion to the third line of “Preface to the Prince of Teng's Pavilion” (「滕王閣序」, 58

tengwang ge xu) written by Wang Bo (王勃 J: Ōbō, 650-676) in 675 AD

The lofty Pavilion of the Prince of T’eng stands facing the river. 滕王高閣臨江渚珮

Sounds of the jade pendants and carriage bells: the singing and dancing is over.                 玉鳴鸞罷歌舞

Mornings, over painted beams soar clouds from South Bank; 畫棟朝飛南浦雲

Evenings, through raised vermillion shades comes rain from West Mountain. 珠簾暮捲西山雨

Leisurely clouds are like that in a lake as the days go by; 閒雲潭影日悠悠

The scene changes, stars shift in the sky: how many autumns have? 物換星移幾度秋

The pavilion’s prince—where is he now? 閣中帝子今何在

Beyond the railing, the lengthy river flows by in vein. 檻外長江空自流

Translation from Strassberg, R. E. (1994). Inscribed landscapes: travel writing from Imperial China. 
Berkeley, Univ. of Calif. Press. 109.
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the lofty treasure pagoda,  nothing but vermillion, black, and white rises from amidst trees, one 59

questions whether it is a picture of a distant temple. As the rocking fishing boats float in the 
reedy shore, one suspects that it was plotted [like a painting of] Returning Sails [off Distant 
Shores].  One cannot compare the scenery of the ten leagues of the Xiao and Xiang [Rivers] 60

with the landscape of the three-hundred leagues of the Jialong [River].  The embroidered saddle 61

owned by a hero of matchless valor goes to and from the official ministry and the brocade 
sleeves of a young noble come and go to his official post, these compete with the colors of red 
cherry blossoms and red maple leafs. Myriads of people prosper and those of extravagance live 
in homes of luxury. Those who see it, return their eyes to it and drip sweat in bewilderment, 
those who hear of it clap their hands and acclaim it. The white gull of Jiangnan recognizes these 
blessings and remains; the plum blossom of Jiangnan is transformed and rejoices.  Sincerity 62

moves even small animals and even the grass and trees recognize such power. At just such a 
time, city dwellers sing in the markets and the old folk in the countryside delight in the fields. 
Travelers yield on the roads and tillers yield the ridges of their paddies. Even the peoples under 
the Emperors Yao and Shun as well as the peoples under the Kings Wen and Wu [of Zhou]  63

would not do this for each other. More still, the weakened kingly way is revived and the 
dilapidated shrines and temples are repaired. Half-collapsed bridges are connected and steep 
roads are flattened. Because of this, the barbarians of the four directions repeatedly come to offer 
tribute and the barbarians of the eight countries recognize their position and untangle their 

 The archeological and literary record show that there was no hōtō (宝塔, two-storied reliquary tower, 59

known also as a treasure pagoda) on Azuchi. Given the correspondence in the color palette described 
here and in the Jesuits accounts (see appendix C-1d, f) it is almost certain that the structure described 
here is the tenshu.

 This line and the one before it allude to two subjects from the painting series Eight Views of Xiao and 60

Xiang (瀟湘八景, J: Shōshō hakkei). The scene alluded to in the first clause is “Evening Bell in Distant 
Temple” (「遠寺晩鐘」, J: Enjibanshō). This subject is alternatively known as “Evening Bell in Mist-
Shrouded Temple” (「煙寺晩鐘」, J: Enjibanshō). Notably, a painting of “Evening Bell in Distant Temple” is 
mentioned in Gyūichi’s tenshu description (see appendix D-2a, AN 76). The scene alluded to in the 
second clause is “Returning Sails off Distant Shores” (「遠浦帰帆」 J: Enbōkihan).

 Xiao and Xiang (瀟川湘江, J: Shōshō) are two rivers located in Hunan Province. As noted in footnote 61

19, this river basin serves as the inspiration for a popular poetic and painting subject in East Asian art. 
The Jialiang river (嘉陵江) is a tributary of the Yangtze River (長江) and runs 1119 kilometers—that is, it is 
roughly the same length as described in the text, 300 ri (里).

 Jiangnan (江南) is an geographical area south of the lower reaches of the Yangtze river. It is historically 62

known as a prosperous region. Given the specificity of the subjects mentioned here, it seems likely that 
this passage is alluding to a specific poem, yet undetermined.

 Emperor Yao (堯, J: Gyō) and Shun (舜, J: Shun) represent two of the five Emperors in the grouping of 63

the Three Sovereigns and Five Emperors. King Wen of Zhou (周文王, J: Shū Bunō, 1152-1056 BCE) and 
his son King Wu of Zhou (周武王, J: Shū Buō,reigned 1043-1046 BCE) together worked to found and 
bring to prominence the Zhou Dynasty (周朝, 1046-256 BCE). All these figures are famous as benevolent 
and virtuous rulers or sage kings.
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braids.  With an excellent hawk on his arm, he sought ministers to bring under his tent; upon a 64

good horse, he invited generals to come under his command. Ah, how great is the record of his 
valor. If not now, when would the phoenix manifest as a good omen and the kirin appear as an 
auspicious sign? As is said about Mount Tai that no mountain surpassed it, it is also said by the 
people of the realm that no mountain surpasses Mount Azuchi. How even can a bumpkin monk 
of unkempt character and with shunned, vulgar form straining his eyes to see this mountain not 
be moved? At last, these lowly unworthy words I compose in eight clauses relate only a fraction 
of this exploit.  I humbly beg you to inspect them. 65

  

The foremost mountain of the sixty regions of Japan    六十扶桑第一山 

Old pines amass greenery amid white clouds    老松積翠白雲間 

  

 In the early eleventh-century Chinese encyclopedia Cefu yuangui (『冊府元亀』), in its “Section on Outer 64

Servitors” (「外臣部」, C: wai-chen pu), a chapter which presents “an idealized picture of tribute and foreign 
relations in the distant past,” the undoing of braided hair is noted as an act which foreign neighbors 
engaged in if they admired their Chinese hosts. In other words, if the ruler was just and legitimate, then 
foreign powers would be made aware, show humility, and conform to the traditions of that ruler. The 
implication here is that Nobunaga, in all his acts, had realized such a state of admiration to be 
comparable to Chinese rulers of yesteryear, and that his neighbors are willing to submit to him and 
metaphorically ‘undo their braids.’ Wright, D. C. (2005). From war to diplomatic parity in eleventh-century 
China: Sung's foreign relations with Kitan Liao. Leiden; Boston, Brill. 22-23.

 Curiously, in his transcription of this passage, Hoan only includes the first eight lines of this poem in 65

Shinchō-ki. The complete 16 lines are only found in Tokuchō jōe enmyō nanka kokushi kyohakuroku (see 
footnote 1 above). An similarly incomplete, but English language translation of this poem appears in 
Takayanagi’s English language summary of Naitō Akira’s 1976 reconstructive model of the Azuchi tenshu. 
He translates only the first verse of each passage. Takayanagi, S. i. (1977). "The Glory That Was Azuchi." 
Monumenta Nipponica 32(4): 515-524. 523-524.
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A palace loftier than Epang Palace                  宮高大似阿房殿 66

A castle more impregnable than the Hangu Pass    城険固於函谷関 67

In a world not ruled by Yao and Shun     若不唐虞治天下 

Brahmā and Indra would certainly appear among men    必応梵釈出人間 

Mount Penglai of thirty-thousand leagues, an enchanted realm   蓬萊三万里仙境 

It lies forever magnanimously on their faces      留与寛仁永保顔 

Steep mountains of stone walls, three hundred shaku high   石壁嵯峨三百尺 68

This simple monk’s only regret is that he did not reach the peak  野僧只恨不窮嶺 

Jeweled towers and golden halls surpass the clouds    玉楼金殿秀雲上 

 Epang Palace (房殿, C: Epangong, J: Hōden) was a project commissioned by Qin Shi Huang (始皇帝, 66

259-210 BCE), the famed first Emperor of a unified China. Construction began Changan (長安, modern 
day Xian 西安, Shaanxi Province) in 212 BC, but was never completed. It is described in The Records of 
the Grand Historian (『史記』), “The Basic Annals of the First Emperor of the Qin” (「秦始皇本紀」)

Thirty-fifth year (212)… The First Emperor felt that, in view of the large population of Xianyang, the palace of the former 
kings of Qin was too small. “I have heard,” he said, “that King Wen of the Zhou had his capital at Feng, and King Wu had his 
at Hao. The area between Feng and Hao is fit for the capital of an emperor or a king.” He accordingly began construction of 
a state palace in the Shanglin Park south of the Wei River. First he built a front hall at Epang which measured 500 bu from 
east to west and fifty zhang from north to south. The upper part could seat 10,000 persons, and in the lower part flagpoles 
five zhang high could be erected. It was surrounded by covered walks which then led from the hall directly south to the 
Southern Mountains. The summit of the Southern Mountains was designated to be the gate of the palace. An elevated walk 
extended from Epang north across the Wei River to connect the palace with Xianyang, in imitation of the way in which in the 
heavens a corridor leads from the Heavenly Apex star across the Milky Way to the Royal Chamber Star.

The palace at Epang had not been completed at this time. The Emperor intended to select some appropriate name for it 
when it was completed, but meanwhile, since it was being built at a place called Epang, everyone referred to it as the Epang 
Palace. Over 700,000 persons condemned to castration and convict laborers were called up, part of them being put to work 
building the Epang Palace and part assigned to Mt. Li (where the Emperor’s mausoleum was being constructed). Stone was 
quarried from the northern hills and timber transported from the regions of Shu and Jing, all being brought to the site.

Translation by Burton Watson in Qian, S. (1993). Records of the Grand Historian: Qin Dynasty. New York, 
Renditions, Columbia University Press. 55-56. See also page 67 for another mention.

 Hangu Pass (函谷関, J: Kankokukan) was a strategic barrier station during the Warring States Period 67

(戦国時代, 475-221 BCE). Located in what is today Lingbao (靈寶市), Henan Provice, the pass was built 
up in 361 BCE to control the route linking Qin lands and central China.

 I.e. 909 meters; shaku  (尺), a unit of measure equivalent to 30.3 centimeters.68
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Turquoise tiles and vermillion roofs  sparkle next to the sun 碧瓦朱甍輝日辺 69

Perhaps it is the land of Lord Indra      帝釈梵王疑在地 

That the Tusita and Yama Heavens separate is suspected  夜摩兜率怪離天  

The mountain is named Azuchi, a portent of great peace  山名安土太平兆 

Military fortune is foreseen for eons      武運先知億萬年 

[signed] Nanka, monk of Gifu     

 And so it was written. Truly his ability to write with conviction and the eloquence of his 
trailing words defies description. As such a work, people of the world until now have found 
satisfaction in it and readers have forgotten to grow bored by it.  As to respond in kind to the 70

mood of the text, Nanka Genkō was sent, using Kanō Matakūrō as envoy, one hundred gold 
pieces and three garments. This meritorious deed comforted [Nanka]. Further, [Nobunaga] was 
exceedingly grateful to Sakugen Shūryō and officially imparted to him, using a second degree 
Dharma monk as envoy, one hundred pieces of gold, one hundred pieces of silver, and three 
garments. Truly that [Sakugen’s] virtue shined all the more brilliant is an aspect of him that 
should well be spoken of. The pedigree of this man was such that he deferred to others countless 
times. He himself did not succeed and others succeeded again and again. Not holding gold, 
silver, jewels, or silk, he put asides these for the workings of his temple. Those places here and 

 The phrase “Turquoise tiles and vermillion rafters” appears to be an allusion to a poem by Du Fu (杜甫, 69

712-770) “The Song of the Tower of the Duke of Yue.” (「越王楼歌」, C: “Yue wang lou ge”) The Duke of 
Yue was the son of the Tang Emperor Taizong (唐太宗, 598-649).

How magnificent the view of the tower from Mian-zhou　 綿州州府何磊落 
It was built in the Zian-qing period by the Duke of Yue 顯慶年中越王　　 
It towers lonely in the wilderness northwest of the town 孤城西北起高樓 
Its green roofing tiles and red framing timbers cast their color on the city walls 碧瓦朱甍照城郭

At the foot of the tower the great river flows past a hundred fathoms wide 樓下長江百丈清
over the mountains past the Tower the sinking sun now disappears 山頭落日半輪明 
The last visage of the princely creation admired by the townspeople 君王舊跡今人賞 
For a thousand years the tower will evoke the same reverence and awe 轉見千秋萬古情

Translation by James R. Murphy 2008, from http://www.torusflex.com/poetry/chinese-translation/du-fu/
murphys-du-fu-von-zach-ix/#ix-1 Accessed February 23, 2014.

The character iraka (甍) is translated in modern Japanese exclusively as “tile” in Japanese, but in 
classical Japanese and Chinese, it can be translated to either “tiles,” “ridge,”  or  “rafters supporting roof 
tiles.” Owing to this ambiguity, the more vague term “roofs” has been used here.

 The Ōmi meisho kaizu (『近江名所海図』, Famous Place in Omi) published in 1814 quotes the entirety of 70

Hoan’s “Regarding Ōmi-Azuchi Nikki” and Azuchiyama-ki. Just like Hoan, the final eight lines of the 
closing poem are omitted. See note 24. Also noteworthy is that the first two sentence of this concluding 
paragraph re moved to the end of the same paragraph in Ōmi meisho kaizu. Hata, S., R. Akizato, K. 
Shitomi and C. Nishimura (1997). Ōmi meisho zue. Kyoto, Rinsen Shoten. 291-292.
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there that were dilapidated at Tenryūji, he thought only and always that it was best to repair 
them. The modesty he projected was truly that of a person to be celebrated.  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Appendix C 
C-1. Excerpts Related to Azuchiyama in Jesuit Texts  71

a. Excerpt from Gnecchi-Soldo Organtino (1530-1609) “Regarding A [Letter] from Father 
Organtino from Miyako [Kyoto], 1577” published in Cartas 1598  72

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann  
  
 Nobunaga is making a fortress  that is possibly the most magnificent thing in 73

Christendom, and in the middle of it rises one tower that is 20 mats  square [42.4 m²] and 15 74

 General notes on translations: Proper nouns as well as the spelling of Japanese terms have been 71

altered from their Portuguese transliterations to their most common and, hopefully, most easily 
understood equivalents. Where further qualification is required, footnotes have been added. 

Units of measure referenced: 1 league = 4.4 kilometers; 1 fathom = 2.2 meters; 1 palm = 22 
centimeters; 1 finger = 1.9 centimeters

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 72

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. in Part 1, Book 
4, folio 408v, (starting from right column, from line 23-31). Cartas 1598 can also be found online at the 
Biblioteca Nacional de Portugal: http://purl.pt/15229 

 The Portuguese term for castle, “castelo” is never used in reference to Azuchiyama or its tenshu. 73

Rather, “fortaleza” (fortress) or “paços” (mansions) are the preferred terms.  

 Esteira is translated here as a unit of “mat.” It is likely that this is Organtino’s translation of the 74

Japanese unit for area jō (畳, tatami mat). Most commonly, esteira refers to the wake of a ship, but can 
also refer to a tissue made from tropical plants such as rush, palm tree, or a thin wood board that is used 
to cover pavement, floor, or other ground. This function lends esteira a third meaning as a carpet or any 
kind of floor cover or mat made from that tissue.
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in height [31.8 m] : it has five orders of roofs, on top of all they put a slender  one. They say 75 76

it will cost as much as the Daibutsu [Great Buddha] of Nara. 

 The metric equivalents provided here assume that 1 mat (esteira) = 1 ken (7 shaku or 2.12 meters; see 75

appendix D2b PAT line 5 and AN line 7 for an explanation of the problems with defining the unit ken). In 
this regard, I am assuming that Organtino chose to use the term “mat” here rather than a standard 
Portuguese unit of measure because the information was imparted to him by a Japanese person. In other 
words, it seems very likely that someone told Organtino these dimensions in the unit ‘tatami mats’ (i.e. the 
length of a tatami mat generally conforms to the length between two pillars or a bay) and, having not seen 
the construction site, he is repeating here that which he heard without over-thinking the matter. Adding 
credence to this interpretation is the fact that Organtino’s dimensions are remarkably close to those 
provided by Gyūichi. Gyūichi’s tenshu descriptions notes the area of the tenshu pedestal as 20 x 17 ken 
(see Appendix D2a, AN lines 109b-109c or PAT lines 6-7). The height of the tenshu is described as 16.5 
ken (D2a, AN line 7). Organtino’s dimensions of 20 x 20 x 15 are not exact, but surprisingly close. With no 
record of the Jesuits visiting the construction site at Azuchi and no reason to think that Organtino would 
have arbitrarily chosen these numbers, it stands to reason that he learned of the dimensions through 
Japanese contacts.

 “Slender” is a problematic translation as the original Portuguese can be read in two ways: with or 76

without a ‘long s.’ It can be potentially read as fino = slender or thin; or it can be read as ſino, (i.e. sino) = 
bell. 

The former reading, which I employ in the above translation, is tantalizing as it may lend credence to 
a popular theory regarding the tiles used on the tenshu’s top floor. Several model-makers have posited 
that the tiles used on the top roof of the tenshu were of a red-yellow character (see chapter 2 for further 
explanation). How, exactly, describing the tiles as ‘slender’ might be a reflection of the red-yellow tiles 
remains unclear. However, the fact that the top roof is singled out here as different than those roofs below 
it is, in and of itself significant. The implication is that the top roof was different and, consequently, the 
question is raised of what that difference was.

The later reading points to the possibility that the highest roof had either prominent cusped gables 
incorporated within the design of the top roof (e.g. the Satō Model, see appendix G) or was itself bell-
shaped (perhaps like the Sakurai Model, see appendix G). Lamers interprets “bell” as meant to be 
understood as an architectural element “belfry.” (Lamers 2000) 125.

Note also that the tenshu was in still in construction when this passage was written and may not be 
an accurate characterization of the final product.
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b. Excerpt from Lourenço Mexia (1533-1609), “Letter of Father Lourenço Mexia, for the 
Father General of the Company of Jesus, from Japan in the year of 1580” included in 
the section “Regarding the Houses and Residences of the Miyako [Kyoto]” dated as 
“[written in] Bungo, October 20, 1580” published in Cartas 1598  77

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann  

 These same demonstrations of love were shown to us [Jesuits] many times by his 
[Nobunaga’s] three sons and the heir prince [to Nobunaga, Oda Nobutada]. Besides the favors 
and hospitality that he [Nobutada] did to Father Organtino, when he [Organtino] went to visit 
him [Nobutada] last year in his Kingdom of Minō, later many times he [Nobutada] solicited 
him [Organtino] to build a church in his land and for this purpose he gave him a very large 
place in his main city of Gifu where he [Nobutada] resides and which was once [part] of the 
houses of his uncle, saying that if a priest would go there a great deal of conversions could be 
done in his land.  
 But, above all things that gave great luster and great name to our affairs such that it 
was felt across Japan was the opinion Nobunaga had of the priests, [and] giving him 
[Organtino] a very large and very good place in his main fortress where he [Nobunaga] 
ordinarily resides with his court; [this fortress] is called Azuchiyama  [and] lies in the same 78

kingdom of Ōmi. Nobunaga wanting to leave a memory of himself, among other things, he 
ordered to make in this city of Azuchiyama the strongest and richest and most renowned thing 
that there was in Japan. [This] making [of] a fortress on the highest part of a hill, surrounded 
by stones with very noble and large houses, it is written and said so many things, that it cannot 
be believed or told until it is seen with one’s eyes, but it is sure to be a very noble thing. Since 
this work is greatly prized and esteemed by Nobunaga, all of his main lords, his servants and 
vassals wishing to please his will, they vied for who could first build there their own noble 
and large houses.  
 This year, Nobunaga having finished everything and wanting to show the glory and 
sumptuousness of his mansions  he ordered an announcement to be spread throughout all 79

those kingdoms, allowing anyone who wished to see his work to come, and that a place would 
be given to him to see everything. For this, an infinity of people were of the same mind [to 
visit] and amongst them, the priests and brothers found themselves there with Father 

 Original Portuguese can be found in Ibid. in Part 1, Book 4, folio 476r (left column, line 14)-folio 477r 77

(left column, from line 14). The date appears at the end of the letter, “[written in] Bungo, 20 October 1580” 
(folio 478v); paragraph divisions have been added to facilitate reading.

 The Jesuits consistently use “Azuchiyama” and not “Azuchi” in their accounts.78

 Throughout this appendix, “mansions” is consistently used as a translation for the word “paços.” 79

“Paços” represents a key descriptive term that the Portuguese visitors often employed in describing both 
Azuchi as well as other Japanese castles. “Paço,” in the singular, translates to “court” or place where a 
prince resides “Paços,” in the plural, equates to a cluster of residences, typically that of a noble family. 
That is, the image that this conjures up is multiple connected buildings. For comparison, Cooper 
consistently as translates “paços” as “palace.” Cooper, M. (1965). They Came to Japan: An Anthology of 
European Reports on Japan, 1543-1640. Berkeley, University of California Press. 134-135.
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Organtino, not so much to see his residences, as much to show him that they were held in high 
esteem, and to try and see if they could with this occasion, obtain there a place to make a 
house and church for it mattered greatly to the honor of our law and of the Company that it 
could be heard across Japan that Nobunaga had ordered to build a church and house for the 
priests in Azuchiyama; because with this [church], there would not be anyone who would 
assume to try and throw us out of their lands knowing that Nobunaga had us in Azuchiyama.  
 Our Lord was kind to help and favor the good wishes of the priests, because Nobunaga 
was so delighted to see that the priests came to see his mansions that he received them with 
extraordinary hospitality. In this way, Father Organtino, seizing the occasion, showed him the 
desire that we had of making in that city of his such a noble and renowned church and house, 
to which he listened to with great contentment and joy, and soon he gave them a very 
comfortable and capable place, telling them that he greatly rejoiced with this, and that many 
lords had asked [for this plot of land] from him, but that he would rather want it to be of the 
church [rather] than anyone else, and that he wished them to build a house quickly, and a very 
beautiful church that would be renowned among the others that existed in that city. [This is] 
either because he yearns to make that land noble because it is of his making, or because he 
might have some hidden intention about the things of our law. It suffices that he showed an 
extraordinary desire to have a church and house be built soon.  
 And this was to the credit and honor of the church such an important thing that all the 
Christian lords  felt a great extraordinary joy, all soliciting Father Organtino for him to make 80

a house immediately, and a noble church in that place, offering for this all sorts of help in 
alms and people that they could provide, especially Justo,  everyone saying that it greatly 81

mattered towards making Nobunaga benevolent and to the credit of our affairs to have it done 
quickly. And in order to have everything well made, it helped that this occasion offered itself 
in such a conjunction: in the time that Father Organtino had just finished gathering the 
harvested wood that was necessary to make some very noble houses there, and with the size 
of two floors, and because all the houses in Japan are made of wood, the carpenters are so 
skilled in their works that while making very noble and large houses, they build them all in 
such a way that when desired, they can be disassembled into pieces, and carry them from one 
part to the other as they do each day, and therefore they usually harvest all the wood first, and 
then in two or three days they assemble it, and raise it in short notice: in a way that for the 
priests to show their esteem towards Nobunaga it was determined by council and opinion of 
those Christian lords to immediately take to Azuchiyama the aforementioned wood, and raise 
in short notice a very noble and sumptuous house, supplying for that end the necessary 
people, for which only Justo, they write, gave 1,000 and 500 men to help raise the house, and 
so the wood was lifted, and the roof tiles that he also had in Miyako to cover it, and so in a 
brief space of time was put up one of the noblest houses that lie in that city because it is of 
two floors as has been said before, and it has within, according to what they wrote about it, 34 
compartments that they call zashiki, besides its balconies, and corridors which are around it 

 The Kirishitan (吉利支丹) = Christian daimyō.80

 Dom Justo Takayama (also known as Takayama Ukon 高山右近, 1552-1615) Christian daimyō, based 81

at Takatsuki Castle (高槻城).
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for the use of the so-called compartments, and is all covered with roof tile, and lime as it is 
used there, in a way that in one month, more or less, it was put up, and roofed, and placed in 
its perfect being with amazement from Nobunaga, and all of that city, and with great 
contentment of the Christians of all those parts. Nobunaga showed of this extraordinary 
contentment by greatly bragging about the work, and sending to the priest many messages 
with thanks, and now he is in the same way soliciting for a church to be built soon, but since 
[the wood] is not harvested it cannot be done in such haste. 
 For his part, it was greatly felt by the prince [Nobutada], [Nobunaga’s] son, to have a 
house in Azuchiyama being raised first [rather] than in his own city of Gifu, having him first 
given the location, and made the request to have it done in his land, but on the other hand he 
was shown to be very pleased with the importance that, by doing this, his father had shown 
towards our affairs and with this, greatly increased his will to also having a house and church 
be done in his land, in a way that he sent several messages to the priest regarding this, and 
from the last letters that Father Organtino wrote, he said that in the space of a few days, he 
would send a priest there with a brother, to begin making a church and house there.  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c. Excerpt from Giovanni Francesco Stephanoni (1540-1603), “Letter of Father Joáo 
Fráncisco, [who] wrote from Miyako on the First of September, 1580” published in 
Cartas 1598  82

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann  

 It has been one month since Nobunaga finished his fortress in Azuchiyama, and it as it 
is sumptuous, and a thing in which he determined to show his magnificence, he ordered to 
spread the notice that all those who wished to see it, they could do so, for he would allow 
entry to all, with which many people were of the same mind [to visit]. It seemed fit to us to go 
there as well, not so much to see its sumptuousness as to show that we cared for his things, 
because since the conversion of these parts depends so much on this lord, it is proper to keep 
him benevolent. He received us with many compliments and courtesies, and so that we could 
further attract him, Father Organtino told him that if his highness would allow us, we greatly 
wished to make one house, and church in that noble city of his. He rejoiced so much with this 
that he answered that he would be glad to, and that he would choose the place which suited 
him the most, and so he would have us be told [about his decision].  
 Not many days had passed, for he soon had us told that in the middle of the city was a 
church of the Nichiren sect,  that we should take it for ourselves, and if the place was not to 83

our liking, that we could choose it at will. Soon some [Japanese] Christians alerted us that 
near the fortress was a very beautiful  place that Nobunaga had ordered to be filled [as 84

reclaimed land] and repaired during that winter, and that we should ask for that one [plot], for 
he would grant us with it. We requested it, he acquiesced with great good will. We went the 
next day to kiss his hand for his kindness, and he came out to see the field [i.e. the plot] from 
the fortress, and he told us that if we wanted to do something of merit, that the field would be 
too small, that we should widen it and take two of his houses, and another one which was next 
to [where his houses] were located, because he would make good with those to which they 
belonged. He cannot conceal the [good] will with which he holds us, coming out all those 
days to see the ground, and of his own accord he ordered it to be cleaned and cleared, 
ordering to have one thing removed, then another, and to the noblemen that were present he 
would say, “What do you think of the ground that I have given to the priests?” Their church 

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 82

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. in Part 1, Book 
4, folio 480v (right column, from line 12)-folio 481v (left column, ends line 36); paragraphs divisions have 
been added to facilitate reading.

 “Fotoqueixos” is the Portuguese transliteration for Hokke-shū (法華宗).83

 Throughout these Cartas translations and in the translations of Fróis, “beautiful” is consistently used as 84

a translation for the word “formoso.” Formoso is the most used adjective that the Jesuits employ to 
describe Azuchi’s quality. Notably, it has other implications beyond the English “beautiful.” It is a term that 
suggests a feminine beauty, something that is delicate and elegant, of pleasant form, delightful, to be 
exalted, magnificent, excellent, perfect, harmonious, noble, of integrity.
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will be an ornament to my city. One day he went out for a walk on it, ordering all of the 
neighbors to help us with everything, and when he talks about us he uses words of such love, 
as if we were the ones most intimate to him. May our Lord pay him by illuminating him with 
the light of His holy faith.  
 This fortress of Nobunaga is placed on a very high hill, towards which we climb 
through about 300 steps, by which a horse can climb, although with difficulty. Around this hill 
are the houses of his vassal lords, one separated from the other, and each one by itself 
surrounded with a strong wall in a way that each one of them is a fortress. The summit of the 
hill is surrounded with a much larger and stronger wall, inside which is established the main 
fortress, which is the one of Nobunaga, or to better put it, his mansion; it has seven floors, and 
the chambers within it are so many that Nobunaga claimed that not so long ago, he had gotten 
lost in them, and that the markers used for guessing the [right] path towards them, are several 
figures, of which everything is filled with, all of them so beautiful, and perfect, that it is 
astounding, nor could it be less, for Nobunaga suffers great ills with any imperfection, and for 
this [purpose], from all parts are fetched the finest artisans there are in all of Japan. The 
wooden floors, by which we put our feet, are clean, and brightly polished just like the 
ceilings, all the doors and windows varnished, in such a way that a person can see himself in 
them as in mirrors. The walls on the outside are of the purest white, except that from the last 
floor towards above, they are all painted in gold, and blue, that with the reverberation of the 
sun creates an amazing brilliance, the roof tiles are as large as the ones in Portugal, but of 
such craft that who sees them from the outside they appear to be roses or fully gilded flowers; 
next to this hill arrives a grand lagoon, in length it would have 15 or 20 leagues [66 km or 88 
km].   85

  Now lie in this city two priests and two brothers, many are those who listen to the 
preaching, and amongst them some quite noble persons, as it was [the case with] one governor 
of a great kingdom privy of Nobunaga, who [the governor] became baptized along with 
another 18 people. Our Lord communicated to him so much of Himself, that with great fervor 
he is the one who preaches the most to the gentiles; another nobleman who holds in rent 
20,000 bushels came to our house with other noblemen, all of whom gave their words of 
being Christians. Finally, things are going in such a way that already everyone takes care to do 
great service to Nobunaga by showing themselves [as] affectionate towards Christianity.  

 The nautical unit of légua (Portuguese league of 25 to a degree) or 1 league = 4.4 kilometers. Today, 85

Lake Biwa is at its widest (E-W) point is roughly 22 km. Its length (N-S) can be roughly calculated as 63 
km. While the discrepancy between these dimensions and those offered by Stephanoni here are 
substantial, it bears considering that damning has reduced the size of the Lake Biwa. Nonetheless, 
Stephanoni’s low end estimate is accurate, particularly if compared to that of his peers.
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d. Excerpts from Gaspar Coelho (1530-1590), “The Annual Letter from Japan which was 
written by Gaspar Coelho from Nagasaki on February 15 in the year 1582 for the Father 
General of the Company of Jesus,” included in the section titled “The Houses and 
Residences of Azuchiyama” published in Cartas 1598   86

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann  

 Although Nobunaga was the lord of Miyako and the Tenka (which is what the 
Japanese call the Monarchy of Japan) still he ordinarily resides in the kingdom of Ōmi, in the 
city of Azuchiyama which is 14 leagues [62 km]  away from Miyako, and he chose to reside 87

there after having conquered Miyako, and from there he ruled the Monarchy of Japan for 12 
or 13 years until now.  On this city, Nobunaga constructed another new city on a fortress, 88

which is now the noblest thing there is in Japan, and succeeding all [others] in its location, 
verdure, the nobility of the dwellers, and richness of the buildings.  
 This city is situated on a flat field, which has in one part a large and fresh lake of 24 
leagues [105.6 km] at length, and 26 at large [114.4 km],  that enters the city through many 89

parts: in the other part, it has some very large fields, which are being sown. The city is 
situated at the foothill of a large mount, that by its own divisions splits into three small hills,  90

which are quite fresh due to the fresh grove, of which [the hills] are populated, and covered 
with green foliage. Around these hills runs the lake, leaving the place very beautiful, and 
strong. In the highest hill amongst the three, Nobunaga determined to show his glory and 
magnificence by making a very rich, beautiful and inexpugnable fortress, because at the 
bottom of the mount the city is constructed up for the people to live, with its very wide and 

 Original Portuguese can be found in Ibid. in Part 2, Book 1, folio 36v (left column, line 20)-folio 41r; the 86

letter title is found on folio 17r; paragraph divisions have been added to facilitate reading.

 From Nijō Castle (二条城) in Kyoto to the base of Mt. Azuchi by foot today is roughly 49 km. Modern 87

roads and tunnels account for the difference with Coelho’s account.

 Coelho is likely referring here to Nobunaga’s conquest of Ōmi Province in the autumn of 1568, a 88

campaign which secured him direct control of the capital. In 1580, twelve years after the conquest of Ōmi, 
Azuchi had just been built. Nobunaga only officially made Azuchi his residence on the 11th of the 5th 
month of 1579. Ōta, G. (2011). The chronicle of Lord Nobunaga. Leiden; Boston, Brill. 314. Ōta, G. 
(1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 271. Prior to that his official residence was in Gifu, but in 
fact he had been living at Azuchi since the 23rd of the second month of 1576. Ōta, G. (2011). The 
chronicle of Lord Nobunaga. Leiden; Boston, Brill. 248; Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa 
Bunko. 207. See also Lamers, J. P. (2000). Japonius Tyrannus: The Japanese Warlord Oda Nobunaga 
Reconsidered. Leiden, Hotei Publishing. 58, 123-124.

 See footnote 14. Coelho’s estimates are generous. Curiously, this is one point that Fróis, in his 89

reworking of this letter as his own, improves on by providing slightly more accurate numbers. 

 Coelho appears to be describing Mount Azuchi as viewed from the south. In actuality and from this 90

perspective, the mountain does resemble an Olympic medal three-tiered podium: the center “hill” would 
have been crowned with the tenshu; the left ridge is where Sōkenji is situated; the right ridge is a so-
called “horse plateau” (its actual function is unknown, surveyors have provided this name).
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straight streets, that make it very beautiful, in which there would be until now up to 5 or 6,000 
neighbors.  
 Through the other part in the foothill of the mount, that through one arm of the lake is 
kept apart from the city, he ordered that the lords and noblemen would make their houses, and 
since everyone wished to please him, the lords of the kingdoms that are subjected to him, 
quickly constructed them into being very noble and rich, in a way that all the houses are 
placed with their stone fences very well made, and of great height with their parapets on top, 
in a way that each house has become a good fortress. In this way the houses go climbing up 
the mount, surrounding the highest hill through all of its parts, on top of which is the fortress 
of Nobunaga, that in wealth and rigor, and in its work of architecture can be compared with 
the most noble and sumptuous of Europe, because besides the fence that it has [made] of 
stone, being very strong and well made, having more than 50 palms [11 m] in height,  it 91

[also] has inside very large, beautiful, and very rich houses baked in gold, so clean, and well 
made, as far as human skill can allow it. In the middle there is a sort of tower (given that in its 
figure it is more superb and noble than our towers), which has seven floors, and on the inside, 
and outside it is filled with wonderful architecture, because the figures on the inside are all 
[painted] in gold and fine colors, which are very skillfully settled, on the outside it has each 
floor painted with diverse colors, some in white with their windows varnished in black as it is 
used in Japan, which is a very fresh and pleasurable thing, others in red, and blue, and the 
highest of them all is gilded, and so this tower as all the other houses are covered with a blue 
tile, the strongest, seems to me, that is used in the world: and in the borders they all have 
some round heads covered in gold, and in the roofs some superb mascarons, which greatly 
beautify and ennoble the building, in such a way that all is left into a rich and superb work, 
and although all of it is made of wood, neither from the outside or inside it appears to be 
anything other than a work of strong stone and plaster. Finally this work is such that it can be 
compared with the most sumptuous buildings in Europe. 
 In this city, which keeps growing each day, Father Organtino greatly wished to have 
some place, because by being there the main lords of all Japan, and there being a continuous 
movement of noblemen, and ambassadors, who from diverse places come to visit Nobunaga, 
and conduct their affairs with him, it seemed to [Organtino] a very appropriate place for the 
law of God to manifest itself in it, and in brief time to be spread all throughout Japan, and the 
Company in all of it to become known to everyone. 
 Besides this, if the Company were to have their home among so many lords in the 
main fortress of Nobunaga, it would collect great credit, and authority among the Japanese, 
for the same purpose of honoring God. Nevertheless this undertaking seemed to the priest to 
be of great difficulty, not only because Nobunaga did not grant a place to any bonze for 
building houses there, but also because if by any chance a place were given to us, it would be 
necessary to build in it a very noble building not just to please Nobunaga, but also to be able 
to stand [out] among such noble houses as all the lords have there. 

 1 palmo = 22 cm; Like with the dimensions given for Lake Biwa, this is another measurement that Fróis 91

revises by increasing it to 60 palms [13.2 m] (see footnote 14, also see footnote 52).
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 Adding to this difficulty was seeing that if he gave us a place among the [common] 
people, we would remain separated from the noblemen, and it seemed, that the Company 
entered there with little credit, as finding as place among the noblemen was a very difficult 
thing, because as their houses are situated in the hill, which is surrounded by them, it was not 
possible to find a place capable and accommodating for a house of religious people. 
 In the end, the Father thinking that nevertheless, if a place could be found it would be 
a great achievement, after greatly placing himself in the hands of our Lord, he proposed his 
wish to Nobunaga, and our Lord was served, that [Organtino] found [Nobunaga] in a way that 
the petition pleased him, and he answered that he was pleased to see the Father trying to build 
a house in that city, and that he would look for a place that could be given to him. 
 Not much time had passed, when [Nobunaga] gave the priest such a place that nothing 
better could be found, or wished for, or be of greater purpose, and it very well seems that it 
was a thing ordered by divine providence, because just a few days before Nobunaga had the 
imagination of having a piece of that lake landfilled, that passed between the fortress mount 
and the city, and without him understanding the purpose for which he was doing it, he ordered 
an infinity of people to come, in 15 or 20 days it was landfilled, and it turned into a beautiful 
ground in front of his own houses in the middle of the hill, and of the city. 
 The Father received this place on the day of the Holy Spirit last year with tremendous 
joy, it being a thing which all Christians held as a particular benefice to our Lord, everyone 
understanding how great this means was for our law to be exalted in all Japan. 
 Therefore [the Japanese Christians] determined to make with all possible brevity in 
that ground a noble, and sumptuous building, for which the Christians offered themselves 
with all the help they could, immediately with some offering to give money, other people to 
work in the construction, others wood, others rice for the workers. It also helped greatly to get 
things going a great amount of harvested wood that father Organtino then had for making the 
house of the Seminar, which the Visiting Father had written to him that he wished to build in 
those parts, when he went there. The diligence placed in the construction was such, that in 
brief time with the great aid that the Christians gave, some quarters and buildings were made, 
the most noble there can be in all Azuchiyama, except for the fortress of Nobunaga, whom 
wishing to extremely aggrandize this place was very pleased [in] viewing such work, for 
which if before he showed love and favors to the priests, much more he began to show after 
this work was made. And as soon as he saw it fully raised he went himself to see it in person, 
and addressing the Father with great affability he praised his work very much, and the people 
who were there said many good things of the priests, praising them greatly, and seeming to 
[Nobunaga] that the place he had given us was still small, he gave the order for more to be 
added to it, ordering for four or five house dwellings to be removed, which were close to our 
place, and so the place was left bigger, and more spacious. 
 After this he sent to Father Organtino 200 cruzados  to help with the expenses, telling 92

him that he was very content with that work, and that in due time he would give him greater 

 The cruzado is a unit of currency formerly used in Portuguese colonies. It is not clear if Nobunaga 92

actually possessed and gave the Jesuits cruzados or if Coelho is implying that they received a Japanese 
equivalent.
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aid. Staying in these houses so close to Nobunaga provided the occasion for having more 
frequent meetings with him, and him showing more love to us, and so he was very fond of 
being visited by our own every 15, or 20 days, and he himself has said, that the priests should 
do this for greater credit towards themselves, and the law which they preach among the 
Japanese. 
 It truly seems the work of God to move the heart of such a powerful and superb 
gentile, who treats everyone with such severity, and treats with such love and familiarity the 
priests, of which the very gentiles themselves remain astonished, and the Christians very 
joyful and content. 
 Many times [Nobunaga] ordered [someone] to visit Father Organtino, and in one of 
them he sent him a bird, which he himself had hunted with a falcon, telling him that he sent it 
as a sign of love because he himself had captured it. He also wanted for two or three times, to 
be told about the things of God, hearing them always with much attention, and making several 
questions, concluding always with the people present [in that circumstance] that everything 
that the bonzes said was a lie, and that only what the priests taught seemed to be true, for 
which if there was any such thing as an afterlife, without doubt it was nothing but what the 
priests claimed. 
 After the Visiting Father [Valignano] went to see Nobunaga in the city of Miyako, and 
the feasts which we told above took place, Nobunaga returned to this fortress of his, and the 
Visiting Father also departed immediately, and in the next day, Nobunaga knowing that he had 
arrived ordered for him to be summoned, saying that he wanted to show him his fortress, and 
so he immediately sent two noblemen of his, of high standing, so that they would accompany 
the Father on his way, ordering that all the priests and brothers should go [too], because he 
wanted to see them all. 
 Arriving at the fortress, he showed them all great hospitality, and ordered that they 
were to be shown first the works on the outside, and later the ones on the inside, giving orders 
through several messages, teaching the places they were to see first, and he himself came out 
in person for three times in certain places to talk with the Father asking him several things, 
greatly pleased to see that that work was being praised, as indeed it was [a thing] to be 
praised.  
 [Nobunaga] finally wanted them to come to the kitchen and the stables because in fact 
everything was so clean, and well made, that there was nothing that was not worthy of being 
seen. 
 Spending on this a great deal of time, he said that he wanted the Father to return there 
another day, because he was determined to invite him. At this time it arrived to [Nobunaga] a 
box of fruits, in the way of dried figs, which were sent to him from the kingdom of Mino, 
which he himself gave right there to the Father, and so he bid farewell to him. And as 
Nobunaga rarely shows the inner works of this fortress, it was held by everyone to be a great 
favor, showing them with such curiosity to the priests in a way that when they left the fortress, 
the confluence of people was such, rushing to see these honors, and favors that Nobunaga 
granted to the priests, that one could not break through [the crowd]. 
 The Christians could not fill themselves [more] with pleasure, seeing their priests so 
favored, and certainly it cannot be said how much in these parts it matters to have built a 
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house as noble, which Nobunaga wanted by particular privilege that it were to be covered of 
the same tile, that his own fortress is covered with, although it does not have gold as his has, 
and because the house is three floors high, and very proportionate, it remained among all of 
them so beautiful, and pleasurable, that ordinarily many lords come to see it, from which we 
take the occasion to preach them, and discuss the things of God: and so every day there is 
preaching in this house, and only this year by the confluence of the lords which came here 
from several parts, the Company became more known, and the law of God spread more in the 
kingdoms of Miyako and in all the others, than what it had been in all the time before, from 
which we expect this house to be a means for many to reach the knowledge of [the] faith.  
 We would have had better results if the enemy had not placed some setbacks as he 
usually does, because among those who heard the preachings, one of them was a lord that had 
once been a king of the kingdom of Ōmi, who even though he had lost it, remained in 
Nobunaga’s grace, and he was now a great lord, who had one of the most noble houses there 
is in this fortress: thus this lord named Kyōgoku Takayoshi determined himself and his wife 
[Kyōgoku Maria] to listen to the preachings, and they liked the things of God so much, that 
for 40 continuous days they heard them, making a very good understanding of them, and at 
the end of 40 days they were both baptized.  These lords had a young son [Kyōgoku 93

Takatomo] of 11 or 12 years old, who at this time was in another place in service of 
Nobunaga, whom his father determined to baptize along with all his family, when he returned, 
but from hence to a few days later our Lord took him for Himself, for which his desires could 
not be carried out, and with his death, the son, and everyone else in his house remained 
gentiles, even more frightened, seeming to them that the father’s death had been a punishment 
of the kami and Buddha. The mother however perseveres with great constancy, taking 
everything from God’s hand, and as such she lives alone in these houses of them: we hope 
that by His own means our Lord will bring the son one day. 
 Another lord  much richer than this one, [but] given that [he is] of a lower ranking, 94

who was from the kingdom of Mino, and had very noble houses here, continued [to hear] the 
preachings, and being so close to being baptized, it happened that due to certain gossips 
regarding him that reached Nobunaga he deprived him of his estate, and sent him towards the 
kingdom of Mino leaving him only 1,000 sacks of pension, of 40,000 which he had, and with 
this disastrous ending the priests were left without the fruit, which they had in their hands. 
 Other important noblemen and soldiers of several parts who concur here, and others 
from the same city were baptized this year. Among these one was baptized who was a 
goldsmith  of Nobunaga, and another one who makes swords for him:  both are very good 95 96

 Kyōgoku Takayoshi (京極高吉, 1504-1581). His wife is Kyōgoku Maria (京極マリア, 1542-1618) and the 93

son in question is Kyōgoku Takatomo (京極高知,1572-1622).

 The identity of this lord is not clear.94

 While the identity of this goldsmith is unclear, it is possible that Coelho is referring here to Miyanishi 95

Yuzaemon/Kōryū who is mentioned in the description of the tenshu in The Chronicle. See Appendix D2a, 
AN line 119/PAT 124 

 The identity of this swordsmith is not clear.96
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Christians, and very familiar [faces] around the house. The law of God is already so spread, 
and approved of all in these parts, and so credited by the favors of Nobunaga and his sons and 
with the frequent conversion of the lords who continuously come to our house, that if 
sensuality did not pervert [their] understanding most of these lords would already have 
become Christians, but the guard of this precept seems so hard to them, that it makes their 
conversion difficult, so much that many of them openly say, that if the priests were less strict 
towards them regarding this commandment, they would make themselves Christians 
immediately: among which is the Tono-sama [Oda Nobutada], first born son, and heir of 
Nobunaga, for three or four times he propitiously discussed this with a brother of ours, 
wanting to persuade him, that the priests should not proceed with such rigor in this 
commandment, affirming to him that if they were to do so, immediately a great multitude of 
Christian lords would be made. 
 And the truth of this is the practice [belief], that is running through the court, from 
which this prince would come out and say, that more service to God could be made by 
dispensing the sixth commandment, making such a large number of Christians, than 
astonishing the men with the rigor of this precept, and losing their conversion, claiming him 
of himself that he would be the first one to convert himself, as if this precept had been placed 
by men, and not given by the omnipotent God, but the answer that is always given to all, is for 
the same thing which they ask, to convince them by showing him [sic] that the law which the 
priests preach are truths declared by the very God Himself, and not inventions of men, which 
if they were so, as are the inventions of their bonze, and if we wished to exalt our own things 
as they did, we would speak to them of this commandment at their will as [bonze] had talked 
to [the noblemen], but because this law is from God we cannot accommodate it to their wills, 
with which they stay convinced in terms of their understanding [of this matter]. 
 May the Lord want the wills of these to follow what their understanding dictates to 
them. Among the lords which frequent this house of ours, one of the most familiar is Oda 
Nobutaka, the second son [sic] of Nobunaga,  whom among all his brothers is the most 97

endeared and loved of all the lords. This one, beginning to discuss with the priests about the 
things of God, became so affectionate to the priests, and to those [things], that he seems to be 
more a Christian than a gentile, and he openly says that he wants to be a Christian, and that he 
already holds the priests as his masters, and many times discussing with great lords about the 
law of God and the priests, he shows for them great love and respect, of which the gentile 
lords astonish themselves greatly, and even more seeing how lowly he feels about his sects, 
and bonze, greatly putting them down and claiming everything they teach is falsehood and 
lies, and only the law of God is true, which every man of good understanding, hearing it, can 
judge to be a true law, and as such to follow it, making himself a Christian, which he also 
claims, he would have already done so if he had not been forced by due respects to delay it for 
another time. Already some of his servants have made themselves Christians, and he took 
some prayer beads from a brother of ours, saying that he wanted to pray through them, and 

 Oda Nobutaka (織田信孝, 1558-1583) was, in fact Nobunaga’s third son. In Fróis’s November 5th, 1582 97

letter, included below (appendix C-1g), Oda Nobukatsu (織田信勝, 1558-1630) is correctly identified as 
the second son and Nobutaka as the third son. 
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having them as relics in sign that he was to be a Christian, and according to what can be 
understood from him it seems he is waiting for his father to give him some estate, because 
given that now he has a large house, and good rent nevertheless his father has not given him 
until now any kingdom, and as he is already 21 years old, and very loved by his father and all 
of his own [close relatives], he hopes that soon his father will provide him, and this holds him 
back, because Nobunaga is so feared that even his own sons do not dare themselves to address 
him freely, and so they do not dare to displease him, for which this lord is watchful, 
uncovering his intent to the noblemen, so that reaching this news to Nobunaga his father, he 
sees how he takes it, and if it seems that he takes it well, he will immediately be baptized. It 
already runs among the gentiles that he is Christian in such that in Shimo and Bungo the past 
days ran this very news of him, and no week passes where he does not come one or two times 
to our house, and in the time which the Visiting Father was here he showed himself even more 
familiar, always sending many messages and presents to the priests, and he has been having so 
much friendship with brother Lourenço that many times he calls him, and addresses him with 
so much respect, that he seems more of a Christian than a gentile lord. 
 With his mother he also discussed our things, and the law of God, which persuaded her 
to hear the preachings, and from the last letters which we had from Miyako, we knew that she 
had already began to listen to the preachings. This lady has been living for many years apart 
from Nobunaga due to being already an aged person, and she was one of the women that he 
had in other times, from which this son was born. When the Visiting Father wanted to return 
from Miyako, he went one night to bid farewell to this lord, passing by in a boat through the 
lagoon that divides our houses, he was received by him with so much love, and hospitality, as 
can be had, because he came to receive him with all his people at the place where he was to 
disembark, and arriving where the Father was, he took one torch from the page who was 
carrying it, and went with it in his hand before the Father until he reached the place he has for 
welcoming the guests, and in returning he accompanied him in the same way until the boat. 
The love with which he treated the Father there, and the practices which he had with him 
seemed more like those of a son towards his father, than of such a great gentile lord towards 
the priest. He presented to the Father some verses, which he had ordered to be written, so that 
what was contained in them was tightly held by all in his home: the sum of what was 
contained in them was, that none of his own was to acknowledge any more the kami and 
Buddha, rather each one was to try to live well, and be honorable, and virtuous, because he 
determined to do the same, despising their kami and Buddha. This was written, and composed 
with much grace, and elegance, as the Japanese know how to do very well in their poems and 
verses. Inviting the Father he gave him to drink by his own hand, a thing of which the 
noblemen who were present were amazed. May the Lord want to carry out his wishes, so that 
his holy name is spread with credit in all Japan. 
 In this city of Azuchiyama, it being such an esteemed thing of Nobunaga, the Visiting 
Father wanted to have the Seminary made, which he had [originally] determined to build in 
the parts of Miyako. Very quickly a very beautiful room was made in the highest part of the 
house, where there are already 25 or 26 young noble boys, that for this purpose Father 
Organtino already had in the [Jesuit] house, to whom the Visiting Father gave the same 
warnings, rules, and time scheduling that he had given to the Seminary of Arima. 
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 We expect that the Lord will not reap less fruits from it, but rather it seems that He 
promises [even] more to the people in these parts, as they are good-natured and of bright 
ingenuity, noble and raised in the court, more polished in the [use of] language and of greater 
authority in everything. 
 The fence [surrounding] the whole place was completed, and the utensils are being 
gathered for a very noble church, which was determined to be built here, which Nobunaga 
wishes it to be quite sumptuous and noble, and he has been speaking to the priests of it many 
times. By having this church made, the Christendom of this fortress will grow. 

[see Appendix A2 for omitted text] 

 One of the courtiers who, among all the lords of Japan has the first rank wrote letters 
with great favors at the returning of the Father, to the lords of the lands through which he was 
to pass, requesting him to be well cared for, and telling the honors, and hospitality which in 
the court of Nobunaga he had received. Among the others to whom he wrote, one of them was 
the young king of Bungo, and the king of Satsuma, and their regents, and these letters greatly 
helped to conclude the deal, that the priests had with the king of Satsuma, which we discussed 
above [in an earlier section of the letter]. Therefore in Bungo, as in the parts of Shimo, grew 
the credit that we already had with the Christian lords, knowing in how much regard and 
esteem we were held by Nobunaga.  
 The second favor which after this [first one] Nobunaga gave to the Father, was to let 
him know that he was well aware that they had incurred great expenses in the manufacturing 
of that house, for which it might be that they would feel some necessities, which being the 
case they should let him know, because he would not refrain from helping them. The priests 
held a consultation about how to answer this message, and it seemed that nothing should be 
asked for, but that with due thanks it should be told to him that the desire of the Company was 
to make a very large and noble church very quickly in that city of his, since His Highness had 
given such a good place, and so large, but that because the expenses incurred in Japan were 
large, and as what they were to spend came to them from so far away, they could not complete 
it as quickly as they wished, but that with the favor of His Highness they hoped to accomplish 
it soon.   
 This message was greatly esteemed, and gave us hopes that it would help us a lot, 
because sometimes he has spoken of the expenses that the priests do, showing compassion 
towards them.  
 The third favor was to show him a feast, which he ordered to be done at night, and as 
could be gleaned from the circumstances, was not done by accident, as he suggested, but in 
regards to the Father. The feast was one which the Japanese usually do with fires, and lit 
lanterns, that throughout the doors and windows are illuminating [the streets], as sometimes it 
is usually done in Europe in some public feasts, and because the time was coming to conduct 
this feast, as the Father was asking permission to depart, he wanted him to see it, telling him 
that he had made other works in the fortress, which he would show if he wished to see them. 
The Father, being unable to excuse himself, was told by Nobunaga that he wanted to have the 
fortress cleaned, and as he had done so he would send for him, and so it was necessary to 
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detain the Father by always entertaining him [creating excuses], until the day of the feasts 
came, which lasted for ten days and as in previous years all the noblemen and lords usually 
start the fires, and light the lanterns in their homes, without anything being done in the 
fortress, this year on the contrary Nobunaga ordered that no nobleman were to make the 
customary fires, and [place] lanterns in his [own] house, and he ordered the tower in his 
fortress to be furnished with lanterns of various colors, that due to being very tall made for a 
very beautiful sight. Besides this he ordered to be placed on the street, which starts from the 
corner of our houses and goes across the hill through its foot [foothill] towards the fortress, a 
large quantity of people with their torches in their hands, placed in order on one side and the 
other of the street, and all the torches being lit at one time, they gave such great clarity that it 
seemed like broad daylight, and the torches being made of canes launched from themselves 
many sparks, so that all the street seemed to be always sparking, and in the middle were 
running many young noblemen, and soldiers, showing their skill and bravery. 
 After a good deal of the night had passed in these feasts, that the priests were viewing 
from their windows, Nobunaga came, and passing by the door of our houses, the Visiting 
Father came out with the remaining priests to talk to him, and Nobunaga stayed with them for 
a while, asking them if they were pleased to view the feasts, and what they thought of them, 
and showing great love and joy, he bid farewell to the priests. 
 On the next day he had the Visiting Father be told to go with all the priests to the 
fortress, and he ordered them to be shown all, that they had already seen, and the remaining 
works, which were later made, all of them worthy of being seen. Finally with demonstrations 
of great love he bid farewell to the Father so that he could depart. 
 One of the things, which besides these favors from Nobunaga should be greatly 
esteemed is that he treats the priests in a way that he allows them freedom in the governing of 
all things, never meddling in any of them, nor requesting any priest in particular for the house 
of Azuchiyama, rather he let the Visiting Father know that he understood, that the [reputation] 
of the priests was very important for the house of Azuchiyama, for which he reminded him, 
that he should be mindful of who he leaves [behind] in it, and the Father answered him, that 
he would take proper care, and that as Superior he left in it the very Father Organtino, who 
was there before, of which he showed to be very pleased, and making several questions about 
the priests, and brothers, who remained in those parts, he also asked very minutely about the 
character and qualities of the Visiting Father, whether he was a nobleman, and literate, and 
what power and authority he had over the priests.  
 After the departure of the Father, in whose company went Father Organtino, he sent 
for a priest, that had [once] been there with the Visiting Father, and remained in the meantime 
as Superior until Father Organtino returns, who was accompanying the Visiting Father, this 
priest went there with a Japanese brother, and in familiar practice with several questions, he 
held them for about two hours, touching some matters about disputes that existed among the 
people present [at the time] regarding the law of God, and the kami, and Buddha, from which 
our own [people] had the occasion to declare him the immortality of the soul, and that there 
was only one God, and that the kami and Buddha were all falsehoods, which he heard with 
great attention, so much that the brother wishing to bid farewell to him using their 
[customary] compliments according to the customs of Japan, he held him there for two other 
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times, wanting him to carry onward with his practice, clapping hands many times, and giving 
applause to what the brother said, showing himself to be very satisfied. 
 From hence to a few days later, as Father Organtino returned from accompanying the 
Visiting Father, one day Nobunaga suddenly came to our house, and before his arrival was 
known to us, the priests found themselves with him in the house, and it seems without doubt 
that he wished to take them by surprise to see the cleanliness and arrangement of our houses, 
because he is a great enemy of disorders, and poor cleanliness, and as Father Organtino knows 
his condition he always works to be overcautious, so that he could not find him at fault, and 
so he found the house clean, and with such orderliness, that he found nothing to make remarks 
of, and going upstairs to the highest part of the houses ordering everyone to remain below, he 
started speaking with great love, and familiarity with the priests and brothers, and he went to 
see the clock, and he also saw a harpsichord and a viola which we had in the house, and he 
plucked one and the other [to produce a sound], pleasing himself from hearing them ring [the 
sound of the strings] and he bragged very much the boy who was playing the harpsichord, 
who was the son of the king of Hyuga, and bragging also the one who was playing the viola, 
he went to see the [church] bell, and other curious things, that the priests have in that house, 
which are quite necessary to attract the gentiles, whom being very curious rush in to see them, 
serving as a bait to make them familiar with us, and hearing the preachings, as each day we 
experiment. 
 Among the things that up until now came to Japan, of which the Japanese liked the 
most, was the playing of organs, harpsichords and violas, for which [reason] we already have 
two organs, one here in Azuchiyama and another in Bungo, and harpsichords in several 
places, in which the boys learn, and in the masses and other feasts we can make up for the 
lack of singers, and other apparatuses which are used in our feasts in Europe, which is very 
necessary out here in order to move this gentility, and let them understand in some way the 
glory, and magnificence of the divine cult. After Nobunaga had spent a good amount of time 
in conversation with the priests he returned to his house without wanting the priests to 
accompany him, nor even to come below [to the first floor of the Jesuit house], but to remain 
above as they were, and after he arrived [at his fortress] he sent one present to Father 
Organtino with things to eat, letting him know that he had been quite pleased that day to see 
his house, and that as a sign of how he had enjoyed it he was sending him that present.  
 May our Lord illuminate him so that he may know the truth, which he sometimes 
hears with attention, and given that considering on one part the haughtiness, and Nobunaga’s 
way of doing things, it seems an impossible thing for him to subject himself to the law of 
God, however seeing on the other part that God chose him to destroy, and pull down the sects 
of the bonzes, always favoring our things, listening sometimes and with attention the things of 
the afterlife, and of the immortality of the soul, it makes us have some hopes.  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e. Excerpt from Luis Fróis (1532-1597), Historia de Japam Volume 2, Chapter 84, “Other 
Things That Nobunaga Made Progress On In His Government”  98

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann 

 ...[Nobunaga] made in the Kingdom of Ōmi, 14 leagues [62 km]  from the city of 99

Miyako [Kyoto] a new city, fortress,  and mansions  in the mountain range called 100 101

Azuchiyama, with seven floors, the most superb and lustrous thing that never before his time, 
they say, had been done in Japan, all built over very high and large walls of loose stone, 
among which there were some that in order to take them to the highest buildings 4 and 5,000 
men were needed, and one [stone] in particular was carried by 6 or 7,000, and they claim that 
a slight drop of it down the hill took under itself more than 150 men, whom it immediately 
crushed and turned into pulp.  The walls of buildings and walls of fortifications, being of 102

such great height, were made with such accommodated skill that, given that they were of 
loose stone, they were so firm and in sight so shiny, that they almost did not diverge from 
what our works of ashlar show from the outside, made of stone and lime. The richness of the 
mansions and chambers, the beauty  of the windows, the gold that shone from the inside, 103

the number of wooden columns covered with red lacquer and others all gilded, the grandness 
of the warehouses for supplies, the invention and freshness of the gardens with a great 
diversity of tiny trees, rough stones greatly esteemed among them, tanks, some with fish, and 
some with birds, the doors lacquered in black and covered with iron, the roof tiles of all these 
contrivances and houses gilded at their edges, the number of surrounding bulwarks encircling 
with their bells for the watchtowers,  the invention of new and wealthy mansions, (which he 104

made for the Emperor [Ōgimachi]  next to his own, along with its houses of recreation), and 105

the great number of gilded paintings throughout the chambers. The freshness and extremely 
long spaces as far as the eye can see, one part over that great lagoon that stands next to 
[Azuchiyama], continuously navigated by a diversity of ships, and the other, fields and rice 

 Original Portuguese can be found in Fróis, L. (1981). Historia de Japam. Lisbon, Presidência do 98

Conselho de Ministros Secretaria de Estado da Cultura Direcção-Geral do Patrimônio Cultural Biblioteca 
Nacional de Lisboa. 255-258, lines 110-216.

 See footnote 14 above99

 See footnote 3 above100

 See footnote 8 above101

 The grammar used in this sentence lends itself to two readings. Either a piece of the stone came down 102

the hill or it means that the stone fell only a short distance down the hill. In both cases though, it caused 
great damage. Since Fróis is giving emphasis on the damages caused, the latter option is likely the 
correct one, but either reading is valid.

 See footnote 13 above103

 “Sinos de vigia” or “sinos para as vigias” are places where the watchmen or guards repeatedly strike 104

something, typically a bell, to warn of an incoming enemy or other important notice. 

 Ōgimachi is referred to here as the “Dayri” (dairi, 内裏).105
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paddies in a vista mingled with fortresses and many places and villages, and above all, the 
unexpected cleanliness in all that enceinte. 
 The city as well, that in less than three years was constructed from new, and always 
kept increasing itself, already surpassed one league [4.8 km] in length. The houses of the 
princes and lords had, almost all of them, some portals of singular wood with their sentry-
boxes on top, and the walls all whitened on the inside, instead of tapestry, which they do not 
have, with their golden byōbu [folding screens]  put in place; the stables filled with many 106

prized horses, and they were so clean that surely they could serve as chambers of recreation. 
The very long streets, spacious and wide, swept two and three times each day; the roar and 
rumble of the people, the affluence of noblemen, whom from several kingdoms were 
gathering in that Court, the frequency of men and women incognito  that due to the fame 107

and nobility of these buildings, they came from faraway places to see them, the ordinary 
number of present people that every day and even in the night congregated there, the hawks 
and goshawks that were sent to him from the kingdoms of Saikoku, which are the ones in the 
southern part, and the excellent horses that were brought to him from Bandō, the people that 
came each day carried [goods] towards that city, the good treatment and cleanliness of its 
footmen and servants, the roar and noise from the workshops surrounding that hill, it seems 
that for Japan it was a thing that could not cease to cause great admiration in those who saw 
it.  
 He [Nobunaga] was, according to their claims, the most prosperous, rich and powerful 
prince of all those who preceded him in Japan: prosperous for the good success that he always 
had in wars, of which he rarely failed in coming out as a winner; rich because, besides the 
gold and silver which he had in great quantity, the precious things from India, the curious 
[things] from China, the beautiful [items] from Korea and from other remote parts, which 
they came to or were already before in Japan, almost all of them ended up falling into his 
hands; the pieces of chanoyu, which are used when one drinks the tea with hot water, which 
in Japan have the same price, value and esteem that amongst us jewelry has, especially those 
that throughout many years the men in several kingdoms of Japan had acquired and gathered, 
by which their houses were known and they were called rich and fortunate in possessing 
them. He [Nobunaga] became the owner of the greater part of the best and most famed ones, 
because some were given to him as a present, and others he would purchase for great amounts 
of gold and silver; the cutlasses and daggers that in Japan were famed and were of great price, 
the rich harnesses of the horses and finally all the other beautiful and curious pieces, of which 
men would please themselves and could delight themselves on, he was the center where they 
would be gathered. 
 The in-house service within his mansions was [done by] young women only, and these 
maidens were chosen from those whom nature had endowed with great abilities and natural 
skills, and [were] the noblest that were in his kingdoms. 
 From this city of Azuchiyama until Miyako, which were 14 leagues by land, he 

 originally written as “beobus” (byōbu, 屏風)106

 Literally translated, the men and women were “in disguise.”107
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ordered those paths to be fixed in such a way that they turned into one single street of five and 
six tatami wide [9 and 10.8 m],  plain, clean and straight, planting trees in one side and the 108

other to create shade in the summer, and from certain to certain places brooms would be 
hanging from them, and people that from those near places would always help to keep those 
paths swept and clean; and next to the trees, everything continuing on one side and the other, 
he ordered to have it cleared and cast with small stones, so that the whole path would be left 
as a garden, and in certain and determined distances some houses were made so that the 
travelers could have in them recreation and rest, with many supplies in abundance that were 
sold there. And where before, through those kingdoms, the path in daytime was not yet quite 
safe, at least not without company, in his time, especially during the summer, people would 
walk always during the night and, placing their personal belongings next to themselves, they 
would lie down on that path in sleep as secure as others might be in their homes. And the 
same reordering and fixing of the paths, he had it made throughout many of his kingdoms. 
 And in order that this path from Miyako to Azuchiyama would be left free of any 
inconvenience for the passers-by, in one place where the lagoon of Ōmi narrows down and 
runs with more furious impetus and greater speed, which is called Seta [River], there he 
ordered to be built a bridge of excellent wood, which they say cost him more than 4 or 5,000 
cruzados, which was four tatami [7.2 m] wide and 180 [tatami, 324 m]  in length, very 109

perfect and delicate in its shape; and almost in the middle of it, on one of its sides, onto it was 
build a very fresh and gracious house of recreation for him to rest when passing by. All sorts 
of men high and low that passed through it, would end up dismounting (except women), for 
the compliance of his person [Nobunaga].  
 He was the most powerful because without difficulty if he wanted to he could put on 
the [battle]field in very brief time more than 100,000 men. 
 There was yet another impediment in this path of Azuchiyama, which were the 
mountain ranges and harsh clusters of rocks of Mount Hiei, which exist between Miyako and 
that lake in the Kingdom of Ōmi: and in order to make the paths that currently stand there, he 
ordered all of this to be cut by force of arm, in a way that the harshness of those paths, where 
men would climb with hardship and horses would pass with great difficulty, all was left plain, 
which without any impediment was converted into the current road, wide and spacious paths 
through which ox-carts on tracks and women pass without any trouble. 
 He removed all of the impositions, rights, and tolls which were paid along these paths, 
clearing everything with great liberalness, and with these favors and applause from the 
people, the commoners would grow more affectionate to him and were pleased to have him as 
their lord…  

 1 tatami mat = 0.9 x 1.8 m.108

 1 tatami mat = 0.9 x 1.8 m.109
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f. Excerpt from Luis Fróis, Historia de Japam Volume 3, Chapter 31, “Of How The 
Visiting Father Went To The Capital to Visit Nobunaga, And From There Went To See 
Azuchiyama Again”  110

Translated by Bébio Amaro; edited and addition annotation by Mark Karl Erdmann 

 On Easter Day [March 26, 1581] after dinner, the Visiting Father [Valignano] left from 
Takatsuki to Miyako in the company of many Christians. And arriving in the city at night, on 
the very next day the Father went to visit Nobunaga at a monastery where he sheltered 
himself and, having thrown out the monks, had made it into a mansion named Honnōji,  one 111

street away from our home; he [Nobunaga] who hosted him [Valignano] graciously, holding 
him with several questions for a good while. And in returning, he [Nobunaga] sent to his 
[Valignano’s] house a present that in the same day had arrived from parts of the Bandō, that 
ultimately in terms of Japan is the Northern part, [the present] was ten big birds, in the shape 
of wild ducks, which do not exist in Japan except in that land and therefore are highly 
esteemed. This was of great consolation for the Christians, for understanding how greatly it 
mattered to receive the favor of such a powerful lord, for the honor and name of Christianity. 
 On this same convergence, Nobunaga wished to make a very noble and illustrious 
party to show his glory; like another King Ahasuerus,  for [this occasion, he] gathered in 112

Miyako all the princes and lords of his state  so that everyone, dressed as richly and 113

lustrously as they could, entered with their liveries in the tournaments that he held; in this 
way, according to what was being ordinarily said around the city, there would be on a field, 
which for this purpose was fenced in and ornamented, 700 lords on their horses; with the 
horses being very well harnessed and each one dressed as brilliantly as it could. And in the 
opinion of everyone, the people which from several realms gathered there to see [the event] 
would amount to a little less than 200,000 souls; and the Visiting Father claimed that never in 
his days had he seen such a lustrous and magnificent thing, by the great quantity of gold and 
silk with which they went ornamented. There, the Emperor [Ōgimachi] was present, along 
with all the following nobility of men, women and monks who congregated to see the 
festivities. 

 Original Portuguese can be found in Fróis, L. (1982). Historia de Japam. Lisbon, Presidência do 110

Conselho de Ministros Secretaria de Estado da Cultura Direcção-Geral do Patrimônio Cultural Biblioteca 
Nacional de Lisboa. 254-260, lines 1-176.

 Honnōji (本能寺) was later made famous as the place where Nobunaga was assassinated. See 111

Appendix C-1g.

 King Ahasuerus was a Persian King who appears in the The Book of Ester of the Hebrew Bible. He is 112

widely thought to have been Xerses I (486-465 BCE) and in the third year of his reign he made a feast to 
show his riches and splendor.

 The event is described here is a particularly famous one in Nobunaga’s career. It took place on 28th 113

day of the 2nd month of Tenshō 9 (1581). It is described at length in Ōta, G. (2011). The chronicle of Lord 
Nobunaga. Leiden; Boston, Brill. 386-395.; Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 
340-349.
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 In this party, Nobunaga particularly ordered that the Visiting Father, along with all the 
priests and brothers, be placed in a decent and accommodated place in the style of a platform 
so as to be able to see from above [and] from which the priests could not excuse themselves, 
due to Nobunaga not being a person to whom one could retort, especially since this [party] 
was being held as a quite special favor towards the Christians; even if nothing else was being 
done in the aforementioned party, other than racing their horses next to a web of cloth which 
they had set up for enacting their games. And because when the Father visited Nobunaga he 
had given him, according to the custom in Japan, as a present, a throne chair  of crimson 114

velvet garnished in gold, that one of his Portuguese devotes had given him for such an 
occasion; and as it was such a novelty in Japan, [Nobunaga] he  rejoiced with it so much, 
especially because it was being given to him in that period, so that to enter with greater 
majesty and magnificence in the feast, he ordered for it to be carried in front of him by four 
men, on their shoulders, raised high, and in the middle of the festivities he came down once 
from his horse and settled in the chair for greater ostentation and greatness of his state and 
with which he could differentiate from the others. With the end of the festivities that were 
held in the capital, Nobunaga immediately returned to Azuchiyama, where the Visiting Father 
determined to see him [again] at a more leisurely pace and on a more opportune occasion, and 
therefore he too departed towards [Azuchiyama]. 
 And even though Nobunaga was the lord of Miyako and the Tenka, which is what the 
Japanese call the Monarchy of Japan, still his ordinary residence was in Azuchiyama in the 
Kingdom of Ōmi, which is 14 leagues [62 km]  away from Miyako, which after having 115

conquered it, he chose that place [Azuchiyama] to reside in, and from there he ruled all of 
those kingdoms for 12 or 13 years. There he built a new city with a fortress, which was then 
the most noble and principal thing of all Japan, because in terms of place, beauty, richness of 
the buildings, and the nobility of the dwellers, it greatly exceeded all the other cities in Japan.  
 That city was situated on a plain which has in one part a great and large lagoon, that is 
20 or so leagues [88 km]  long, and two or three wide [8.8 km or 13.2 km] and in some 116

places four [17.6 km], resembling a large sea that enters through many parts of the same city; 
and in another part there are lands for sowing rice, very rich and in great quantity. And on the 
upper part of this city rises a great hill, which is in a certain way divided into three, being 
quite fresh due to the trees and water that they have, and [these trees] are continuously 
covered in green foliage; and around these hills goes the aforementioned lake, in a way that 
the whole place is left very beautiful and strong; the hill which rests in the middle is taller and 
superior to the others.   117

 In this place, Nobunaga determined to show all of his glory by making a new city with 
an inexpugnable fortress. And so on that plain which is below the hill was erected the city for 

 “cadeira de estado” = throne chair. The term later evolved into “estadela,” a kind of throne, a noble 114

chair where kings or magistrates would sit to conduct a solemn hearing.

 See footnote 16 above.115

 See footnote 18 above.116

 See footnote 19 above.117
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the commoners and skilled workers,  from whom she [the city] would gain sustenance, with 118

its very large and straight streets that, by being so long and well executed, were very beautiful 
and pleasant to the sight. The cleanliness in them was such that, being so walked upon and 
trodden with people,  each day they were swept twice, once during the morning and once 119

during the afternoon; it was already one league [4.4 km] in length and there were, according 
to what was being told [at the time], 6,000 neighbors.   120

 In another part, which is separated from the city by one arm of the lagoon, starting 
from the foothill, he [Nobunaga] ordered that the lords and noblemen build their houses there. 
And because everyone wished to please his will, the lords of all the kingdoms that were 
subjected to him made very rich and noble houses surrounding the hill and towards the top in 
enceintes, all of which have their stone walls very well done and of great height, typically 15 
and more palms [3.3 m],  with their gates and sentry-boxes on top, in a way that each house 121

is turned into a good and reasoned fortress. And in this way the houses pile up, one on top of 
the other, around the hill, making it even more fresh, pleasant and gracious, a thing of great 
expense and effort, due to the difficulty of [transporting] the stone that come by carriage from 
afar.   122

 On top of the hill which is in the middle, Nobunaga built his palace complex and 
fortress, which as regards architecture, strength, wealth and apparatus may well be compared 
with the grandest buildings of Europe; its strong and well-constructed surrounding walls of 
stone are over 60 palms [13.2 m] in height  and even higher in many parts; inside [the 123

walls] there are many beautiful and rich houses, all of them baked in gold and so neat and 
well-fashioned that they could not reach [a state of] further human immaculateness. And in 
the middle there is a sort of tower which they call a tenshu which has a far more noble and 
magnificent figure than our towers, and which is [composed] of seven floors; all of them from 
inside and out were made of a stupendous and marvelous architecture; [this is] because it is 
filled entirely with figures in gold and diverse colors that are richly painted throughout the 
walls; and for the outside, each of the floors is painted in various colors, some in white with 
lacquered windows or black varnish, as used in Japan, that seems extremely beautiful; others 

 “officiaes mecanicos” = skilled workers; literally translated, mechanical officers; refers to all the 118

craftsmen, artisans, artists, carpenters who constructed and served at Azuchi.

 “trìlhadas e seguidas” = so walked upon and trodden; more literally translated: trodden and followed. 119

This clearly implies that the streets were heavily used and filled with traffic.

 “vizinhos” = “neighbors” can be read as either a single person, or a single household.120

 See footnote 20 above121

 This gathering of stones for the construction of Azuchi is also described in The Chronicle of Lord 122

Nobunaga, scroll 9, episode 1. See Appendix D-1a.

 1 palm = 22 cm; As with the dimensions given for Lake Biwa, this is another measurement that Fróis 123

revises by increasing it to 60 palms [13.2 m] (see footnote 13 & 17). “The Program of the Azuchi Tenshu” 
give the dimensions of 12 ken (22.8 m) for the height of the tenshu pedestal. This height is however, 
much higher than the actual pedestal which at its highest reaches only 8 meters (See Appendix D2b, PAT 
2).
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in red, others in blue, and the one on top of them all is entirely gilded. And so this tenshu as 
well as all the other houses are covered with roof tiles, which are stronger and more beautiful 
than the ones we know in Europe, and appear to be of blue color; the ones at the front row 
have rounded, gilded heads,  and the roofs have magnificent mascarons  of a very noble 124 125

and well-crafted design. In this manner, it is a wholly flamboyant, refined and luminous 
work;  by being situated on high ground and being very lofty in itself, it looks as if it 126

reaches to the clouds and it can be seen from afar for many leagues; and despite being all 
made of wood, this is not at all visible from neither the interior nor exterior, for it looks as if it 
is built of very strong stone and mortar.   127

 To one side of this fortress Nobunaga built other buildings separate from his own, 
which were nevertheless arranged in a continuous way by means of corridors, and which were 
much more refined and excellent than his own, with most refreshing and grandiose gardens 
which are almost completely different to ours. The richness of the chambers, the rigor and 
refinement of the workmanship and the exquisite wood, the cleanliness and the artifice of [its] 
manufacture, the singular and very spacious view commanded by each of these, all this 
caused great admiration.  
 The entire fortress is surrounded by towers built on top of those thick stone walls and 
within each of them are guard bells  and people on guard day and night. All the principal 128

walls are covered from top to bottom with iron, all done with much skill and cleanliness. It 
had a stable in the upper area, for his [Nobunaga’s] recreation wherein there were no more 
than five or six horses; but it was only a stable in name because it was so clean and well kept 
that it seemed rather to be a fine chamber for the recreation of nobles than a place to lodge 
horses; four or five young nobles who looked after it went about dressed in silk and carrying 
daggers in gilt sheaths. He also had 35 men with shaved heads who did no other work save 
walking around and sweeping with their brooms and cleaning all these houses an hour before 
daybreak; this they did with as much care and perfection as if each day were a solemn 
festival, because the thing which pleased them most and to which they always paid great 

 “redondas douradas” = rounded, gilded head; refers to round end tiles (nokimarugawara 軒丸瓦).124

 “carrancas” = mascarons; suggest a figure with a fierce disposition. Today this term is used to refer to 125

ferocious-looking human or animal faces used as a mastheads, but in Fróis’ time it also referred to 
gargoyles. For lack of a better word, Fróis is most likely referring to onigawara (鬼瓦) or ‘demon tiles,’ 
special tiles placed on the corner eaves and the ends of ridge which have monstrous, demon-like faces. 
Taniguchi Sakae has suggested that Fróis is referring to the shachihoko finials, but this seems unlikely 
given that onigawara were not only easier to view, but immediately resemble the iconography of 
gargoyles. Taniguchi, S. (5/2003). "Tōjin Ikkan to shachihoko kawara." Kōkōgaku januru(585): 37-41. 39.

 “arrogante, aprimorada e lustroza” = a more literally translation of this is “arrogant, improved and 126

lustrous.” The sense that Fróis is conveying here is that Azuchi is flamboyant and overbearing in 
decoration, but worthy of much respect as both refined and attractive to the eye. It also reaffirms that 
application of gold trim gave such luster as to leave an indelible impression upon the viewer. 

 “cal” = mortar; lime, chalk; commonly used in Portuguese buildings to cover the stone walls.127

 “sinos de vigia” = guard bells; Fróis may be extrapolating here. While possible that every guard tower 128

had within it a unique bell, Fróis is likely describing the norm for watchtowers in Portugal at the time.
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attention was this extreme exterior cleanliness… 
 The carpenters of Japan are so [of a] prime in their works that, while making quite 
noble and large houses, they make them all in such a way that, when they want to, they can 
disassemble them into pieces, and carry them from one part [place] to another, as they often 
do. And therefore they usually carve all the wood first, and then in three or four days they 
assemble and raise it, building on short notice a house in a flat place, which seems impossible 
to be built, not even within the space of a year. And in truth they spend the necessary time to 
plane and prepare the wood, but because later in such a brief time they join and assemble it in 
a certain way, it seems as if it is done all of a sudden. 
 After Nobunaga had finished his construction, for greater ostentation and arrogance of 
his name, he wished to show the sumptuousness of his mansions, and ordered to be preached 
through all of those realms giving permission to any person, whether man or woman, that 
within the space of certain days they could freely see his mansions and fortress, and entry 
would such be given. The infinity of people coming from so many kingdoms was so great that 
it caused admiration upon all; and among them went also the Priests and Brothers with Father 
Organtino, not so much to see mansions, but to show them that they held them in high esteem, 
and to try and see if on this occasion they could find a place in Azuchiyama to make a Church 
and houses there, as we had mentioned before that it was negotiated.   129

 Having the Visiting Father [Valignano] arrived at Azuchiyama, Nobunaga sent for 
him, saying that he wished to show him his fortress, and ordered two noblemen to accompany 
him [Valignano] during his coming and going, and also to bring along all the other Priests and 
Brothers and acolytes that were residing in the house, because he wanted to see them all. And 
having arrived, he [Nobunaga] received him [Valignano] with great hospitality, and ordered to 
have him [Valignano] be shown first the buildings on the outside, and afterwards on the 
inside, and several messages were coming along, indicating the paths by which they were to 
walk, and the things that they were to see first. And three times he himself came in person to 
speak to the Father, asking him several things, and he was extremely rejoiced to feel that his 
works were being praised, as in real truth they were to be praised, since there was nothing 
there that was not worthy of interest. 
 And being presented to him [Nobunaga] a box of fruits in the way of dried figs, which 
were sent to him from the Kingdom of Mino, which in that gender are the finest in Japan, he 
himself gave it to the Father, saying that he wanted him to return another time so as to invite 
him, and with this he [Nobunaga] dismissed them. 
 Upon exiting the fortress, it was strange [to see] the gathering of people who could 
only barely pass through, and the Christians could not fill themselves with joy upon seeing 
their Priests favored and sheltered with such honor and consolation to themselves. 

[translation continued in Appendix A3] 

	These are the same events described in Appendix C-1b and c.129
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g. Luis Fróis, “A letter from Father Luis Fróis about the death of Nobunaga, for the much 
revered General Father of the Company of Jesus, from Kuchinotsu, at the 5th of 
November of 1582.” published in Cartas 1598  130

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann 

 From the letters, that from 15 years to this part we have written from Miyako, there 
should be a diffuse understanding of the origin of Nobunaga, and the state of his things, 
whom being lord of only half of one Kingdom, named as Ōwari, by his own industry and 
chivalry, he came to place Shogun Ashikaga Yoshiaki  in possession of Miyako, who is the 131

second person after the Emperor [Ōgimachi], King of all Japan, and because he [Nobunaga] 
is intrepid in war, of generous spirit, capable of great tricks, and of natural prudence, with 
which he could always overcome the spirits of the Japanese, later excluding the Shogun 
himself from Miyako he began to conquer the surrounding kingdoms, that are called as Tenka, 
which means the Monarchy of Japan, and because he had in this [matter such] prosperous 
success, he went on dilating his name, fame, and estate in a such a way, that in just a few 
years he conquered, and subjugated under his empire more than fifty kingdoms, killing the 
kings whom he conquered, accumulating his treasury in great numbers, and quantity, in such 
a way that of all the main richness and precious things of Japan, he was their owner, and the 
one who had them in his hand, and for greater ostentation of his power and name he did many 
things worthy of memory which could not be recited here without becoming extremely 
digressive.    
 He had built in the Kingdom of Ōmi, in the place that is called Azuchiyama, 14 
leagues [62 km] away from Miyako a fortress, and mansions of great admiration, and strange 
cleanliness, and one of the things of which he bragged about the most, was the [refined] 
beauty, and richness of those mansions, & the fortress which had seven floors, and at its foot, 
he had raised a new city, which was growing more and more, and was already one league [4.4 
km] in length, and in order to have his conquered kingdoms safer, he made the main lords [of 
these kingdoms] inhabit there with their wives and sons, and build large and sumptuous 
houses.  
 He made a path from Miyako to Azuchiyama, that as I say is 14 leagues, plain as a 
courtyard, with trees planted on one part and the other with extraordinarily large bridges, so 
that all could be walked on a dry foot, and the same paths as much as possible were being 
made in this way throughout the kingdoms that he conquered, and because all of these 
provinces were very subjected to continuous wars since the people are naturally bellicose, he 

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 130

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. in Part 2, Book 
1, folio 61r-82r. Japanese translation can be found Yanagiya, T., ed. (1969). Iezusukai Nihon nenpō: 
Yasokai no Nihon nenpō. Tokyo, Yūshōdō Shoten. 205-233.  

 Murakami’s Japanese translation clarifies the identity of many of the Japanese names that Fróis 131

provides. Murakami, N., trans. Ibid.Iezusukai Nihon nenpō: yasokai no Nihon nenpō. 205-233.
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with his industry, and knowledge was reducing little by little everything into peace, and 
tranquility, and there being throughout the roads, until the time that he began to reign, large 
impositions of rights, and tolls which were paid almost at each league (4.4 km], he released 
[the commoners from tolls on] everything so that nothing would have to be paid, and with this 
he acquired more good will from the commoners.  
 He [Nobunaga] rebuilt the mansions of the King of Japan, once again giving him [the 
Emperor] a large tribute, building for the prince son of the Emperor [Ōgimachi] other new 
mansions in Miyako, rich, and of great price. He had another particular thing, which almost 
could not be found in those who governed this monarchy, which was despising with all his 
heart the entire cult, and veneration of the kami, and Buddhas, which are [the] idols of Japan, 
and he did not fear any bad omens, or prognostics to which the Japanese are greatly subjected 
to, and so it seems that he was being taken by God, to the scourge of the Bonzes, temples, and 
idolatries, because many sumptuous temples, universities, and houses of great assemblage 
that existed in the Tenka, most of them he destroyed, and ravaged, and it seems that he had the 
disposition to fight with the Bonzes, and to kill them, and destroy them, and after doing so he 
would have the rents of the idols’ priests distributed, which were very large, throughout the 
soldiers, and noble people, and [although] by despising all of the other people, kings, princes, 
and lords of Japan, he always employed great humanity towards us since he began to reign, 
and so he treated us as people of whom he would take pity because we are foreigners, and 
sometimes he told us that the betrayals of our rivals against us were great, and the false 
testimonies were frequent, of which before him we were accused of, but that because he had 
understood the life of the priests and their doctrine as being good, and true he assured us that 
as long as he were living, we would not receive any harm, or aggravation, and that in his 
kingdoms the law of God would be preached, and churches were to be made, and sometimes 
he heard [our] preaching, and given that the reasons that were given to him were urgent, and 
he showed himself to be convinced of them, nevertheless his great pride and arrogance 
prevailed in him so much that by no means he habilitated himself to receive the influx, and 
light of grace. 
  Since more and more he was having prosperous successes in war, and many remote 
kingdoms from the parts of Bandō, which he had not conquered by the force of arms, came to 
him through their ambassadors to pledge obedience, and subject themselves to his empire 
merely by the fame of his name, richness, and power; instead of humbling himself, and 
recognizing that these were all benefits and great mercies that he received from the powerful 
hand of the author of nature, he grew so much in his pride, and boasting of his own power, 
that not being settled any more with entitling himself as the absolute lord of all Japan, and as 
such being revered by more than fifty kingdoms with the most exact, and profound worship, 
and obeisance, that the old men of Japan claim to have never seen, or read in these parts with 
any King, or prince of these kingdoms, he finally determined to break out with the same 
boldness and insolence of Nebuchadnezzar, pretending to be worshipped by all, not as an 
earthly, and mortal man, but as if he was divine, or lord of immortality, and to put into effect 
his nefarious, and abominable desire, he had a temple built next to his paces in a hill that is 
separated from the fortress, where he wrote the intent of his venomous ambition, in which he 
said in this way, translated from Japanese into our language:    
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 In these great kingdoms of Japan in the fortress of Azuchiyama, in this land that 
seen from afar causes joy, and contentment to those who see it. Nobunaga, lord of all 
Japan made this temple, with the name of Sōkenji, [and] the merits, and benefits, 
that will follow upon those who, by worshiping him show him great veneration and 
obeisance are the following.  
 The first one, that the rich [people] coming here for worship, more and more 
their wealth shall accumulate and to the lowly poor, and miserable ones, that here 
come to worship, shall also be rich through the merit of visiting this temple, and that 
those who do not have children, and successors to propagate their generation will 
soon have descendants, and a very long life, and shall enjoy great peace, and rest.  
 The second, their lives shall be extended up until eighty years old, their 
infirmities shall heal immediately, and they will be granted their wishes, health, and 
tranquility.  
 Every month, by the day in which I was born shall be a solemn day, and 
determined for visiting this temple; all of those which have faith in this, there will be 
no doubt that what is promised to them shall not differ, and the perverse ones who do 
not believe it, in this life as well as the next shall be led towards perdition, for which 
one time, and another it is very necessary that all should have complete veneration, 
and obeisance to him. 

 And given that as I said above, that Nobunaga throughout all of his rule had always 
made little case of the cult, and worship of the kami, and Buddhas, now it seems that having 
reached the last of his blindness, and persuaded by the demon he ordered to be brought for 
placing in that Azuchiyama temple from several kingdoms the idols, that throughout Japan 
were most revered, and where the frequency, and concourse of the pilgrims was larger, not for 
him to worship them, but so that by using this pretext he could better fish his adoration.  
 There is in Japan ordinarily in the temples of the kami a stone, which is called  
Shintai,  which means heart, and substance of the kami from that oracle, which in that 132

Azuchiyama temple did not exist, rather Nobunaga said, that he was the very living Shintai, 
and Kami, and Buddha, and that there was no other lord of the Universe, and author of nature 
above himself, wanting to be adored on earth, as clearly his servants said so, that there was no 
other whom were to be adored other than Nobunaga himself, and this so that they could speak 
to him at ease, and having him be more propitious to themselves, so that his worshiping 
would not be inferior to the other idols, that he had gathered there, one man bringing him a 
stone suited for this purpose named as bonsan,  he [Nobunaga] ordered to be made in the 133

most eminent place of the temple above all the Buddhas a certain kind of [procession] float, 
or tiny closed chapel, where he had it [the stone] placed, and he further ordered to be 
preached across all of his kingdoms, that from all the cities, towns and villages of the 

 Xintay (shintai, 神体 or 身体).132

 bonçao (bonsan, 盆山).133
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aforementioned kingdoms all sorts of men, women, principal noblemen, pious,  and 134

commoners should come on the fifth moon of this year in which he was born, to adore that 
temple, and his Shintai that he had placed there. 
 The concourse of people was so large, that from so many kingdoms gathered there, 
that it seemed [like] an incredible thing: however since Nobunaga had reached to such 
insolence, and fearlessness, wanting to usurp for himself that which only the creating God, 
and redeemer of the world is due, our lord God did not allow the complacency which he 
[Nobunaga] had when viewing that concourse of people, to last long, because from that feast 
in which that worshipping was done in Azuchiyama to 19 days [later] his body was made into 
dust, and ash on the earth, and his soul was buried in hell, as it shall be seen later on. 
 His son, the prince heir, named Oda Nobutada, given that naturally he was well 
inclined, and affectionate towards our things, favoring the priests and giving them grounds for 
making a church, and field for raising in his city a great cross, it seems that either to conform 
with, or please his father, or because he had also been won over by the same mistake [of 
believing in his father’s deification], shortly before his death, when he returned with his father 
from that victory, which they had over the King of the Kainokuni, taking from him four 
kingdoms, he brought with him an idol from those parts, which was held there in great 
veneration, and he ordered it to be put in his Kingdom of Owari, so that it could be more 
worshiped there, and when he arrived at Miyako this last time he offered to a devil which is 
from there [a distance of] three leagues away [13.2 km], named Atago 2,500 cruzados in an 
act of giving grace for the victory that he had granted him, and he, for greater devotion of the 
same demon undressing himself in his house, he washed himself with snow, which is a certain 
sacrifice which is done to him, but the retribution of all these services, was as we will say 
below that just from hence to three days [later], after receiving many wounds he died there [in 
Miyako and] burned in his body, and in hell seared in his soul: and given that nevertheless it 
is proper of God to use his infinite piety and clemency with everyone, our priests write from 
those parts, that [just] before his death some signs and amazing omens preceded it, so that 
still the unfortunate man, aided by the amazement of these [omens] he could come to himself, 
and recognize God as absolute lord of the skies, and the Earth, and so say the letters [from the 
priests] in the following way.     

 On the eighth day of the month of March of this present year of 1582 at 10 o’clock 
in the evening the sky appeared by the side of the Orient [as being] very clear, and 
above the tallest tower of Nobunaga’s fortress it appeared so red that it put us all in 
great astonishment, and it lasted until near the morning; and the clarity, and redness 
seemed to be so low, that it could not be seen from 20 leagues [88 km away] but later 
we found out how the same sign had been [seen] up until Bungo. 
 Marveled were those [of us] in the house, as with such an astonishing sign; 
Nobunaga was departing with such fearlessness to the war that he waged upon the King 
of Kainokuni which would be from there eight, or nine leagues [35.2 or 39.6 km] of 
road, but going there first the prince his son, and him afterwards they had in the war 

 The exact meaning of “piães” is unclear, “pious” is an educated guess. 134
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prosperous success, they killed the King, and his son, and they took from him four very 
large kingdoms, and with this victory he returned with even greater conceit, for this 
King was one of the enemies, from whom he [Nobunaga] received grave burdens, and 
was always fearful of it. 
 Monday on the 14th of May, at 9 o’clock in the evening appeared one comet, which 
had a very long ray [i.e. tail], which trailed for a few days and caused great 
astonishment to everyone: also from hence to a few days [later] there fell in 
Azuchiyama by mid-day something like a comet from the sky which was seen by seven 
or eight people from the [Jesuit] house, and were astounded by such a new 
[unprecedented] thing, in a way that whomever considered these signs well could not 
cease to fear something, but since the Japanese know little of the origin of these omens, 
it seems that they did not warn [anyone], or ponder what it might have been. 

 Nobunaga returning from those kingdoms, that with such ease he had subjected to his 
empire, he cared for nothing else but to amplify, and to dignify his new city of Azuchiyama, 
having raised each day many new houses, and he who gave him [Nobunaga] the greatest 
service, better, and bigger houses would [be] built. Shibata Hideyoshi the conqueror of Mori 
[Terumoto] was beginning some [houses], that only in [terms of] stone for the bulwarks he 
had gathered there 12 or 15,000 cruzados, and seeing Nobunaga how so prosperously the past 
war had gone for him, he also wanted to conclude early what he had started with [the 
Kingdom of] Mori, four or five years before, and in order to conquer it he had already sent 
Hideyoshi, who is a prudent man, and versed in [the art of] war, although he had been low in 
fortune and in the condition of his blood. 
 This one had already taken seven or eight kingdoms from Mori, and he came to rise 
[in status], and become very valuable for his industriousness, just as he was conquering, and 
taking away the kingdoms from Mori, so would Nobunaga grant them [these kingdoms] to 
him [Hideyoshi].  
 This Mori is the King of Yamaguchi, and lord of 13 kingdoms, and seeing himself 
already in such a tight spot, he determined to put [in place] the last of his potency, and defend 
himself until he died, and for this he gathered many people, given that Hideyoshi not having 
more, than up to 25,000 thousand men he wrote to Nobunaga to send him assistance, but that 
he [Nobunaga] should not come in person, because with another 30,000 men in a few days he 
would finish taking the kingdoms away from Mori, and bring him [Nobunaga] his [Mori 
Terumoto’s] head as a gift, but Nobunaga determined to come as he did to Miyako, and from 
there go up to Sakai, determining [that] as he finished subjecting Mori, and becoming the 
absolute lord of all the 66 kingdoms of Japan, he would soon make a great navy to go conquer 
China, and take it by force of arms, and leave the kingdoms apportioned among his sons, of 
whom he had already given to the oldest prince heir, named Nobutada, the kingdoms of Mino, 
and Owari, and the four which he had now taken again from the King of Kainokuni. This one 
[Nobutada] naturally was a good man, and a friend of ours, as it can be seen in the other 
general letter. 
 To the second son, named Oda Nobukatsu he gave another two [kingdoms], and 
before his departure from Azuchiyama to Miyako he dispatched the third son to the kingdoms 
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of Shikoku, which are four, granting them to him, as someone who was already making 
himself [Nobunaga] the lord of all Japan. This third son, named Oda Nobutaka was always a 
great friend of ours, and inclined towards the things of God: his father gave him before he 
departed 14 or 15,000 cruzados in gold, and other rich pieces, and the prince his brother also 
gave him many things, and all these lords offered him gold because he was very loved by all 
for his good parts [i.e. character], and because they understood, that in this they were paying 
service to Nobunaga, they say he carried with him 14,000 men, [they] passed here through 
Miyako in order to embark at the city of Sakai, they were very lustrous people, and a fine 
sight to see, besides [the fact] that he was a great friend of ours, already in his court we have 
some noble Christians, [who are] privy to him, and his mother, given that she is gentile, she is 
very inclined towards our things by advice from her son, which she shows with some visits, 
that she makes to our house.     
 As his priest went to bid him farewell at his house he told him these formal words: 

 I am going to Awaji to take over those kingdoms in Shikoku by order from my 
father, which as they become quieter, without fail I will await you there, so that your law 
can be propagated; and for that [purpose] I shall give you rent in such a way, that you 
will not need it to come to you from anywhere else. I know fully that thou were awaiting 
for such an occasion, from the hope, and trust that you have always had in me, well 
[now] I have already accomplished your wish, be sure that I shall do so, and with these, 
and other similar words he bid him farewell, treating us all with great respect and 
familiarity , and to brother Lourenço he said that soon he would send for him, and a 
priest to begin making many Christians in those kingdoms, and this [he spoke] in front 
of many people. 

 During this time, in which this son of Nobunaga passed by, to this Miyako had also 
arrived the eldest son, and [Tokugawa Ieyasu] the King of Mikawa, brother-in-law of 
Nobunaga, and other lords from those kingdoms which he had taken [in order] to show him  135

[the city of] Miyako. 
 The brothers and I were standing here in this house, in anguish fearing that [Ieyasu] 
the King of Mikawa would want to seek shelter in our house, for that is what was being said 
throughout Miyako, but our Lord did not wish us to have this trouble: he lodged himself next 
to our house, and after two or three days, before Nobunaga came, he went to see the cities of 
Sakai, and Nara, which was no small providence [given] from God for what happened later, 
as we will say below. 
 Having Nobunaga arrived at this city from Miyako, since Hideyoshi was at great haste 
in requesting [more] people, Nobunaga dispatched many lords with his people: among which 
one of them was Justo [Tayayama] Ukon, whom one or two days before Nobunaga arriving 
here had [already] departed, and if that had not been the case, he too would have stayed 
[trapped] in the net. 

 It is unclear who is being shown the Miyako here. The most likely guess is that it is Oda Nobutaka, 135

Nobunaga’s third son.
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 Few people remained here with Nobunaga, and he and his son the prince lived apart 
from each other [the] space of three or four streets, however here remained still [some] great 
lords, who were awaiting to accompany him when he went for Sakai, which apparently would 
be from hence to two or three days. On this conjunction was in Azuchiyama Father 
Organtino, and Father João Francisco, and the brothers Simão de Almeida, and Diogo 
Parreira, Jerónimo Vaz, and Vicente Japão, and the boys from the seminar. 
 [As for] Father Gregorio de Cespedes, only two or three days before he had returned 
from Azuchiyama to the Kingdom of Mino, with the brother Paulo Japão, in Sanga was 
Father Joseph with the brother Cosme Japão. Here in this Miyako was Father Carrion, and the 
brothers Lourenço, and Bertolameu. 
 There was a man in Nobunaga’s court, named Akechi [Mitsuhide], naturally low 
[born] and of vile parents, whom at the beginning of Nobunaga’s rule served a nobleman, yet 
by his industry, prudence, and sagaciousness he came to be of great worth, he was badly seen 
by all, friend of betrayals, cruel in punishment, tyrant, and very shrewd in counterfeiting 
himself, sly in war, of strong spirits, and very experienced in the manufacturing of fortresses, 
in such [a way] that from [being] such a lowly pawn, Nobunaga came to grant him mercy of 
two kingdoms, named Tanba, and Tango, and along with that he gave him all the rents from 
the university of Mount Hiei, which was more than half of another Kingdom. 
 Akechi however, as he was terrible, he wished to overtake, and try to make himself 
the lord of Japan’s monarchy. At this same time, Nobunaga had ordered him [Akechi] to go 
with 30,000 men to help Hideyoshi to destroy Mori [Terumoto], and he, realizing what a good 
opportunity this was to kill Nobunaga, and his son the prince, being both in Miyako, and not 
highly accompanied by people, and determined to accomplish his intent, Akechi summoned 
all of his people in the Kingdom of Tanba in a fortress that is away from here five leagues [22 
km] all the soldiers were astounded, because that was not the path by which they were to go 
to war, him being shrewd, not letting anyone discover his determination, there was no one 
who could have foreseen such impudence. 
 Tuesday the eighth of Corpus Christi, with the army congregated in the fortress, he 
summoned four captains, and told them in great secrecy how he was determined to make 
himself lord of the Tenka killing for that [purpose] Nobunaga, and his son: all of them 
astonished answered, that since he had determined to do this, they could do no more, than 
intend [to execute] his purpose, and help him, he soon gave order of what was to be done, and 
in order for none of them to betray him, he made them dress their arms [right] there in his 
presence, and so by midnight they departed, and arrived at Miyako at the break of dawn. 
 Additionally, Akechi ordered that his fortresses were to [work in] concert [with] 
themselves, and make good preparations, and kept a continuous watch on them under the 
pretext that there were to be no agitations during his absence, and before entering Miyako he 
spread the word through his army, that they were to organize themselves very well, because 
he wanted to enter Miyako showing Nobunaga how good, and lustrous were the people that 
he carried [with him], this on a Wednesday 20 of July of this present year of 82, he 
additionally ordered that all the rifle men were to set fire to the[ir arquebuses’s] fuses, and 
placed them in the serpentines, and prepared the spears: his own [soldiers] began to doubt 
what that might be, and realized that perhaps by [an] order from Nobunaga, Akechi would 
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want to kill the [Ieyasu] King of Mikawa, Nobunaga’s brother-in-law, in such a way that 
having reached near a monastery, named Honnōji, where Nobunaga would always lodge 
[when] in Miyako, having already excluded the bonzes from there, and made some 
reasonably-sized mansions. 
 By dawn they had [placed] 30,000 men surrounding the whole monastery, and so far 
from what was expected in the city, that to almost everyone it seemed that some kind of 
rumble had raised [itself], and so the word began to spread across Miyako, and because this 
church of ours was only distant from Nobunaga’s place by the space of one street, soon some 
Christians came here, and with myself making preparations to perform mass very early, they 
told me to wait, because there was a rumble in front of the mansions, which seemed to be an 
important matter, since they dared to make a fight there, [and] we immediately started hearing 
some arquebuses, and fire coming out: after this another message arrived saying that it was no 
[ordinary] fight, but that Akechi had made himself enemy, and traitor against Nobunaga, and 
that he had surrounded him, as Akechi’s people arrived at the door of the mansions [at 
Honnōji], they entered immediately, and because there was no suspicion of betrayals, or [the 
presence of] anyone who could resist it, as they entered they found Nobunaga, who had just 
washed his hands, and face, and was cleaning himself with a towel, and immediately he 
suffered an arrow shot on his back, which upon being removed Nobunaga came out with a 
naginata in his hands, which is a weapon with a large shaft, made in the way of a sickle, and 
he fought for some time, however by suffering an arquebus shot in his arm, he retreaded 
inside in his chamber, and there, closing the doors, some say that he cut his belly, and others 
[say] that by setting fire to himself and the residences he died, but what we do know is that 
from the one [man] who made everyone shiver, not just with his voice, but with his name, not 
even a single little hair remained that was not converted into dust, and ash.  
 Having finished so quickly with Nobunaga, killing along with him some young 
noblemen, who were sleeping there in the mansions, and burning all of that monastery, it was 
already known throughout Miyako, and some lords that came to the rescue, wishing to go 
inside, could not, because the street had already been taken, they skirted around towards the 
houses of the prince [Nobutada], whom hearing the news, still being in bed rose up, and along 
with the people who were aiding him, not feeling himself to be secure, he went to the houses 
of the Emperor’s son, which are nearby, the best mansions that existed after the ones at 
Azuchiyama, which three or four years earlier Nobunaga had built, and given to the 
Emperor’s son, for him to lodge in them, the prince retreated there, but so quickly, 
[Nobutada] whom was not carrying more than katanas, and [even] less weapons they found 
there, because [these] were the houses of the Emperor’s son, where there is nothing but 
women; to him [the Emperor’s son], feeling great burden with such a guest, he went in 
company of prince Murai [Sakakatsu], vice-king of Miyako, and by his [Murai’s] advice  the 
son of the Emperor sent a message to Akechi, who was there in the street armed upon a horse, 
by which he [the Emperor’s son] told him [Akechi] that he wanted him to do, and he [the 
Emperor’s son] too would also cut his belly, Akechi replied that he wanted nothing from him, 
and that he were to leave immediately, but neither by horse, or by portable palanquin, so that 
the prince son of Nobunaga would not escape him, with which message the son of the 
Emperor left with his women, and he went towards Upper Miyako to enter his father’s house: 
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the ones [left] at the inside, [due to] being select people, and great lords they defended 
themselves very well, and so they fought more than one hour, but because the ones on the 
outside were so many, and well armed, and with so many rifles his resistance became 
difficult.  
 Nevertheless the prince thought in a very virile manner, and with great effort, and 
received great amounts of injuries, arquebus shots, and arrows, finally prevailing the 
multitude of Akechi’s people, they entered, and set fire, and many died burned, among which, 
along with the other soldiers, and noblemen, the prince also died burned. 
 The soldiers of Akechi, being so many, roamed the streets, and houses digging up the 
servants of Nobunaga, and the noblemen, and noble lords in order to cut their heads, and 
present them to him [Akechi]. Already a great pile of them [i.e. their heads] had been made 
before Akechi himself: the bodies remained throughout the streets, [and] the general people, 
and citizens of Miyako were awaiting the end by which this matter would be solved, and 
feared that in order to better kill the designated people that were throughout the houses 
Akechi would order to set fire on Miyako, but a much greater fear we had at the house, not 
only for this commonly held fear, but also because we did not know if, Akechi being such a 
friend of the devil, and of his idols, and such little friend of ours, being aware that he meant 
us harm, and to the things of God, and also because we were [seen] as a thing of Nobunaga 
we had great fear, that he would order us to be set on fire, and his own [people], by the 
[general] opinion [they held] regarding the church’s possessions, they also had yearned 
greatly to assault us, but amongst these fears, we gained some relief due to a public message 
that Akechi had ordered to spread, that all the streets of Miyako should not fear, and that they 
should know that he had no intention of burning the city, rather they should all rejoice with 
him, for he had had such good success in his things, and that if any soldier were to do 
anything to him he was to be killed. 
 We feared more because a black slave that the Visiting Father left with Nobunaga 
because he desired it, after Nobunaga was killed he went to the prince’s house, and there he 
was fighting for a great while: one of Akechi’s servants came towards him, and asked him his 
katana, and that he should have no fear, he delivered it to him, and the other went to ask 
Akechi, what he would do with the slave, he replied: this slave is beast-like, he knows 
nothing, he is not even Japanese, do not kill him, deposit him there at the church of the priests 
from India, for which we began to somewhat calm down, and more when we saw the great 
mercy with which the Lord used upon this house, as the brother-in-law of Nobunaga had left 
a few days earlier towards Sakai, because without a doubt in order to kill him, which he also 
was meant to be, it would be necessary to set fire to our church which was attached to his 
house, or he would have gathered in our house, because it is stronger than his, and so the 
better it would be for them to burn, and destroy ours. 
 Having finished this feat, Akechi left with his people at eight or nine in the morning 
from Miyako, and he went to a fortress of his that is [located] from here four leagues [17.6 
km], called Sakamoto, on the path that goes towards Azuchiyama, and right on the same day 
at twelve o’ clock in daytime, this sad news arrived there. 
 Here your reverences can consider the disturbance that would exist in the city, and our 
own [people] would be without knowing the truth of what had happened, neither of what they 
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would do with themselves, and still during that whole day they did not know it well for sure, 
because on the path five leagues [22 km] from this Miyako there is a most beautiful bridge, 
the best which they say there was in Japan, which had been finished by Nobunaga just shortly 
before, and next to it was a fortress, and a nobleman captain in it, only to act as a watchman. 
Having found out about Nobunaga’s death, he immediately ordered to cut the bridge so that 
Akechi’s people could not pass to Azuchiyama so quickly, and so they could not go there until 
Saturday, but with great diligence from Akechi it was repaired again, a thing which seemed 
impossible for that river was extremely fast, and very deep: on this Thursday, and Friday, 
there were so many things which were said at home to the priests of how Akechi was coming, 
and that he would burn the whole city, and fortress of Azuchiyama with nothing left standing, 
[and] the priests consulting with the few Christians that existed there, it seemed well to 
everyone to move those who were at the seminary to an island which is three or four leagues 
[13.2 or 17.6 km] away from Azuchiyama, in the middle of that lake, which is 25 leagues 
[110 km] long. 
 And in order for this to take place a thief from that island came to solicit them with a 
ship that belonged to him, under pretext of goodness, and friendship, saying that they had no 
other salvation, or remedy, but there, as they finally did so on that very Thursday, and from 
there Father Organtino embarked with 28 people, leaving in the house as guards Brother 
Vicente with another six or seven people, and so that you may know the troubles through 
which the fathers, and brothers went through I will make note on this [letter] what Brother 
Simao Dalmeida says of this exit from Azuchiyama. 

 Having these news arrived at Azuchiyama the city began to boil and revolve itself, 
in a way that it looked like doomsday, as we watched how everyone gathered 
themselves, and forsake their homes, we were all that day, and night, in great confusion, 
in the next day by morning one nobleman natural from that Kingdom of  Ōmi knowing 
what had happened became one with the tyrant Akechi, and as a sign of this he set fire 
to his houses, which were very beautiful, which were right next to Nobunaga’s fortress, 
and as we watched this from the seminary without knowing what it was, and hearing 
that the enemies were already coming, and were starting to kill, and that they would 
come to scorch everything, inciting us to salvage our lives, disregarding anything else, 
because there was no time and there was no remedy, and soon in that morning with 
great haste and revolt, such that it cannot be said, we began to leave towards the boat 
of the thief, I however took with me a crucifix, and a small image of Our Lady, we 
determined to leave dressed as Japanese, taking with us the silver candlesticks, 
thurible, shuttle, chalice, and a crimson velvet ornament, which was left here by the 
Visiting Father [Valignano].  
 Father João Francisco came behind dressed in his ecclesiastical robe, the looters 
came jumping straight away at him, because then the whole city was filled only with 
these people, catching and stealing; and they began to search, and grope him, believing 
that he was carrying silver, they felt that his sleeve was heavy, and him in order to show 
that it was not silver pulled a breviary from his sleeve, and as soon as he pulled it off 
they snatched it from him, and finding nothing else with him they were gone. Brother 
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Diogo Pereira, also because [he was] coming far behind, failed to take the same path 
as us, and so he ended up at the limit of the street, where other such looters jumped at 
him, and took from him a parasol, and a kimono, which he was wearing on top of the 
ecclesiastical robe, and they searched him, and not knowing how to undress his robe 
they ripped it at the front and back, and so he escaped: our Lord made it so that they 
did not find some silver which he was carrying on his sash.  
 I, too was one of those at the rear line, for being sick, and not being able to walk as 
much as those who were ahead, hearing what those who were passing by were saying, 
fearing that they would rob me, I began to hasten my pace so as not to lose sight with 
the forerunners, and in this way we reached the boat of a gentile whom we trusted 
because he had presented himself as our friend previously, but him along with his 
partners seemed to only want to take our possessions, and kill us if he could, and so 
delivered into the hands of this man, we soon feared for some deception and betrayal, 
and so we really began to make acts of contrition. 
 We reached an island named Okinoshima, where our guide was residing, soon the 
pirates began to say that they were to take half of our possessions, we were resisting 
against their reasons, that we had not made such a deal with them, only that we would 
pay them the freight, they began to insist more that we were to deliver it to them, and 
given that he who took us there was the author of this trap, nevertheless he was so sly, 
and a terrible deceiver, that before us he cast himself aside, showing that he was in our 
side and favored us, and therefore going around the place for some more time, another 
“leg-pull” or two,  during that space of three or four leagues [13.2 or 17.6 km] they 136

took from us more than 60 cruzados, him imagining that by having us trapped there, we 
had hidden a great treasure, which it seemed to them that they could not have it without 
killing us all, so that no one could remain and give news of what was happening.  
 Father Organtino nevertheless determined to take a risk, and cast aside absolutely 
all of the silver that we had with us from the church, and so we hid the aforementioned 
things in the middle of the possessions that they had stolen from other parts, which were 
in the stable, where they had put us in, and after one day had passed, we took it out at 
night along with a trustworthy and highly reliable Japanese that we had with us, and 
we sent him to the mountain range hoping that after things had settled we could have 
him bring it back; and God’s providence was such that, as our hosts told us that they 
wanted to undress us, as they could not believe that we had no gold, it was also certain, 
that they would search the whole place where we were, and finding the silver they 
would kill all of us so that no word of it could come out. 
 Finally they made us open all of our possessions, which was little, but as the main 
things which were the silver and the velvet ornaments were hidden away, they could not 
find anything on which to lay their hands on, nevertheless they remained unsatisfied, 
and we remained insecure, and when we sent the silver to the mountain range, our only 
intention was that they would not see it, even if we were to never collect it, for we 
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estimated our lives, and of so many young [seminary] boys, much more than those 
things: this young man who took the ornaments and the silver in such time, and with 
such great danger, seemed to us as an Angel sent by God.  
 There we remained [lodged in a] very tight [space], eating only a little bit of water, 
and rice, offering our lives in sacrifice to God, and us being there, not knowing how we 
could be freed, the Lord, respecting the prayers of the Christians, and the abandonment 
in which they would all remain, freed us from there miraculously, and gave us help to 
undermine all of their deceptions, because they had already decided to send us all in 
another boat to a secret place where they could more safely kill us: and the way by 
which God freed us from their hands, was this. 
 A Christian [man] had a gentile nephew, whom was very privy to Akechi: this man 
wrote in purpose to this nephew of his so that he could favor us, whom along with 
Brother Vicente, who was still in Azuchiyama [and had] negotiated with great diligence 
a safe boat, which could pick us up from this island, which [boat] being seen by us, you 
can already judge how much joy we were feeling, and given that there was still a lot to 
be done, they delivered us to those who were coming in the boat, since they [the pirates] 
could do no more, and we collected the possessions which we had already given [to the 
pirates], and finally all that we had hidden. 
 Arriving with this young man  to the fortress of Sakamoto, which is the main one 137

of Akechi, was the same page with a message from Akechi towards Justo, asking him to 
relinquish his part, but Father Organtino also gave him [the page] his letter in 
Portuguese writing, in which he said to him [Justo] that by no means he should make 
friendship with this tyrant, even if he came to put us all in the Cross, because that would 
be [for] the service of our Lord, Father Organtino went to that fortress to visit one of 
Akechi’s sons, he [Akechi’s son] wished to give us a very important valet of his to 
accompany us to Miyako because all the paths had been taken, nevertheless the Father 
[Organtino] insisted that all it would take was a letter from him [Akechi’s son] which he 
immediately gave to us, and it was of [great] worth to us, because as the father sent 
before him twenty people they [soldiers] wanted to take them on the path, but seeing the 
letter, they let them pass.  
 Having arrived at Miyako with this page from Akechi, we gave him our thanks for 
this good work, and Father Organtino gave him a parasol from Portugal, and with the 
Lord’s grace, and his divine favor, we saved our lives, and the silver from the church, 
and ornaments that we carried with us. 
 The contentment and joy of the fathers, and brothers in Miyako, could not be 
greater, for they had given us all as being dead, nor was it a small providence from God 
that Akechi did not deal with us, being away from here one league [4.4 km], and 
knowing that the Christian captains, especially Justo, were his enemies, yet of all these 
things the Lord freed us. 
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 Continuing the process of this story, I say that on Saturday, right after the day the 
priests, and seminar boys had left, Akechi arrived at Azuchiyama, and he found no resistance, 
for everyone had ran away, and so he took possession of the mansions, and fortress of 
Nobunaga, and going up to the highest place of the fortress he began to open those godowns, 
which they say Nobunaga had filled with gold, and silver, and wealth, and great diversity of 
pieces, because there was [placed] all the good of Japan and he began to distribute greatly 
with his own, for the little that it had cost him, in a way that what Nobunaga had acquired 
with great labors, and wars in 15 or 20 years, he distributed in two or three days to his 
noblemen according to their dignities, and to his inferiors according to what pleased him, so 
he distributes the gold with them; to some noble people he gave each one a 1,000 ichiryō  of 138

gold which are 7,000 cruzados, because all this gold had been made into bars of a certain 
weight, and to others he gave three and 4,000 cruzados. 
 There are in Miyako some five main monasteries of the Zen sect, who are those that 
say there is nothing after this life, which are called Gozan, and to each one of these 
monasteries he sent 7,000 cruzados in order for them to make the funeral march, and exequies 
for Nobunaga. To many citizens in Miyako, and other friends of his, which were found there, 
he gave great quantities of gold, and pieces of great value, and as he already foretold, that he 
would get little benefit from that great wealth, so he would distribute them with great ease to 
poor men, and others that he did not know, whom a great deal concurred there to this smell 
[of money], to some he would give 200, and others, 300 cruzados, and this was the least that 
he distributed with the inferiors, he did not set fire to anything, but he left there a captain with 
some people, and he returned from there two, or three days later to the kingdoms of Kawachi, 
and Settsu which are confined next to Miyako, to begin the war that he was awaiting [would 
take place], in this time in Azuchiyama there was nothing more other than looting, climbing 
houses, stealing possessions, hijacking roads, and this not only there, but from the city of 
Sakai until the kingdoms of Mino, which are six or seven days of road away, nothing else was 
done throughout the streets, and roads, killing here, and there, in a way that it seemed that the 
whole hell had turned loose in order to cause such damage, [it is a] strange thing that by the 
death of a single man so many kingdoms would be in turmoil. 
 And because we were not to be spared of these great troubles, and losses, also our 
house in Azuchiyama, and seminary, all of it being new, and was still being built, began to be 
broken into, and plundered by soldiers, in a way that as the brothers, and domestics came to 
Miyako, sometimes it was looted, and because that [place] seemed to be more secure, due to 
being at the foot of Nobunaga’s mansions, and fortress, there we had congregated most of our 
possessions, and ornaments, that the company had in those parts, and there it was well 
furnished of everything, conforming to what was required for the purpose of that seminary, 
and except as I said the velvet ornaments, and silver from the altar, and some few books, 
everything else was looted, and robbed, in such a way that they not only took the possessions, 
but also windows, doors, and the linings of the chambers and all the wood that had been 
gathered there, and purchased for the construction of the new church, which was worth close 
to 400 cruzados, and what was taken, according to what was said by the people who resided 
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there costs more than 2,800 cruzados, and there was nothing left other than the props of the 
house, and the roof which they could not carry. 
 In this time the third son of Nobunaga, which we said above, was named Nobutaka, 
was in Sakai, preparing along with his people to take possession of those four kingdoms that 
his father had given to them, whom as soon as he heard about the death of his father and 
brother immediately began to make preparations to come back, and avenge himself, and 
firstly he wanted to reassure himself, by killing a cousin of his, called Tsuda Nobusumi, 
whom is the son of an older brother of Nobunaga,  who had been killed by Nobunaga 139

himself years before in order become the lord of his father’s heritage.  
 This young man, because Nobunaga had killed his father, and because he was married 
with one of Akechi’s daughters, there was no one who did not believe that he had machinated 
the consultation with his father-in-law regarding Nobunaga’s death, and this young man was 
around that time by order from Nobunaga surveilling the fortress of Osaka with another 
nobleman, named as Niwa Nagahide, which is three leagues [13.2 km] away from Sakai. 
 The two lords, whom I mentioned before, had gone to see Sakai were the brother-in-
law of Nobunaga, [Ieyasu] King of Mikawa, and another one named Anayama [Nobutada], on 
the same day that they heard the news they returned very quickly to gather themselves in their 
kingdoms. The King of Mikawa, due to having more people, and gold to pay [as a tribute], 
passed with some trouble, and retreated [to his Kingdom] in due time. [As for] Anayama, it 
seems that he went later on, and with less people and so in the roads he was assaulted, and 
they took all of his possessions, and killed all of his people, him escaping with great 
difficulty. 
 This Anayama was the prince of the Kingdom of Settsu, which shortly before 
Nobunaga, and his son had overtaken, and according to what Brother Vicente wrote us, before 
this revolt he [Anayama] was beginning to hear preaching, for he had [heard] good news of 
God’s things, and wished to have an occasion, by which he could hear them, nevertheless up 
ahead they also killed him on the way [back]. 
 Nobutaka, whom as I mentioned still had not embarked upon hearing the news, from 
hence to two hours later he wanted to depart, determined to go battle Akechi, but as his 
people had congregated from several parts, hearing about these rebellions a great part of his 
army abandoned him, [him] remaining in this perplexity, seeing as how he could not finish 
carrying out his wish, he went to Osaka where Nobusumi his cousin was, whom they say had 
consented in the death of his father, and the other captain who was also there, named Niwa 
Nagahide, he was a great friend of this son of Nobunaga, from whose favor, after many 
messages [exchanged], Nobutaka entered in Osaka for his cousin, who was insisting and 
working greatly, so that he [Nobutaka] could not enter, and he [Nobusumi] left all of his 
people in the street, for the great fear held towards him [Nobutaka] by his cousin, whom by 
no means would consent that he [Nobutaka] could enter with his people.  
 After being there [for] two days, he consulted with Nagahide, and they concluded on 
the way as to how his cousin could be killed, whom was guarding himself greatly, never 
leaving the highest floor of the tower. The plot which they invented to kill him, was that 
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Nagahide, the second captain of that fortress, pretended to escort Nobutaka to his float, as a 
thing that was taken for granted, and they had arranged among themselves that there was to 
be a large faked rumble between those of Nobutaka, and those of Nagahide, because those 
[soldiers] from the cousin would not leave the fortress, not to mention him [the cousin], 
fearing that they wanted to kill him, and so just as it had been planned, a fight was staged 
between these two armies, and those of Nagahide, pretending to be defeated, escaped towards 
the fortress, and those of Nobutaka came after them, and made into one body after entering, 
they killed many [soldiers] of the cousin, and he being inside the tower, some say, that he 
killed himself by his own hand, and others say, that his young noblemen killed him, Nobutaka 
ended up taking credit, and immediately all the lords of Kawachi went to visit him, and 
recognized him as [their] lord. Nobutaka ordered to place his cousin’s head in Sakai, because 
he [Nobusumi] was truly cruel, and everyone held him as a tyrant, and wished to see him 
finished. 
 In the time that Akechi killed Nobunaga, the lords, and main noblemen of the 
Kingdom of Settsu, which is contiguous to that of Miyako, had gone to war against Mori, for 
which it was a great blindness of Akechi, and the beginning of his doom, that he did not 
immediately take possession of the fortresses in that Kingdom, which having been taken 
down by order of Nobunaga as well as not having [enough] people, it would have been the 
easiest thing for him, with 500 men, to take hostages in the fortresses, putting his people in 
them, and this was one great anguish of the fortress of Takatsuki, which is all [composed] of 
Christians because Justo had departed for the war against Mori, and Justo, his wife, with two 
small children almost forsaken, that as Father Joseph tells, from hence to two days [later] he 
returned from Sanga to Takatsuki, which was a clear providence from the Lord, but Akechi 
made a mistake believing that Justo would not refuse to make himself one [in alliance] with 
him, when he returned, and as such he ordered to be told to Justo, not to have any trouble, and 
that the fortress was to remain by his [Akechi’s] side, those of Takatsuki answered him well, 
and insincerely, as it was suitable for the time, and Akechi became so sure of himself, that he 
did not ask for his [Justo’s] son as a hostage, nor did he cast his hand over us for the same 
purpose, not even after he saw that Justo had become his enemy, him being able to do so very 
easily, and take us without any trouble, knowing that Nobunaga had already done so again in 
[the] time of [the] Araki [Crisis], and this fear of Akechi being able to take the priests, and 
brothers as hostages: was one of the greatest anguishes, and afflictions that all the Christians 
from those parts of Miyako had until the death of Akechi, and in this way our Lord was 
already beginning to blind the tyrant in the things that even his servants were saying, that 
Justo was in the hands of the priests, even though they had no idea of the matter, because 
from here father Organtino wrote to Justo, after he had returned from the war, to do what was 
the greater good, and service of God our Lord, and without having any respect [i.e. worry] to 
us, even if Akechi were to put us all in the cross, for we would finish in our duty.   
 Also in the side of Hideyoshi, the conqueror of Mori, as the death of Nobunaga was 
known, very quickly, before he knew it, Mori made peace with him, having come out very 
well from the deal, and immediately the lords began to come very quickly towards their 
fortresses, and the same Hideyoshi also prepared himself to wage war against Akechi. 
 Justo who is the main column of all Christendom in these parts of Miyako, as well as 
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in virtue, and nobility, chivalry, and everything else that could be desired in him, he left 
suddenly in great haste, and very afflicted, believing that by the time he arrived already his 
fortress of Takatsuki, and all of his state would have fallen in the hands of the enemies, our 
Lord wished by his mercy to protect it, as I say, not only from enemies, but of another great, 
and urgent peril, which was that in the other fortresses of the gentiles while the lords had not 
arrived, their very own servants, and farmers stole from them, which was done by no means 
on this [occasion], and one of the greatest wrecks, and miserable spectacles, that happened 
around these parts, was that of the robberies, and assaults that were being carried out in all 
parts, but since everyone here were Christians, they gave another odor of themselves, and a 
different showing. 
 As Justo arrived to Takatsuki, it seems as if all the Christians resurrected, and soon he 
declared himself as Akechi’s enemy, and consolidated his fortress as best, and as fast as he 
could, making his arrangements with Nobutaka, third son of Nobunaga, and Hideyoshi 
conqueror of Mori, whom had already made themselves of one mind, to avenge Nobunaga’s 
death, and they both determined to seek Akechi with the best army they could, with which all 
the noblemen of the Kingdoms of Kawachi, and Settsu gathered themselves, where we have 
the main Christendom of these parts. Only the Lord of Sanga due to having promised Akechi 
half of the Kingdom of Kawachi, and one horse loaded with gold to reward with his soldiers, 
casted himself aside, and even though Hideyoshi is greatly feared by all for the great power 
he holds, and kingdoms which he rules, nevertheless he makes a great deal of Nobutaka, even 
the people believing that, he will hold him as Shogun in the place of his father, we do not 
know what will happen, nor if he will have such humility, these gentiles being naturally 
proud, that him, being able to become the lord of the monarchy, would hand out the 
government to another. 
 Akechi having returned from Azuchiyama, where he had distributed at will large 
treasures, that he had taken from Nobunaga, placed himself in a place which is one league 
[4.4 km] away from Miyako, named Toba, and he had already taken a very important fortress, 
named Shōryūji [Castle], which is three leagues [13.2 km] distant from Miyako, of which the 
captain was a brother-in-law of Nobunaga, and there he [Akechi] stood, awaiting those who 
would join him, and also waiting to see what Hideyoshi would determine, but him, being the 
most prudent, and valuable captain of all Gokinai, since the wickedness, and cruelty that he 
had done were so great, soon he began to wrap himself up, and the deals [i.e. the way he 
conducted his affairs] were going from bad to worse, for he missed a few good occasions, that 
were the cause of his doom. 
 At that time, he would have there with him 8 or 10,000 men, and seeing as those of 
the Kingdom of Settsu were not casting themselves [with Akechi], he determined to lay siege 
to some fortresses, and he gradually made way towards Takatsuki, the three main lords of that 
Kingdom soon prepared themselves, hoping that Hideyoshi would not be very far, and they 
came out with their people, until a very large, and strong town, called Yamasaki, which is 
three leagues [13.2 km] away from Takatsuki, and the arrangement they made amongst 
themselves was, that one of them who until then had been a great enemy of Justo, making 
their friendships there, was to march above the mountain ranges, and another one, named 
Ikeda Tsuneoki went with his army along the Yodo River which is the most large-flowing, and 
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large river that exists in those parts, and that Justo were to stay in the middle in the same town 
of Yamazaki, with Justo entering the town, and knowing that Akechi was already very near, 
he sent very quickly a message to Hideyoshi, who was still more than three leagues [13.2 km] 
behind to make haste as much as possible, and he [Justo] was organizing his own, who could 
barely contain themselves, whom although being few wanted to come out and meet their 
enemy, as Justo saw that the army of Hideyoshi was late, he wanted to go there in person, to 
warn him of the danger in which they were [placed], but when Akechi’s men arrived hitting 
the doors of the town, Justo did not want to wait any longer, and as he is brave, and of great 
spirits, highly trusting of God, and intrepid in war, with only his people, that could not reach a 
thousand [men], he pushed forward, opening the doors to face the enemy, and valiantly, that 
with no more than a single man killed, right in the first encounter they took more than 200 
heads from Akechi’s noble people, in a way that Akechi’s army began to wail, and after this 
first round had passed, the other two lords arrived, coming at the sides of Justo, and the 
people of Akechi began to flee, and what most broke the enemy’s spirit, was knowing that, 
Nobutaka and Hideyoshi, were less than a league [4.4 km] away, and that they were bringing 
more than twenty thousand men with them, but they could not arrive [in time], for they came 
tired, and it seems above all that divine providence ordered it this way, God wanting this 
victory to be attributed to Justo, and his people, and that he acquired the great name and fame 
of all the lords that there is in all these parts, given that already before, since Mino, he always 
had fortunate successes in war, and of all he was greatly esteemed for his valiant spirit, and 
highly noble nature.  
 This victory took place in the feast of Visitation of the Virgin our glorious Lady, by 
noon, and this was the main cause of the conclusion, and destruction of Akechi, so much that 
Nobutaka said, that because Justo was a Christian that he had done it so well. 
 So quickly those of Akechi fled, that with there being four leagues [17.6 km] from this 
Miyako to the place of this defeat, many people could not feel secure in that fortress, which 
Akechi had taken along the way, after two o’clock in the afternoon they were passing by 
fleeing with such haste, that neither spears, or rifles they took, because everything burdened 
them, and so they casted their weapons along the way, we could see from this house how they 
fled, and they spent more than two hours in passing through: many wanted to enter Miyako, 
but the townspeople placed themselves at the gates, blocking their entrance, and so they 
walked towards the fortress of Sakamoto, which is the main one of Akechi, but many could 
not reach there, because the thieves left from their villages, and other people from several 
places, and they killed them to steal their horses, and swords.  
 They say that Akechi along with some people put himself that afternoon in the fortress 
of Shōryūji, which above we said he had taken, and soon the whole army came over him, but 
he took cover during the night, given that those on the outside had so much surveillance, that 
all night they were shooting their rifles, which could be heard here in Miyako, and they put 
fire around the fortress for better to watch them, but everyone in the army was so tired, those 
who had fought, as well as those who came behind, that still those in the fortress were calling 
for Justo, and other lords, to make peace with them, and arrangements, they did not wish to 
rise out until morning, but as soon as dawn arrived the fortress gave itself up. 
 Akechi, not feeling secure inside, he found a way as to escape in the middle of the 
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night towards his main fortress of Sakamoto, going almost alone, and according to what is 
said somewhat injured, but [him] not being able to reach there, it is not known where he hid 
on that day of our Lady, and on the other [day] there was such an urge for cutting heads, that 
on the first time they brought to this place where Nobunaga was killed more than a thousand 
heads, because it had been ordered to bring them all there, and they placed them by [the] 
order that was meant for the funeral procession of Nobunaga, a procession [that] I say, filled 
with great stench, it being from the strengths of the souls,  just as the pride of Nobunaga 140

deserved, and it was so stinky, that when the wind was coming from that part, we could not be 
in this church from the stench with the windows open, and the haste in cutting and bringing 
heads was such that, a Christian told us, one lord, which seems he was not found on the battle 
of the previous day, he came through the villages, and in just one of them where he found 33 
people he cut the heads of the 30, and brought them for the funeral procession [place], from 
hence to two days father Organtino and I passed, in front of that place where Nobunaga had 
been killed, and some [soldiers] came with more than 30 heads as offerings, hanging by some 
ropes, as if heads of goats, or dogs were being taken, without any sentiment, and so they 
accumulated, and soon they had passed 2,000.  
 The poor wretch of Akechi hid himself, they say that he asked some farmers to take 
him to the fortress of Sakamoto, and that he would give them a number of golden bars, and 
they killed him it seems in order to take his katana, and some gold, they speared him, and cut 
his head, which they did not dare to present to Nobutaka, but another man presented it to him, 
and so in order to further honor him [Nobunaga] they brought his body, and head to the place 
where the others were, and he had killed Nobunaga, and with this, in such a miserable way 
ended he who had the spirit to revolve [i.e., to turn upside down] all of Japan, but God did not 
allow him to live more than twelve days after his such horrendous betrayal, and he died so 
insultingly at the hands of some poor, and vile farmers, that he did not even had the time to 
cut his belly, as the gentiles, for the sake of their honor usually do in such occasion, rather 
later they joined the body with the head, and Nobutaka ordered [the body and head] to be 
crucified outside of the city. 
 As Azuchiyama found out about the destruction that had taken place in the Kingdom 
of Settsu, the captain that had been placed there by Akechi, soon lost his spirit, and hastily 
retreated towards Sakamoto, and so quickly that he did not set fire to Azuchiyama, but 
because there was to remain no memory of Nobunaga’s pride, the Lord did not allow that, 
since the enemies had forgiven those vain buildings, they were not to remain standing, and so 
for an even clearer judgment of his, he gave his command by way of a son of the very own 
Nobunaga [Nobukatsu], who was nearby, it is not known for what cause, other than him being 
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aided by his feeble mind,  he ordered to set fire to the main chambers of the supreme place 141

of the fortress, which having been scorched, he ordered for the city to be burned as well and 
so it was done in brief time. 
 That captain from Akechi that ran from Azuchiyama put himself in the fortress of 
Sakamoto, where the wives, children, family, and parents of Akechi were, and right on the 
following Tuesday the army of Hideyoshi arrived there. That fortress is the best, and most 
beautiful that existed in all of Gokinai except for the one at Azuchiyama, but already many 
people had left, and fled from there, and so that lord as well as other noblemen, seeing as how 
the army was approaching, and that amongst the first to enter, Justo was in the front line, they 
called for him saying, “Lord [Justo] Takayama Ukon come here,” and they started sending 
great amounts of gold from the windows to the sea, and then they put themselves in the 
highest tower, saying that they [the invaders] should not believe that they [the captain and 
noblemen] would fall into their hands, and therefore locked inside, they first killed all of the 
women, and sons, and then setting fire in the tower they cut their bellies, it is said that two 
sons of Akechi died there, that he [Akechi] had very gentle men [the sons], that looked like 
princes from Europe, the oldest one thirteen years old, and so it seems to be, because until 
now they have not shown up, although others say that they escaped. 
 It cannot be said the deaths of noblemen, and other people, that took place these days 
from this fortress of Takatsuki until the Kingdom of Mino, some were killed for being 
enemies, others to take their richness, others to take their rent, there were so many, that one of 
these days, Father Joseph coming from Sakai he saw one afternoon passing on a river, more 
than 500 dead bodies, and this [was] five days after the main battle, in a way that it was well 
seen to be a clear judgment, and punishment from the Lord: there was no difficulty in taking 
over this fortress, and so the army immediately passed to Azuchiyama, and from there they 
went to the kingdoms of Mino and Owari, not giving life to any of those who had made 
themselves [one] with Akechi, according to what they say in these brief days more than 
10,000 had been killed. 
 Besides our anguishes we had even another penalty, and great affliction, because it 
happened as soon as the fortress of Sakamoto was taken, they sent two or three lords over to 
Sanga, one of them a principal enemy of the Lord of Sanga promising a prize for anyone who 
could bring the head of the father, and the son, whom had gathered themselves during the 
night with their wives, and children, which was a great pity to see the helplessness of so many 
young boys, and women. 
 The gentiles set fire to Sanga, and even though some Christians begged them not to 
set fire to the church, they wanted nothing but to burn it, which was the finest we had around 
these parts, excepting this one from Miyako: many ornaments were burned there. 
 The Christians not only from Sanga, but also those of other fortresses nearby, having 
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Sanga as a safer place lost great part of their own which they had taken there, and so they 
were left very poor, the Lord of Sanga, and his son, are roaming around fleeing, they will 
hardly escape, our Lord give them his grace, and favor. Nevertheless God did not allow that 
that Christendom were to be extinguished, because those lands, and rent of Sanga were given 
to João Yukidono, with whom by his virtue, and charity the Sanga Christians that remain alive 
might gather again.  
 To Justo they gave again a very high rent attached to Takayama his own place, called 
Noshinokore, which will grant him more than 20,000 cruzados each year.  
 We had great pity for until now we had not heard news from Father Gregorio de 
Cespedes, whom at this time was in the city of Gifu where the prince son of Nobunaga first 
resided, but yesterday came a letter from him, in which he told us some things of what had 
happened there, the [main] substance is: he was not in the city of Gifu when the news came of 
the death of Nobunaga, and the prince, but from seven leagues [30.8 km] away in a place 
called  Ōsaki in the house of Christóvão, who is a very good Christian, old man, tutor of a son 
of Nobunaga, and so prudent that as all of Mino went into turmoil, that place remained very 
peaceful, and so father Gregorio did not undergo great trouble, however by knowing of 
Nobunaga’s death right in Gifu they plundered the residences of the prince, and one lord took 
possession of the fortress, not declaring himself clearly, neither for one side, or another. 
 This lord was from the sect of Nichiren, who are the most pertinacious, and who hold 
greater hatred to the things of the Christian religion than all the others, and so he immediately 
gave our church, and house to a servant of him (although the ornaments had already been 
collected) whom soon dismantled our church, and house, to take advantage of the wood, they 
say that from hence to five or six days [later] they gathered here in Miyako all the lords to 
perform the funeral procession of Nobunaga, it is not fully settled yet, who is the Shogun, and 
lord of the Tenka, which they say that it shall be Nobutaka, at least while a son of the dead 
prince grows up, who is little more than a year old, we know full well, that the matter will not 
stop here, because when distributing the lands, and kingdoms it will be a mess, our Lord 
should order whatever it is to his most holy service, that humanely speaking if Nobutaka rules 
there will be much fruit in the conversion [process], for before he was such good friend of 
ours, as has been written before a few times, so much that these past few months he put in his 
sash some beads that brother Lourenço had given him, and asking him why he brought them 
with him for he was not a Christian, he answered that he did so in order for the news to reach 
his father’s ears, and that if he became irritated, thinking he was a Christian, he would reply 
to him that he was not, and if seeing that he [Nobunaga] was showing not to be bothered by it, 
then he would feel free to to make himself a Christian without fear of his father, when he 
wished.  
 These, and similar things were happening, when he was in a humble state, because he 
was one of the sons to whom Nobunaga had given less rent, given that now, as I said before, 
he had given him money, and people to take over those four kingdoms of Shikoku, now that 
he sees himself already almost as lord of the Tenka, we do not know what it shall be, and if he 
will rise up in vanity like his father, and if he does so, another such [disaster] will not fail 
him, like his father, which clearly it was a judgment from the Lord, for he made it so in a way 
that from his works no memory remains, burning all of them, and not by accidents, as was 
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Azuchiyama [burned] by his own son, and the houses of the Emperor, which he had made for 
the son of the Emperor to live in them, which he held as sacred, for no one could see them, 
they were also burned because the prince his son took cover in them. 
 And his richness, his godowns of Azuchiyama are a thing that causes admiration, the 
gold, the silver, the richness that existed there. 
 One thing remained that could still give great name to Nobunaga, which were the 
chanoyu pieces, whose worth, and price the Japanese say, were priceless or invaluable, 
because Nobunaga was naturally scarce, and a keeper, and knowing that someone had some 
piece, he requested it from him, and it could not be denied from him for which those who had 
similar pieces, seeing that they could not escape, considered it to be better to offer them, than 
having him request them, because in this way they would remain obliged to him, so that it is 
certain that he had more than 70 of these pieces. 
 Brother Vicente Japão, who has much news of this told me, that two of them alone 
were worth more than 35,000 cruzados, and so that not even this were to remain, it happened 
that as Nobunaga came to Miyako this last time he brought almost all of them with him to 
show them to [Ieyasu] the King of Mikawa, and to other lords, and just as he was scorched, 
and ended so quickly, also neither did any of these pieces that he brought with him, that did 
not become there with him into dust, and ash.  
 They say here in Miyako, the wealth of Japan is already finished, and there is no 
shortage of people who feel at ease with that, for they say that this was destroying Japan 
itself.  
 And finally in such an unfortunate and miserable way, came the end of he who 
believed, that not only in the world, but in the sky there was no greater Lord than him, [and] 
because Akechi was no less proud than him, he too ended up just as disastrously and 
miserably, and nevertheless as I have said before, it cannot be denied that Nobunaga had rare 
parts, and he governed the Tenka with extreme prudence, but his arrogance also put him 
down, and destroyed him, et periit memoria eius cum sonitu, et in puncto ad infernos 
descendit.  
 Each day [so] many new things take place, that after having finished this [letter] 
another one just as big could be made, but because I am already being extremely diffuse, they 
will be left for another monsoon, to be written. 
 We all humbly place ourselves in the holy sacrifices and blessing of your Fatherhood.  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C-2. Excerpts Related to other Castles in Jesuit Texts 

a. Excerpt regarding Tamonyama Castle and Nara’s temples by Luis De Almeida, “Letter 
from Brother Luis d’Almeida (1525-1583), brothers of the company that made way with 
Father Luis Fróis to Miyako, written in facunda, 25 October 1565” published in Cartas 
1598  142

  
Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann  

 Although I may be somewhat long[-winded] in this [letter], I have determined to tell what 
I saw in this city [i.e. Nara], of which this Dajondono [Matsunaga Hisahide] is lord, so that from 
this, dearest brothers, [thou] would have reason for praying to God for the conversion of the 
Japanese. As I was saying, this lord finding himself with such power in money, and lands, and 
[being] quite obeyed, determined to make in this city a fortress, as they usually do, and for that 
[purpose], he took a hill, and cut it, for the stone was quite soft, and made many towers from 
itself, and in the middle of it remained a field such as the third part of the surrounding wall of the 
city of Goa, and inside made many wells, since at three fathoms [6.6 m depth]  he found much 143

water, and he summoned the most principal, wealthiest lords, and their vassals, whom he relied 
upon the most, and made everyone construct houses inside this fence, and he divided the lands 
for them. It has been five years since it was started, and each one being envious of the others, 
made the richest, and costliest houses which one could speak of, with upper floors, and very 
good shutters in our own way,  all of them with all of the wall of the same fortress,  and 144 145

plastered towers with the whitest and smoothest walls that I had ever seen until now in 
Christendom; because they do not mix any sand with the lime, but merely amass it with a very 
white paper, that for such purposes they make.   
 All of the houses, and towers, are covered with the most superb [roof] tiles that I have 
ever seen, and in many shapes, all black, with the thickness of two fingers [3.8 cm],  that once 146

placed, lasts 400, and 500 years without being changed, as I have seen it in many temples of 600, 
and 700 years. Entering in this town (which I can call it as such) and walking through its streets 

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 142

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. Part 1, Book 2, 
folio 165r, (starting from left column, from line 33); paragraphs divisions have been added to facilitate 
reading.

 One Portuguese braça (fathom) = 2.2 meters.143

 I.e. resembling shutters in Portugal.144

 The language here is ambiguous, but it seems to suggest that either that each house had a 145

surrounding wall made of the same materials as those used on the Tamonyama Castle’s walls (多聞山城) 
or that each house was confined with the fortress wall. Given the small size of Tamonyama as a hill and 
the likelihood that no estates would have fit within the space atop the hill, the former seems more likely.

 The unit of “finger” or “digit” is approximately 1.9 centimeters.146
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feels like entering in Paradise for its cleanliness, and whiteness, looking as if all of them had 
been completed on that very day.  
 Having seen this fortress from the outside, I do not think that there is such a beautiful 
thing in most of the world, because all in sight delights itself in viewing it. I entered to see its 
mansions, that surely to write things about them one would need two reams of paper, for it seems 
not to be a work made by men, because besides all of them being [made] of cedar, whose smell 
consoles all who enter in them, they all have their balconies with the width of one fathom [22 
cm], all [made] from a single board. The walls are all [covered] with ancient stories, and except 
for the [depicted] figures, all the remaining field is gilded. The props [supporting pillars] with 
their [embedded metallic] inlays above and below with about a palm [22 cm] are of brass, so 
well gilded, and with such work of bas-reliefs, that seemed to be made of nothing but gold: and 
in the middle of these props there were some large and beautiful roses of the same nature. The 
revetment of these houses seemed to be of one single board, for no junction lines could be 
spotted, even if you were to look from very near, with other inventions that I will not say, for I do 
not know how to write them. Among the many houses that I have seen in these mansions, I saw a 
chamber of much higher semblance, 4 fathoms and a half wide [9.9 m], and the same in length, 
of a wavy yellow wood,  with the most pleasant and beautiful waves that I can speak of: and 147

this wood was so well harvested that they seemed to be very clean mirrors, but I could not come 
to believe that such brilliance came from the wood, without having any sort of varnish. The 
gardens and inventions of trees that within these mansions I have seen, it seems to me that no 
fresher thing could be said. Because I have seen in Miyako things that were truly worthy of being 
seen: but compared to this it is almost nothing: for I have it to myself that in [all] the world no 
richer and fresher [a] thing can be found, than this fortress, and so from all of Japan many lords 
come just to see it, along with the works of the monasteries, which is a thing of bewilderment, 
but in this I will not say more, other than some temples that I have seen in this city.  
 In the other day, after the practice [of sermons] that we usually do to the Christians, they 
asked me whether I would wish to see that which from so far, [and] with such labor the Japanese 
[themselves] came to see, at the very least some large temples that lie here, and we went first to 
see a temple called Kōfukuji, whose wall should be like the one at Belém,  surrounded with 148

very strong rammed earth, plastered with lime. In each space of one fathom [2.2 m] there is a 
thick pillar on the inner side, and another one on the outer side, settled over stones, and locked 
with each other, in a way that above them lays a roof two fathoms wide [4.4 m], and above all of 
the rammed earth [wall] there is a door, that would have [approximately] the length of six 
fathoms 13.2 m], and four at large [4.4 m], and a roof  of great height. The pillars are 18 or 20, 149

with the thickness of two fathoms [2.2 m] all around. The entrance has a beautiful staircase of 
stone very well harvested, and at each side of the door there is a doorkeeper of amazing stature, 

 The color of the wood suggest that it was either nigaki (Picrasma quassiodes) or urushi 147

(Toxicodendron vernicifluum, formerly Rhus verniciflua), Mertz, M. (2011). Wood and Traditional 
Woodworking in Japan. Otsu, Kaiseisha Press. 147.

 Bélem is a parish within the city of Lisbon. It is likely that De Almeida is specifically thinking of Bélem 148

Tower which is located in this namesake.

 “Sobrado” may mean either roof or upper story and roof.149
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with their clubs in [their] hands, each of them being the size of three elephants, but very well 
proportioned. After entering within there is a square courtyard, each of its sides being 20 fathoms 
[44 m], covered in the [same] tiles that I have already mentioned, of which all the works at the 
temples, and monasteries are covered with. Of the shape and work of these cloisters all around 
there would be plenty to say, which I will not, to avoid being too lengthy. In front of the main 
door, having passed through this courtyard with its cloister, there is another door like the one we 
had just passed, and another cloister, as I have already said, and in front of these two doors, 
[there is] another one in the same style, except that instead of the giants there are two lions of the 
same size. Beyond these three doors there is a beautiful courtyard, with another cloister larger 
than the first two, and immediately ahead of all these doors, courtyards, and cloisters, is the main 
door of the temple, with its beautiful stairs of stone, and the yard, which is quite big, and the 
temple all round, along with the floor of the very same temple, are paved with square stones. The 
pillars of this temple are of marvelous thickness, and height, all of cedar, for there is no [other] 
wood that can be this tall, or this thick. All of these pillars which are 70, along with the whole 
house, which is of beautiful grandeur, are all illuminated by things which are quite pleasant to 
the sight. Each of these pillars cost a fixed sum of one conto  amassed, this being 5,000 150

cruzados, more or less, according to what is written in the expenditures book of this temple. It 
had inside three figures with the height of seven fathoms [15.4 m], sitting down. The one in the 
middle is Shaka, and the ones at the sides his sons. The roof comes out beyond the wall of the 
temple by about four fathoms [8.8 m], with large inventions of wooden laces,  which come out 151

from the middle of the outer pillars, that support the weight of the roof’s interior part, which 
comes out from the temple, seeming like an impossible thing, to be able to support such weight 
[as if it is] escaping throughout the air. At one side of this temple lies the refectory, and the 
dormitory of the Bonzes. The refectory is a very beautiful house 40 fathoms [88 m] long, and 12 
large [26.4 m]. The pillars, fortress, and works of this house are no less than the best of what I 
have said about the temple. The dormitory is two houses, each one 75 fathoms [165 m] long, in 
each side there are 45 dorm rooms, and in each house 90, and in both houses 180; and in each of 
its streets a great lord could accommodate himself.  In terms of its cleanliness, and shape there 152

are in this [surrounding] wall many houses, and very large, one of which is settled up in the air 
above 24 pillars, with a thickness of one fathom and a half [3.3 m] all around, which serves as a 
book place, and I have seen even the windows filled up with books, where it seems to me that 
there were millions of them. They have other bathing houses, pantry, cellar, and many others of 
so many shapes, that it is astounding; I cannot tell of what use they could be to them. The 
cleanliness of its kitchen I will not say, for it is a common thing for the Japanese to be clean in all 
of their outward deeds. At night they always have two lanterns lit due to the houses being very 
long, that at least they would have 24 divisions. The pots in which they heat their water for 

 “Conto de caxas” - A “conto” is equivalent to 1 million Portuguese reais (i.e. the Portuguese currency 150

used from 1430-1911 AD). A “caxas” is a chest of trunk used to store money, but also can mean a fixed 
amount of currency. Thus the pillars cost a approximately a fixed amount of about 1 conto.

 It is likely that De Almeida is describing here the bracket sets that support the extending eave.151

 I.e. a lord with his entourage.152
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drinking continuously (because neither in winter, nor summer do they drink cold water) have 
mouths of one fathom [2.2 m], and three all around [6.6 m] and one in height [2.2 m], and two 
fingers in thickness [3.8 cm], they are made of molten iron. The tripods that sustain them are 
three palms [66 cm] all around, along the kitchen a water stream passes through: it is [said] that 
this building was edified 600 years ago. At the entrance there is a lagoon about 50 fathoms large 
[110 m], and the same in length, where they keep serving the fishes, there being no one who 
would lay their hands on any of them, since they feel great sorrow for that. 
 From this temple, we went to another of Kasuga, which is the God, which promises in 
this life honors, richness, long life, and everything else which they desire in this life, and this 
[deity] they greatly worship, for the many promises that he makes [to] them. The entrance of this 
temple is a beautiful ground, and a certain grass, which grows no longer than half a palm [11 
cm], and immediately after there is a very thick wood, the first view has an entrance of the width 
of a new street in Lisbon, and with this width it goes all the way to the temple, which should be 
from the entrance about one third of a league [1.4 km] until one half of the way very flat, then 
onwards with a rising slope, but with stone stairs, in a way that from one stair step to the other 
there would be two fathoms [4.4 m] of ground. From one side of this street, and the other up to 
the temple, there are cedars and a few pine trees of such height, that it being noon at this time, 
almost the whole street was shaded, for these were the most beautiful trees that I have seen in my 
days in [terms of] thickness, and height, since they could serve as masts for ships four times 
larger than the great ships of India,  if such large ships existed. The thickness of many of these 153

cedars was five fathoms [11 m] all around, it seeming that they were made in a lathe. On one side 
of the street ran a small water stream which made it fresher. 50 fathoms [110 m] before reaching 
the temple, I was surrounded on one side and the other by very well-harvested pillars with their 
square feet [made] of the same stone, and well cut. Above each of them there was a wooden 
lantern varnished in black, with its inlays on all sides of gilded brass, and many bas-reliefs, and 
on top a stone covering of a similar shape as the foot [of the pillar] with its pinnacle. In such a 
way that it seemed to be covered with tile because of the stone work, and in a way that neither 
water, nor wind could affect the firelight. There were others all in metal baked in gold, of very 
rich work in the middle of all the pillars, with the names of the owners that put them there 
sculpted in them, and there were 50 or so, in each side of the street, and they are lit every night, 
because it is determined that as it is put in this place, each person should take care to have his 
own lantern lit, by providing each year enough rent, with which it can be lit all night. As the 
street ends, there is a large house with Bonzes, all of them noble women, 45 years and upward. 
They enter here for the service of this pagoda [sic] all very well dressed in silk, and their main 
service is to provide drinking to the pilgrims, that come there from all of Japan, of which there is 
continuously in this house great attendance, where everyone give their alms and what they drink 
is Cha, or hot water. From this house follows a very fresh corridor that leads to the temple, and 
from that corridor onwards no one can pass, except for certain men which are assigned to the 
service of the pagoda [sic]: of which some were sitting inside, all dressed in large silk clothes, 
with bonnets of the height of a large palm [22 cm], and there in that balcony they pour down the 

 A carrack or nau, European multi-masted ships that were used by the Portuguese for trade, transport, 153

and exploration during this era. They traveled to and from India (i.e. Asia).
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alms that they collect.  
 From this temple we went to another in the same wood which is called [Tamukeyama] 
Hachiman. This temple [sic] is like the others, but what I noticed more about it is that it has the 
richest lanterns that I have seen so far, of brass with many inventions of bas-reliefs all baked in 
gold, and also one courtyard in the surroundings: in which there were many orange trees placed 
in their own order, and of one size, and between each orange tree there is one stone three palms 
[66 cm] all around, and two of height [44 cm], that in each of them there would be enough to see 
[in] one day with all of the little trees, and grasses, and many inventions of daisies, and flowers, 
and these trees, and everything else that they had, was at most two palms [44 cm] in height. The 
floor of this courtyard is filled with small black and white stones.  
 From this [shrine], it being the way towards our lodgings, we went to see another one 
already outside of this wood, which is called Daibutsu [the Great Buddha], which means great 
saint.  This one had three doors, and a main one, and in each side of the courtyard another of 154

marvelous height and grandeur.  This courtyard with its cloister in square was 70 fathoms [154 155

m], by which the works of the temples, and houses of the Japanese are made, that in laying your 
eyes [upon them] you shall know how many fathoms they have. This courtyard and cloister was 
one of the beautiful things that I have seen with a well finished and strong work, and pleasant to 
the eyes. In the middle of this courtyard lies the temple which should be about 40 fathoms long 
[88 m], and 30 wide [66 m]. The staircase, yard, and floor of the temple, are all paved with large 
square stones, and entering inside at the right and left hand, there are two giants, which are 
monstrous to look at, who keep guard over the main door, of greater size than the ones that I 
mentioned previously.  Inside of the temple immediately at the entrance at each side there is a 156

doorkeeper, one is called Tamonten, and another Bishamonten, whom they say each one is the 
lord of one heaven, and governs it. These guards are of the height of 14 fathoms [30.8 m] very 
well proportioned, but very ferocious in their appearance. Each of them is stepping on a demon, 
and keeps it drowned with one foot, which is a thing to be seen. Looking at [just] one of them, 
[it] seems like a tower. In the middle of the temple is the statue of Shaka with his two sons 
Kannon, and Seishi on each side. The figure of Shaka is made of copper and very well gilded, 
and proportioned, and those of the sons are of wood, but all baked in gold with large rays, which 
come out from them with such good artifice, and the gold so well settled, that with the brightness 
they seem to blind the sight, since the statues and the brilliance that comes out from them are 
very big, because the statue of Shaka is 14 fathoms [30.8 m] in height, sitting as it is, and its seat 
(which is a beautiful rose) takes up six fathoms [13.2 m]. The sons are of nine fathoms [19.8 m], 
sitting down. Behind them are another two guards, one that is called Kōmokuden, and another 
Zochōten, who guard another two heavens, and who are alike to the aforementioned ones in 
everything, and in each side of the temple lies a pulpit, which is a square house open on all sides, 

 I.e. they went to Tōdaiji.154

 The Great Buddha Hall (大仏殿) described here had been built in 1190. It would be destroyed in a 155

battle a mere two years after De Almeida saw it on the 11th day of the 11th month of 1567.

 Given this description, it is possible that De Almeida is describing the Niō statues (仁王) of the Great 156

Southern Gate (Nandaimon, 南大門) of Tōdaiji (東大寺) carved by Unkei (運慶, d. 1224). More work is 
required to determine his precise route.   
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two fathoms [4.4 m] in height; inside there is a small house in the same fashion, and in the 
middle one chair of great majesty, and around this pulpit one little balcony, three palms wide [66 
cm], a very masterful piece of work. This temple has 98 pillars of cedar of notable height, and all 
of one thickness, which are all around three fathoms and a half [7.7 m], but before they were 
harvested it appears that they would be four fathoms [8.8 m] wide, as they all seems as if they 
were harvested [cut] in the lathe. This wood came 60 or 70 leagues [264 or 308 km] from here by 
sea. In order to settle them down [in the ground], and raise [in the air], they made in each one a 
hole along the foot, through which one man can pass, and which almost cannot be felt compared 
to the large thickness that it has. It is said that this monastery was edified 700 years ago, and was 
made in 20 [years], and burned itself about 400 years [ago], and was remade in 15 [years], but 
not as sumptuous, or of such beautiful wood, and one can see clearly that the stones in which the 
pillars used to be settled are much larger than what is required by the pillars that are placed there 
now. At the entrance of this cloister, almost all of the pillars are worn-out in many parts, and 
many of them with other new half pillars, and now they are beginning to make them in stone 
with a height of a fathom and a half [3.3 m], where the wooden pillars settle on, and this so that 
they [visitors] cannot put their hands on the wood.  For certain, it is a thing to weep, the 157

blindness with which they attend to these temples from all parts, as if there was no other 
salvation, other than in those pagodas, which they worship, and above all what is truly 
astonishing, [is] to see such clean, polished and discreet people (which in no aspect do they 
follow the ways of the Chinese, or the people from India) tied to so many ignorant things, that 
the demon puts into their heads. Much reason thou have, dearest brothers, to recommend them to 
the Lord, for him to open their understandings, so that they can receive his holy law. 
 Outside of the cloister of this temple is a very strong tower of wood settled on 30 very 
thick pillars, where they have their main bell. I told one Christian to measure it, for it is a very 
deformed large thing, and it had two fathoms [4.4 m] in its mouth, and six all around [13.2 m], 
and three and a half in height [7.7 m], and about a palm and a half in thickness [33 cm], it has a 
very smooth tone, and it can be heard from very far away. In the entire field around this temple, 
and likewise through all of the city and half a league [2.2 km] around it there are so many deers, 
and pigeons, that it is astounding, and sometimes I have seen them enter throughout the houses 
without anyone laying their hands on them, for they are a thing that in ancient times was offered 
to this temple. I will not tell more about the monasteries, and temples of this city so that I will 
not bore you, because if I were to write everything I would not have enough time to do so.  

 While the description here is unclear, it sounds as though many of the pillars had begun to rot and the 157

pillars were in some stage of repair. The Jesuits seem to have been asked not to touch anything to 
prevent further damage.
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b. Excerpt regarding Nijō Castle by Luis Fróis, “A letter from Father Luis Fróis in Miyako 
for Father Belchior de Figueiredo on the 1st of June, 1569” published in Cartas (1598)  158

 Translated by Bébio Amaro; edited and additional annotation by Mark Karl Erdmann  

 As the brother of the murdered Kubōsama [Ashikaga Yoshiteru] (as I have written 
already in a past one [of my letters]) [Ashikaga Yoshiaki] went to him [Nobunaga] to ask for 
help, he [Nobunaga] brought him [Yoshiaki] to this city of Miyako, with about 100,000 men: and 
he [Nobunaga] placed the Kubōsama [Yoshiaki] into quarters and all of his people throughout the 
monasteries inside and outside the city, and because two very large temples had already been 
made into the mansions of the first Kubōsama [Yoshiteru], he [Yoshiaki] determined there, where 
they  killed him [Yoshiteru], to restitute to his former honor this brother of his who was a 159

Bonze, as the other [i.e. Yoshiaki] did not have a heir son, and there he [Nobunaga] made him a 
fortress, a thing never seen in Japan until now. 
 Firstly he [Nobunaga] immediately ordered to tear down both of the temples, and he took 
a field four streets long in a square and for the service of these [construction] works came Kings, 
and Princes, and all of the nobility of Japan, in a way that ordinarily 25,000 men walked [i.e. 
worked] upon it, and when they were few 15,000, all dressed with cloth breeches and short 
jackets made of skin, and him [Nobunaga] as the principal boss with his hoe, and most of the 
time with a cane in his hand giving orders as to what would be done, and because he determined 
to make the whole work out of ashlar, a thing as I say never seen before in Japan, and there was 
no stone [available] for that. He ordered many stone idols to be torn apart, and with ropes to their 
neck they were brought dragged into the works, which brought unprecedented terror and 
bewilderment to these people of Miyako, for the great veneration that they have to their idols. In 
a way that from each monastery each day one of these Lords would carry with his people a 
certain number of stones, and since everyone intended nothing more than to please him, and not 
to diverge from his will by any means, they took the altars of stone, and cast the Hotoke 
[Buddhas] or idols towards the ground, made into pieces, and in this way they brought them in 
carts: others were digging in the moats, others were carrying earth, others were cutting wood in 
the hills, that it really seemed to represent the edification of the Temple of Jerusalem,  or the 160

portrait of the works of Dido in Carthage.  161

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 158

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. Part 1, Book 3, 
folios 258v-259r. 

 Matsunaga Hisahide (松永久秀, 1510?-1577) and the Miyoshi Triumvir (三好三人衆), a group 159

comprised of Miyoshi Nagayasu (三好長逸, d. 1573), Miyoshi Masayasu (三好政康, dates unknown), and 
Iwanari Tomomichi, (岩成友通, d. 1573).

 Situated upon Temple Mount prior to the 7th century, there were several versions of the Temple of 160

Jerusalem. The original temple was constructed by King Solomon.

 Dido, founder of and Queen of Carthage (in modern-day Tunisia), 9th century BCE.161
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 He [Nobunaga] made one very large moat on the outside filled with water in which he put 
many mallards, and birds of diverse manners, with its drawbridges: the height of [the] walls 
being six fathoms [13.2 m] or seven [15.4 m], and the width in part is six fathoms, seven, and 
eight [17.2 m] according to the needs of the building in each place. He made in it three very large 
doors, and their stone sentry boxes, and inside another narrower moat, and a place to take a walk 
with all of the luxuries  that can be given in Japan. Of the excellence, arrangement, and 162

cleanliness on the inside no more can be said. He ordered that as long as the works lasted, the 
bells were not to be rung throughout the monasteries inside and outside the city, other than one 
that he placed in the fortress to summon, and dismiss the people, which bell as it was being rung, 
all of the noblemen and princes with their people would be next to the work with their hoes, and 
handbarrows, as if they were all one. Nobunaga always walked with a tiger skin tied behind in 
his waist for him to sit down [upon], and very rough, and lowly dresses, and everyone imitating 
him, with the same skins, there being no one who would appear before him in with court dresses: 
as long as the work lasted, everyone who wanted to go see, men and women, passed before it 
with straw-slippers, which they called sekida and bonnets in their head, and one time, a soldier 
who was moving around the works, just by raising a little bit the cloak of one woman in order to 
see her face, he happened to be seen by the King, and he by his [own] hand immediately cut his 
head there. 
 The thing that from these works is most worthy of amazement, is the incredible brevity 
with which it was made, because what it seemed that would take at least four years or five, he 
made and finished everything in 70 days: this is regarding the ashlar works. 

[omitted] 

…when Nobunaga determined that, as the stone works had already been made, and regarding the 
Kubōsama [Yoshiaki’s] mansions, if they were to be made anew [i.e. from scratch] it would 
require a large amount of time, nor could the Kubōsama move into the fortress so quickly, [it was 
ordered by Nobunaga] that without any further delay or appeal, all of the zashiki [chambers], and 
rich chambers of this monastery [Honkokuji] were to be dismantled immediately, and in the 
same way as they were with all of the byōbu (which are some painted panes, which are folded) 
and rich panels, they were to be reassembled, and made in the fortress for the Kubōsama.  All 163

of the Bonzes [of Honkokuji] went to Dajondono [Matsunaga Hisahide] to request him to speak 
with Nobunaga on their behalf, he replied that he would not dare to do so, because once the king 
had determined something it was irrevocable. About 1,000 and 500 Hotoke-shu [i.e. monks of the 
Nichiren sect] from the city gathered to request Nobunaga, that for any price of gold, and silver 

 The meaning of the word used here “toscos” or “toseos” is unclear, but the context suggests the 162

meaning of “good things” or “luxuries.”

 Ashikaga Yoshiaki (足利義明, 1537-1597) took up residence at Honkokuji (本圀寺), a Nichiren temple, 163

upon his arrival in the capital in 1568. In 1569, after a failed assassination attempt on Yoshiaki that left 
much of Honkokuji decimated, Nobunaga determined to build a stronghold in which Yoshiaki would not 
again be threatened. As Fróis describes, rather than allow the monks to use the remains of the Honkokuji 
to rebuild, Nobunaga re-appropriated these materials to be used in the construction of this stronghold, 
Nijō Castle.
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that His Highness would like, to desist from such affront, and embarrassment as it was for that 
monastery that was so famed across Japan: they went to the Emperor, and the Kubōsama, finally 
it was of no use, everything was torn apart, and destroyed, with which the Bonzes would find 
themselves in tears, and in this house in which we are [staying], many rich pieces from the 
zashiki came to be deposited here, for this Christian is a servant of Kubōsama. Therefore this was 
the unfortunate success of this arrogant and luciferine temple, may our Lord wish for their souls 
to have it more prosperous. 
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c. Excerpt regarding Gifu Castle by Luis Fróis, “A letter from Father Luis Fróis in Miyako 
for Father Belchior de Figueiredo in Bungo on the 12th of July, 1569” published in 
Cartas (1598)  164

 Original translation by Michael Cooper with edits by Bébio Amaro; further edits and additional annotation by 
Mark Karl Erdmann 

 At this point I wish I were a skilled architect or had the gift of describing places well, 
because I sincerely assure you that of all the mansions  and houses I have seen in Portugal, 165

India and Japan, there has been nothing to compare with this [castle in Gifu] as regards 
luxury, wealth and cleanliness. You will be better able to realize this when I tell you that 
Nobunaga does not believe in an afterlife or in anything he cannot see; as he is extremely 
wealthy, he will not allow himself to be outdone in anything by any other King but strives to 
surpass them all. In order to display his magnificence and enjoy his pleasures to the full, he 
decided to build for himself at enormous cost this his earthly paradise (for the Mino people 
call it Gokuraku, the paradise of Nobunaga). As soon as I had passed through the mansion’s 
gates, I decided to commit to memory its plan and layout so that I could describe it later; but I 
saw such wonderful sights that the size and grandeur of each successive thing made me forget 
what I had already noted. And so I will not write at length but will leave the details to 
somebody else who will doubtless be able to describe them much better when he visits the 
mansions. 
 The palace has been built at the foot of a high mountain range, where the principal 
fortress of this Kingdom of Mino (captured by Nobunaga by force of arms two years ago) is 
situated. It is surrounded by a broad stone wall, so well constructed of enormous blocks of 
stone that there is no need for any mortar. In the middle there is a space about one and a half 
times larger than the Sabaio in Goa  and two large fruit trees grow on either side to provide 166

shade. At the entrance stands a large building like a theatre used for plays and public festivals. 
Climbing through a long staircase made of stone you enter a room that would be as large as or 
greater than the one of the Sabaio in Goa, and one [wooden] bar [truss] that in its length goes 
across it [the whole of the hall], it is all [made] of one single stick [trunk] that was cut in that 

 Original Portuguese can be found in Ibid. Part 1, Book 3, folios 271r-272r. For alternative English 164

translation see: Cooper, M. (1965). They Came to Japan: An Anthology of European Reports on Japan, 
1543-1640. Berkeley, University of California Press. 131-133. Cooper clearly used either the Portuguese 
Cartas (1575, hereafter Cartas 1575a) and/or the Spanish Cartas (1575 hereafter Cartas 1575b) for his 
translations. However, Cartas (1598) contains a slightly altered text. While there are only a few alterations 
from Cooper, the translation here is not a direct translation, but a slight mixture of the 1575 and 1598 
editions. The objective is to provide in a single translation the maximum amount of information related. 
Discrepancies or alterations are noted below.

 Cooper uses "palace" as a translation for "paços." These translations have been altered here to 165

“mansions.” See footnote 8 in appendix C-1.

 Se Cathedral, located on the west of Sabaido Square in Goa, India. Built in 1510.166
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very own mountain range.  From this room we went on to some balconies which command 167

a partial view of the city. Nobunaga stopped with us here for a while and remarked that 
although he would like to show us his palace, he was reluctant to do so because it would be 
considered very inferior to what I had seen in Europe and India; however, he added, as we 
had come such a long way, he himself would be our guide and show us around. 
 And you must know that not even his closest companions or any living person may 
enter the palace unless he expressly tells them to do so, and even then he receives them only 
in the entrance hall. Thus it was the first time that the gentlemen who accompanied us had 
seen the interior. Only the carpenters, masons and three or four of his servants are allowed 
inside behind the locked doors. The halls and compartments within are like the Labyrinth of 
Crete  and are deliberately constructed thus with no little ingenuity. Just at the place where 168

you think there is nothing more, you find a luxurious chamber (which they call zashiki) and 
behind it another room, and then yet another, all designed for special purposes. Leading off 
from the first gallery there would be about 15 or 20 zashiki, all decorated with byōbu, or 
screens painted with gold, with the locks and fittings of pure gold. Near to these 
compartments are balconies constructed of a wonderful wood which shines so much that it 
could well serve as a mirror, while the walls are adorned with rich tapestries depicting the 
ancient legends of Japan and China. 
 Beyond the balconies are five or six splendid gardens, all of them mezurashii,  that is 169

to say, full of novelties. Some of them [have] certain ponds with water about a palm [22 cm] 
in depth wherein different kinds of fish swim about. The bottoms of the ponds are lined with 
small pebbles and sand as white as snow, while every kind of sweet-smelling flower and plant 
grows on the living rock in the middle. Water is channelled down from the mountains and is 
led through pipes to some apartments where pretty fountains play, and as much water as you 
could wish for is piped off elsewhere for washing hands and other household purposes. 

 Cooper translates this passage as “After climbing a long fight of stone steps, you enter a hall as large 167

as, or even larger than, that of the Sabaio in Goa” per Cartas (1575). The wording given above is derived 
from Cartas (1598).

 In Greek mythology, built by Daedalus for King Minos in order to hold the Minotaur.168

 "Mezurashii," does not appear in Cartas (1598), but is found in both editions of Cartas (1575). 169

Likewise, the word "niuas"—that is, niwa, translated above as “garden”—is not found in Cartas (1598). It 
is likely that in the process of compiling Cartas (1598), the printer edited some of the most uncommon 
Japanese words for clarity’s sake. Therefore, some details which are omitted in 1575 return in 1598, and 
vice versa.
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 In the second level  of the mansions are the rooms and chambers of the queen  and 170 171

her ladies-in-waiting, and these rooms are even finer than those on the first level. All of them 
are hung with brocade tapestries and there are many balconies, some overlooking the city, 
others facing the open country with all the music and beauty of birds that you could desire in 
Japan. In the third level, which goes equal with the mountain, in the corridor it has its cha 
zashikis [tea rooms], which are some of the finest and most rich chambers, in which they take 
some powders which are called cha. They are very quiet places, without any noise. Their 
delicacy, perfection and arrangement are quite beyond my powers of description for I simply 
do not possess the necessary vocabulary as I have never seen their like before. From the 
viewpoints and balconies of the third and fourth levels, we can view all of the city and the 
recently built houses of the principal nobles and gentlemen, who leave the palace through 
wide streets without mixing with people other than palace officials and servants.  172

 After this Nobunaga took Lourenço and myself, accompanied by only two or three of 
his intimate courtiers, to show us the zashiki of cha, and gardens of strange design. Returning 
to the zashiki on the ground floor, he called for a certain dwarf, who was brought to him in a 
basket. He was a very small dwarf with a big head and voice, and sumptuously dressed; he 
was ordered to sing and dance, and thus provided no little entertainment to those of us who 
were watching. From there Nobunaga led us to some other balconies of the first hall, and 
seating himself he offered us the preserves and other food which were laid our there. And 
with that he bade us farewell for that afternoon. 

 The word "sobrado" Cooper translates as "floor." This has been replaced with a closer translation of 170

"level" which can also be understood as "flooring," "elevated floor," or even "roof." Cooper also changes 
the numbering so as to have the levels correspond with the British/American system of counting floors 
(i.e. ground level, first floor, etc.)—that is, the "primeiro sobrado" (first level) is translated by Cooper as 
ground floor, “segundo sobrado” (second level) as first floor, “terceiro sobrado” (third level) as second 
floor, and “quarto sobrado” (fourth level) as third floor. The original language and count which uses the 
European and Japanese method of counting floors, has been restored.

 Cooper translates this passage as “In the second level are the rooms and chambers of the queen…” 171

per the Cartas (1575). The wording given above is derived from Cartas (1598).

 The later half of this paragraph is one example where Cartas (1575) and Cartas (1598) are very subtly 172

different. Cartas (1598) has been used above. Cartas (1575) reads: "In the third level which also meets 
with the floor of the mountain, it has its own cha zashikis, in places of great tranquility, and quietness...in 
the floors of the viewpoints and balconies of the third and fourth levels we can view the city..."
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d. Excerpt regarding Osaka Castle by Luis Fróis, “The wars of Hideyoshi, Lord of the 
Tenka, & the destruction of three or four republics of bonzes, and the buildings of the 
new city of Osaka” published in Cartas (1598)  173

 Original Translation by Michael Cooper ; additional translation by Bébio Amaro; edited and additional 174

annotation by Mark Karl Erdmann 

 Hideyoshi chose this place to build another new city, palace and fortress because the 
site is one of the best in the whole of Gokinai (these are the kingdoms around Miyako), and 
these new buildings are incomparably finer than those of Azuchiyama in which Nobunaga 
displayed his power and magnificence. First of all Hideyoshi built a very large and spacious 
castle with a high keep in the middle and with houses, walls and battlements, each of which is 
similar to the keep as regards its exits and entrances for the gates and doors are plated with 
iron. He and his officers and closest friends have their quarters and dwelling in this castle, and 
here he keeps his treasure, as well as large supplies of weapons and provisions. All this is 
built within the walls and moats of the former castle, but all the original parts have been 
strengthened with keeps and bulwarks, which are just as beautiful, large and skillfully 
constructed as the new buildings. And in particular, he purposely had the donjon done out in 
gold and blue so that it might be seen from a far and better display his pride and arrogance. 
 The new fortress has a courtyard in which there is an excellently contrived niwa, or 
garden, wherein the four seasons of the year are reproduced with its unhewn rocks, trees, 
shrubs, greenery and many other natural things. Nearby in a convenient spot there are two 
zashiki which are used as a kitchen and a delightful house for cha-no-yu [tea ceremony], and 
the beauty of the adjoining gardens adds great charm to the scene. And in a high place on the 
other side they have built sumptuous and lovely zashiki decorated with gold, which look 
down on the many green fields and pleasant rivers below. These zashiki are adorned with a 
great variety of paintings depicting scenes from nature and events in the ancient histories of 
Japan and China. 

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 173

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. Part 2, Book 2, 
folio 161v.

 Cooper, M. (1965). They Came to Japan: An Anthology of European Reports on Japan, 1543-1640. 174

Berkeley, University of California Press. 135-136.
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e. Excerpt regarding Luis Fróis’s tour of Osaka Castle in “Some things taken from a letter 
that Father Luis Fróis wrote in parts of Japan to Father Alexander Valignano who had 
been going for Visitor & another Father Pero Gomez superior in Bungo” published in 
Cartas (1598)  175

 Original Translation by Michael Cooper ; additional translation by Bébio Amaro; edited and additional 176

annotation by Mark Karl Erdmann 

 After this Hideyoshi ordered them to go with all speed and open the doors and windows of 
his principal fortress and tower, and said that he would show us around in person. He said that in 
the meanwhile we should go inside and that Justo Takayama Ukon would be our guide; he added 
that we should view the many other richly gilded chambers that were there and also some 
gardens as insolent and concerted as could be seen in Japan. As we entered he went out in person 
to call all the catechists and other people from the church who were accompanying us, and so 
they also came in. When the tower was opened from within, he gave orders for us to be taken and 
shown around the castle and fortifications. We came to the foot of the tower where there was a 
small secret door made of iron plates. Some workmen had erected scaffolding and were carrying 
out repairs over the door, but he made them stop at once and take down the scaffolding so that 
we might enter more easily. He came down from above accompanied by a woman, shaven like a 
nun, who carried the keys of the door; when the door had been opened, he stood at the entrance 
and said that all those with Father [Coelho] could come up but that nobody should enter with his 
weapons, and thus they came in. 
 He acted as a guide just as if he were a private individual opening doors and windows with 
his own hands. And so in this way he led us up to the eighth level,  describing on the way all 177

the riches that were stored away on each floor. Thus he would say, “This room which you see 
here is full of gold, this one of silver; this other compartment is full of bales of silk and damask, 
that one with robes, while these rooms contain katana and costly weapons." In one of the 
chambers through which we passed there were 10 or 12 new cloaks, dyed a scarlet hue and 
hanging on silk cords—a most unusual sight in Japan. He showed us so many different things 
and so many large chests that we were astonished to see it all. And although it is not customary 
to sleep either in beds or on couches in Japan, we saw two furnished beds decorated with gold 
and all the rich trappings which are to be found on luxurious beds in Europe. He showed us 
another chamber which just recently he had ordered to be made all of gold, which is portable, 
and is placed into many long cases, telling us that the day before, he had it assembled, and he 

 Original Portuguese can be found in Bragança, T. d., Ed. (1598, facsimile pub. 1972). Cartas que os 175

padres e irmãos da Companhia de Iesus escreuerão dos Reynos de Iapão & China aos da mesma 
Companhia da India & Europa des do anno de 1549 até o de 1580. Classica Japonica Facsimile Series 
In The Tenri Central Library, Section 2 Kirishitan Materials I. Tokyo, Tenri Central Library. Part 2, Book 2, 
folios 177v-178v;  Murakami, N., trans. (1969). Iezusukai Nihon nenpō: yasokai no Nihon nenpō. Tokyo, 
Yūshōdō Shoten. Vl. 4, 150.

 Cooper, M. (1965). They Came to Japan: An Anthology of European Reports on Japan, 1543-1640. 176

Berkeley, University of California Press. 136-138.

 See note 29 above. Cooper translates this the “seventh story” implying the British/American system of 177

counting floors. The original text translates to “eighth level.” 
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wished it had not been picked apart, in order to show [it to] us.  Father Luis Fróis asked him 178

[Hideyoshi] if he would be so kind as to show us some piece [of the portable chamber], so that as 
eyewitnesses we could later speak about what we had seen; he answered that he did not wish to 
show it then, because as Ukondono was walking there with us, he would covet it, but that another 
day, he would have it assembled in order to show it to us, wanting with this joke  to also show 179

[his] favor to Ukondono, whom he allowed entrance throughout all of those secret places, and to 
Joaquim Riusa, father of Agostinho, and another Christian named Shinza, husband of the queen’s 
secretary, who is called Magdalena, a woman of quite rare parts, and none less whole in [her] 
faith, and devotion, and not consenting any other private [person] of his to go in, he [Hideyoshi] 
made everyone from the church go inside. 
 As we passed through the different floors and upstairs, Hideyoshi was proceeded by a 
young richly dressed girl, who carried his katana on her shoulder, and from time to time he 
chatted with her. Now there is a balcony running around the top story and he desired us to go out 
on to it in order to see the whole castle as well as the view of the four or five kingdoms situated 
in the fat country round about. He stood standing with us on the balcony for quite some time. 
Below us were toiling some 5 or 6,000 men, and when they raised their eyes and saw high above 
them so many priests and catechists with Hideyoshi in their midst, they were greatly astonished. 
He told us that he had brought people from 30 kingdoms to work in these constructions and in 
those at Miyako, and he pointed out with his finger the people working on the defenses and the 
exceedingly large warehouses full of provisions for the use of the fortress. 

In this last floor, he seated himself for a while, and all of us [did so] as well by his 
command, next to him. There he deliberately told us how he determined to break the kingdoms 
of the South into Bungo, Satsuma, and Amori, and that from all of them he would diminish [the 
size of these fiefdoms] in some aspect, and whomever did not obey him [Hideyoshi], he would 
soon send [troops] over him [who disobeys] in order to destroy, and finish him [who disobeys]. 
 He showed in these words, and communication such joy, and good countenance, that 
without any doubt he seemed to have no displeasement whatsoever towards us. Reminding 
himself of a dispute that in Miyako, Father Luis Fróis and brother Lourenço had before 
Nobunaga with a bonze named Nichijō Jonin [Asayama Nichijō], in which the bonze seeing 
himself defeated, took a naginata [halbert] from Nobunaga in order to kill the brother, and he 
[Hideyoshi] said regarding this [incident], I found myself there, and I was then on your side, and 
rising himself, he reached close to brother Lourenço (who is already old) and setting his 
[Hideyoshi’s] hand on his [Lourenço’s] head, he said these words: this one knows all of this very 
well, why are you silent, and don’t speak? Adding, if it had happened at this time of mine, that 
bonze would not have dared to do such a discourtesy against you, for I would have had him 
killed immediately.
 Then he began to go down by other stairs and we found ourselves in some very private 
zashiki, and he showed us the place where he normally slept. Then he opened the doors of 
another chamber where he kept the wardrobe which he ordinarily used. He sat down here and 

 This portable golden chamber is likely the famed golden tea room (黄金の茶室) owned by Hideyoshi.178

 “Graça” can either mean “grace” or “soft joke”; the language is slightly ambiguous, but the implication 179

from the previous sentence suggests that Hideyoshi meant to tease Ukondono.
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ordered sakazuki [cups of rice wine] to be brought in. This he took with his own hands and gave 
to Father Coelho. Then asking for two more sakazuki, he took a little wine from each of them; he 
made them pour what was left over into cups, saying that this was just the same as giving the 
sakazuki to each person individually, for this was the custom of Japan. He urged us all to drink 
and thus it went round all the Fathers and Brothers. Then they brought before him the sakazuki, 
which is taken as an accompaniment to the sakazuki; he took up the hashi [chopsticks] and with 
his own hands served it out to the Fathers and Brothers. Such was the extreme kindness and 
favor which he showed to Father [Coelho] and his companions that all who saw or heard about it 
declared that, since becoming the Lord of Tenka, he had never done anything like it, not even to 
one third of the many kings and princes who had come to visit him. The reception and 
conversation lasted from two to three hours. Then wishing to take leave of us, he ordered them to 
bring the keys of a secret door which is not usually opened, and going down in front of us he 
stationed himself in a place through which we all passed so that we could see him and he us. And 
so he bade us farewell with a smiling and cheerful face. There was then an officer of his, who 
until that hour had been our great enemy; after seeing the favors that Hideyoshi granted to us, he 
switched and changed into a different self, and deal with us from henceforth as a friend.  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Appendix D 
1. Excerpts Related to Azuchi in The Chronicle of Lord Nobunaga  180

Notes on translations: Due to the potential for confusion over the various names and ranks used to refer to 
individuals, not all of the names used here are as they appear in the source material. They have been altered to their 
most commonly encountered equivalents in the hope that this might provide a greater degree of internal coherence 
as well as an efficient means of cross-comparison with other texts.  

a. Book 9, Episode 1: The Construction of a Castle at and Transfer to Azuchi [First month, 
Tenshō 4 (1576)]  181

 From the middle of the First month, Niwa Nagahide was ordered to start construction on 
Azuchiyama in Ōmi province. On the 23rd day of the Second month, Nobunaga reached Azuchi 
and his seat was transferred [there]. The early construction and [Nobunaga’s] designs aligned 
[and so] as a reward [Nobunaga] gave a famed object, a Shukō tea bowl  to Nagahide. 182

Nagahide was accordingly grateful. To the Horse Guards, individual estates at the base of the 
mountain were given and each was instructed to build [a residence there]. 
 From the first day of the Fourth month, Nobunaga determined that on this mountain 
ishigaki be built up with large stones in the area of the enclosure and furthermore that a tenshu be 
built therein. Samurai of Owari, Mino, Ise, Mikawa, Echizen, Wakasa, and Kinai as well as 
carpenters and various craftsmen from Kyoto, Nara, and Sakai were summoned and put into 
service at Azuchi; a roof tile-maker and Chinese Ikkan was with them. They were ordered to 

 This translation and those below are based on text of the Yōmei bunko version of The Chronicle: Ōta, 180

G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 207-208. I consulted two other translations to aid my 
own: Ōta, G. (2006). Gendaigoyaku shinchō kōki <shinteiban> jō • ge. Tokyo, Shinjinbutsu Ōraisha. Ōta, 
G. (2011). The chronicle of Lord Nobunaga. Leiden; Boston, Brill. Also consulted, but not reproduced 
anywhere was the Ikeda Family Copy Shinchō-ki owned by the Okayama University Libraries.

 Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 207-208. Ōta, G. (2011). The chronicle of Lord 181

Nobunaga. Leiden; Boston, Brill. 248-249. The titles of each of these episodes are not in the original text 
and come from Nakagawa’s modern translation. Ōta, G. (2006). Gendaigoyaku shinchō kōki <shinteiban> 
jō • ge. Tokyo, Shinjinbutsu Ōraisha.

 That is, a tea bowl thought to have been once owned by Murata Shukō (村田珠光, 1423–1502, his 182

name is also read Murata Jukō).
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[make the tenshu] of a Chinese-style.  From Kannonjiyama, Chokōjiyama, Ibayama, here and 183

there large stones were brought down. For each [stone], a thousand, two thousand, three 
thousand men were made to bring it up Mt. Azuchi.  
 The magistrates in charge of this gathering of stones were: Nishio Yoshitsugu, Osawa 
Rokurosanro, Yoshida Heiuchi, [and] Ōnishi 
 They selected the large stones and the small stones were rejected. Then, Oda Nobuzumi 
brought one large stone as far as the base of the mountain, but this famed stone called Jaiishi (E: 
Snake Stone), because it surpassed [all other] large stones, it could not be brought up the 
mountain in one piece. This being the case, the trio of Hashiba Hideyoshi, Takikawa Kazumasu 
and Niwa Nagahide lent support with over 10,000 men. In three days and nights, it was brought 
up. Owing to Nobunaga’s ingenuity, materials were easily brought up to the tenshu. Day and 
night, the mountains and valleys ceaselessly moved with activity. Nobunaga thought that he 
ought construct a mansion in Kyoto as well. Regarding matters of the construction works at 
Azuchi, he told the particulars to his heir Oda Nobutada  
 On the last day of the Fourth month he left for the capital and lodged at Myōkenji. 

b. Excerpt from Book 11, Episode 1: Tea Ceremony [First month, first day of Tenshō 6 
(1578)]  184

 On the first day of the First month, those [important figures] of the five provinces of Kinki, 
Wakasa, Echizen, Owari, Mino, Ōmi, Ise, and neighboring provinces came to Azuchi. Each 
presented themselves and paid their respects. 
 First, in the morning Nobunaga served tea for 12. The chamber [used to host this 
gathering] had on its right-hand side a room of six-mats. It had a four shaku (1.2 m) veranda.  185

 Those invited were Oda Nobutada, Takei Sekian, Hayashi Hidesada, Takigawa Kazumasa, 
Hosakawa Katsutaka, Akechi Mitsuhide, Araki Murashige, Hasegawa Yotsugu, Hashiba 
Hideyoshi, Niwa Nagahide, Ichibashi Nagatoshi, Hasegawa Sonin.  

 This passage can be read in two distinct ways: that Nobunaga ordered Ikkan to make tiles of a 183

‘Chinese-style’ or Nobunaga ordered the many artisans, including Ikkan, to build the tenshu in a Chinese-
style (i.e. in the Zen-style, zenshūyō kenchiku 禅宗様建築). The former reading appears to be 
corroborated by Gyūichi’s early draft of description of the tenshu descriptionAzuchi Nikki (specifically, see 
Appendix D2a, AN line 120). The latter appears to be corroborated in Gyūichi’s later draft of the tenshu 
description, the “Program of the Azuchi Tenshu.” (specifically, see Appendix D2a, PAT line 138). I favor 
the latter reading since (1) the version of the episode translated here is included almost immediately prior 
to a later, revised version of the tenshu description. This recension omits any mention of ‘Chinese-styled’ 
tiles, but does included the statement that the tenshu was of “a Chinese-style,” (2) In the text of another 
variant, the Ikeda family copy owned by the Okayama University Libraries, mention of Ikkan is 
immediately followed by a passage partially omitted in the variant of the text that this translation is based 
on. It reads “Master Carpenter who was ordered [to make it] in a ‘Chinese style:’ Okabe Mataemon.” As 
Mataemon is named later in the tenshu description as in charge of the constructing the tenshu, it seems 
likely that the ambiguity is merely an accident of recension, but the intended meaning is clear.    

 Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 237-238. Ōta, G. (2011). The chronicle of Lord 184

Nobunaga. Leiden; Boston, Brill. 278-279.

 1 shaku = 0.303 meters.185
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 As above. 
 The Program of Decorations.  
 In the alcove was a painting of a shore;  to the East was [the tea-leaf jar] Matsushima; to 186

the West was [the tea-leaf jar] Mikatsuki;  a square tray; a daikai[-type tea caddy that was once 187

a possession]  of the Manzai clan; the pitcher Kaerihana; a tea cup of Shukō;  over the 188 189

sunken hearth, the kettle Ubaguchi was hung on a chain; the flower vase was cylindrical. Murai 
Yūkan was the tea master. 
 As above. 
 After the tea, each presented themselves [to Nobunaga]. They were bestowed cups [of 
sake] in the manner of a sangon [banquet ceremony]. The pourers were Yabe Iesada, Otsu 
Nagaharu, Otsuka Mataichiro, and Aoiyama Tadamoto. 
 Afterwards, they were lead to the Palace Residence and permitted to see all [of the 
building]. Nobunaga commissioned Kanō Eitoku to paint the three provinces in polychrome. 
[Such an] assortment of revered items had been assembled that mind and words fell short. 
Indeed, his power and his glory were beyond measure. Nobunaga invited everyone into these 
chambers and treated them all to zōni (New Year's soup) and assorted continental sweetmeats. It 
was the memory of a lifetime for these men, an experience to be related for generations to come. 
Words could not describe their gratitude. 

c. Excerpt from Book 13, Episode 4: Presenting Estates Beneath Azuchi [Third month, 
sixteenth day of Tenshō 8 (1580)]  190

 From the sixteenth day of the Third month, the trio of Sugatani Nagayori, Hori Hidemasa, 
and Hasegawa Hidekazu, in charge as magistrates, were made to dig up an inlet south of the 
enclosures of [Mount] Azuchi and north of a new road. Fields were buried and an estate 
bestowed to the Jesuits. 

 This painting is invariably cited as a work by Yujian (玉澗 J: Gyokukan). Okuno notes it as having been 186

the right half of a pair. The left scroll is noted as having been a depiction of waves. The basis for Okuno’s 
claim is unclear. Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 278.

 Lamers & Elisonas supply additional information as well as the page numbers for Okuno’s notes on 187

these tea leaf jars. There appears to be an inconsistency however, as it seems that they confused 
Matsushima and Mikazuki in one of the instances they note. Ōta, G. (2011). The chronicle of Lord 
Nobunaga. Leiden; Boston, Brill. 278-279; 123, 242. They refer on 278 to Ōta, G. (1969). Shinchō kōki. 
Tokyo, Kadokawa Bunko. footnote 5, 88 (corresponds with Lamers-Elisonas p. 123; incorrectly noted as 
footnote 4 in Lamers-Elisonas) and footnote 8, 202 (corresponds with Lamers-Elisonas p. 242, footnote 8 
also might be an error, it is possible footnote 11 is correct).

 A Daikai (大海) is a type of tea caddy distinguished as having a large mouth and capacity. Ibid. 188

footnote 5, 237.

 See note 3 above.189

 Ibid. 320. Ōta, G. (2011). The chronicle of Lord Nobunaga. Leiden; Boston, Brill. 365.190
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 Around this time, Fuse Kinyasu of Gamo Kanehide’s household, was called to join the 
Horse Guards. In conjunction, an inlet was filled in and he was bestowed an estate. Fuse was full 
of gratitude for this ultimate of honors. 
 The Horse Guards and pages were ordered to do construction work. An inlet below 
Toriuchi was filled in and a city block was raised [thereupon]. On the entrance to the lake to the 
northwest, numerous spots for boats to dock were made to be dug out. Trees and bamboo were 
made to be grown to each side of those areas that underwent [this construction]. Furthermore, 
inlet and ditches were made to be filled. Estates were given out to the lot of them.  
 Personnel [who received estates were]: 
 Inaba Gyōbu, Takayama Ugon, Hineno Rokurōzaemon, Hineno Hirotsugu, Hineno  
Bansaemon, Hineno Kan’emon, Hineno Goemon, Mizuno Kenmotsu, Nakanishi Gonbei,  Yogo 
Katsunao, Hiramatsu Sukejuro, Nonomura Mondo, and Kawajiri Hidetaka. 

d. Book 14, Episode 1: The Construction of Stables Below Azuchi [First month, first day of 
Tenshō 9 (1581)]  191

 On the first day of the First month, those of the other provinces were exempted from 
having to present themselves in attendance. Nobunaga decreed that only those Horse Guards who 
were in Azuchi traverse from the West Gate to the East Gate and need be seen. They got ready, 
but from the middle of the night until the hour of the snake (9-11 a.m.) rain fell and so there was 
no presentation. North of Azuchi’s enclosure, west of the Matsuhara ward, and approaching the 
lakeshore, Nobunaga ordered a stable to be constructed. With Sugatani Nagayori, Hori 
Hidemasa, and Nagatani Kawahide as magistrates in charge, construction began from New 
Year’s Day. 

e. Book 15, Episode 1: New Year’s Attendance [First month, first day of Tenshō 10 (1582)]   192

 On the first day of the First month, the major and minor lords of the neighboring provinces 
and the retinues of fraternal elites were all in Azuchi to present themselves. From the Dodo 

 Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 337. Ōta, G. (2011). The chronicle of Lord 191

Nobunaga. Leiden; Boston, Brill. 383.

 Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 373-375. Ōta, G. (2011). The chronicle of Lord 192

Nobunaga. Leiden; Boston, Brill. 421-423.
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Bridge, they ascended to Sōkenji. Because so many crowded there, the constructed walling  193

that had been piled up the mountain collapsed under their steps. Stones and people merged as 
one, tumbling down. There were deaths and countless numbers of people wounded. Groups of 
youths lost their swords and those who were troubled were many. 
 First, in the lead, were those [members] of the Oda clan. 
 Second were those [lords] of other provinces 
 Third was those [vassals who live] in Azuchi. 
 On this occasion, the major and minor lords alike were told to bring a gratuity  of 100 194

coins  each; Hori Hidemasa and Hasegawa Hidekazu carried official notice. The [lords] saw 195

the Bishamon Hall stage,  [then] went from the front gate and into the third gate, below the 196

tenshu, up to the o-shirasu  to pay their respects. Here, each was addressed [by Nobunaga]. 197

Like the previously noted order, [first were] Oda Nobutada, Oda Nobukatsu, Oda Nagamasa, and 
thereupon those notables of the Oda family. Thereafter, those of the other provinces. Each 

 Tsukigaki (築垣), also known as tsukijibei (築地壁), is a type of mud wall with a roof that is commonly 193

found surrounding the precincts of temples or palaces. As Lamers points out, this is an odd word choice 
given that the passage explicitly mentions that the collapse occurred as a result of the group 
“stepping” (踏む崩) on a “piled up” (積上) wall. Two explanations are possible (1) Gyūichi meant to write 
tsukiishi 築石 (the stones used to construct ishigaki (石垣) walling). (2) a tsukigaki wall situated on the 
periphery of an enceinte, and likely upon some ishigaki, collapsed. In this case, the collapse would have 
had to occurred on the periphery of Sōkenji. Although it is unknown if the tsukigaki were employed there 
in Azuchi’s heyday, Edo Period records clearly show its presence in later years. Given the steep drop 
from Sōkenji sides, it is easy to imagine, as described, deaths, injuries, and lost property if a section 
suddenly gave in. Due to the ambiguity here, the translation above is a literal one and purposefully vague. 
Ibid. footnote 1, 421.

 This “gratuity fee” (御礼) is a curious request on Nobunaga’s part. In the Jesuit records is recorded a 194

sort of open-house for all to come and see Azuchi. No mention is made there of a gratuity. Nor is any 
mention of this gratuity made on any of the other New Year’s audiences. It is unclear as well whether this 
fee is an “entrance fee” to Azuchi for the day’s events or some sort of one-time special tax.  

 More specifically, 100 mon (銭百文),195

 The Bishamon Hall (毘沙門堂) was likely a transplanted and reconstituted structure brought from Kōka 196

during the construction of Azuchi (1576-1579). It is also likely that it either was at that time or came to be 
the Main Hall of Sōkenji during the Edo Period. Notably, Bishamon Halls are one of several common 
buildings to be included within temples incorporated into castle complexes. For a fuller explanation see, 
Erdmann, M. K. (forthcoming). "The Azuchiyama Screens and Their European Vestiges Reconsidered." 
Also see Matsuoka, T. (2002). "Jōkakunai no shūkyō shisetsu ni kansuru ichi satsu." Chūsei jōkaku 
kenkyū 16: 168-195.

The stage is presumed to have been for Noh owing to a later mention in The Chronicle of such a 
performance taking place at Sōkenji (Scroll 15, Episode 27). Ōta, G. (2011). The chronicle of Lord 
Nobunaga. Leiden; Boston, Brill. 465. Ōta, G. (1969). Shinchō kōki. Tokyo, Kadokawa Bunko. 412. The 
combination of a Bishamon Hall and a Noh stage is unusual and no satisfying explanation for it has yet 
been produced. Unfortunately the archeological record has not been able to shed much light on the 
nature of these combined structures. Kido, M. (2003). Yomigaeru Azuchi-jō. Tokyo, Yoshikawa Kōbun. 
64-65.

 o-shirasu (御白州), an area characterized as white gravel spread on the ground. Ōta, G. (1969). 197

Shinchō kōki. Tokyo, Kadokawa Bunko. footnote 3 on 373.

�568



ascended the stairs and were called into an o-zashiki,  and then they were graciously permitted 198

to view the Imperial Visitation Chamber. The Horse Guards, the Kōka group, and others were 
called to the o-shirasu. Just as they had had to wait for a short while, they were instructed, “You 
in the o-shirasu all must be freezing, come up the Southern Palace and see the Kōunji Palace.” 
And so they had this viewing. 
 The o-zashiki were [decorated] all in gold and in each room, Kanō Eitoku had been 
commissioned to exhaust his brush painting everywhere in multiple variations and modes. On 
top of this were landscapes in all directions: mountains and lakes, seas, rice fields and gardens, 
hamlets and villages, ineffable fascinating vistas immeasurable in speech. “From here, continue 
down this corridor. It is all right for you to see the Imperial Visitation Chamber,” they were 
commanded. Graciously, they were called up to the Palace of the Seat of the Universal Sovereign 
and Master of Ten Thousand Chariots.  For this viewing, they were grateful as truly this was 199

something they would remember all their lives. From the corridor to the Imperial Visitation 
Chamber, it was, of course, roofed with cypress bark shingles and the metal fittings all glittered 
in the daylight. Inside the palace everything was golden; everywhere, in every direction it was 

 Per Rodriguez’s dictionary, “zashiki” is a room wherein people assembled. The honorific “o” implies a 198

connection to Nobunaga or another exalted person. Rodrigues, J. (1980). Hōyaku Nippo jisho, Iwanami 
Shoten. 842.

 Both “Universal Sovereign” (ittennokimi 一天君) and “Master of Ten Thousand Chariots” (manjō no shu 199

万乗の主) are relatively common ways of referring to the Emperor in the Japan. So as to acknowledge 
both terms, but not sound repetitive, I employed a more literal translation. The two phrases often appear 
in a hybrid form, specifically “Master of Ten Thousand Chariots,” in Chinese classical texts. The meaning 
of “Master of Ten Thousand Chariots” derives from a notion that in the Zhou Period (周時代 1046-256 
BCE) in China, an Emperor commanded 10,000 chariots. I have been unable to locate the foundation text 
or basis for this oft-given etymology. The term, in various incarnations, appears in Mengzi 「孟子」, but its 
meaning is only implied and never fully explained therein.

None of the interpretation of this space dwells on this term. I follow their lead and assume it is used 
here a hyperbolic means to frame the building in which the ‘Imperial Visitation Chamber’ was located. 
Kido, M. (2003). Yomigaeru Azuchi-jō. Tokyo, Yoshikawa Kōbun. 102-104, 122-125.; Matsushita, H. 
(2009). Nobunaga to azuchi-jō. Shinchō kōki o yomu. S. Hori. Tokyo, Yoshikawa Kōbunkan: 64-84. 78-83. 
Miura, M., Ed. (2005). Rekishi gunzō shirizu•derakkusu 2 yomigaeru shinsetsu azuchi-jō—tettei fukugen ◊ 
haō nobunaga no maboroshi no shiro. Tokyo, Gakken. 22.
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pasted and elsewhere upon the gold, paints were thickly applied.  The metal fittings were 200

commissioned to be done in gold, with an karakusa pattern  carved out of a nanako 201

foundation.  The ceiling was latticed. The top of the hall glittered and the bottom, too, glittered, 202

that mind and words, too, fell short. The tatami, their surface made in Bingo, were a suburb eton 
blue; kōraiberi and ungenberi [decorative trim was used].  Two bays in from the front, within 203

the interior was a chamber, thought the Emperor’s Chamber, [as it was] a splendid place with a 
raised area within bamboo blinds, burnished gold that sparkled in the light, and perfume of purity 
permeating throughout. Continuing to the east, o-zashiki were innumerable. Here, gold leaf was 
pasted and atop all the gold, polychrome paints were executed using various modes.  After 204

seeing the Imperial Visitation Chamber, from the o-shirasu they first visited, they descended to a 
place where Nobunaga ordered, “To the Kitchen entrance!” They were made to stand at the 
stable entrances where Nobunaga graciously received from each the ten coin courtesy fee 
directly into his hand before throwing the coins behind him. The lords of the other provinces 
presented him with gold, silver, Chinese items, and various novel goods to be inspected. It would 
be an understatement to say that this was a magnificent affair.  

 “殿中悉く惣金なり何れも四方御張付け他を金に置上げなり” Lamers-Elisonas translate this passage by 200

incorporating Okuno’s notes into the text: “The inside of the hall was all gold. There were pictures on 
paper (oharitsuke 御張付) affixed to the walls, painted on a ground of gold using a technique that made 
the design stand out from the surface (okiage 置上げ).” This reading assumes, as Okuno posits, that 
oharitsuke is an established art historical term. It is not. Okuno leaps to a conclusion when he reads 
oharitsuke (a combination of an honorific “O” and a compound meaning “affix”) as pictures—that is, 
objects worthy of an honorific and potentially defined by being affixed to a surface. This reading however 
is incongruous with the next detail. In all examples of screens and sliding-doors with gold-leaf 
backgrounds that survive from this era, pasted pictures and thick paints are never used in the same work. 
Either pictures are affixed, often with minimal or light painting behind them, or the image is executed 
entirely with thick paints. However, one reads oharitsuke as goldleaf (a material potentially worthy of an 
honorific and likewise defined by being affix), then a simple, consitent description is possible: (1) The 
interior is golden; (2) the effect of gold comes from pasted gold leaf (i.e. oharitsuke) on the walls; (3) onto 
this gold, thick, relief-like layers of paint were put (i.e. okiage). Ōta, G. (2006). Gendaigoyaku shinchō kōki 
<shinteiban> jō • ge. Tokyo, Shinjinbutsu Ōraisha. 206.

 The karakusa (唐草, lit. Chinese grass [motif]) pattern can be broadly characterized as a flower-and-201

leaf motif connected by continuous, scrolling, vines or tendrils that flow in repetitive patterns. It is often 
translated as “arabesque” owing to its origins in the Middle East, but this translation fails to properly 
capture its distinctly organic design character.

 The nanako (魚子) pattern resembles its namesake “fish-roe.” It is characterized by a multitude of tiny, 202

palpable raised dots.

 Kōraiberi (高麗縁) is a decorative binding used on tatami mat edges that is characterized by a stylized 203

pattern, typically done black or dark blue and white, of chrysanthemum and clouds. It connotes a high 
rank and is generally reserved for high officials, courtiers, and ministers, but is not exclusive to these 
ranks. Ungeiberi (繧繝縁) is likewise a decorative binding used on tatami mat edges. It is distinguished by 
a repeating series of multi-colored strips with diamond or floral patterns reiterated at regular intervals. 
Ungeiberi connotes a seat of the highest rank and is generally used by only the Emperor, Retired 
Emperor, the Empress Dowager, or to honor a kami.

 See footnote 21 above. This passage contains the same word oharitsuke (御張付) and, consequently, 204

engenders the same issues of translation.
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Appendix E (continued)- Companion Notes to Tenshu sashizu Translation 

 The following is a revised and edited version of personal notes that were developed over the course of writing 
this dissertation. My initial goal in developing these notes was to catalog the differences between Gyuichi’s variant 
tenshu descriptions and the Tenshu sashizu. This was done in hopes of determining the extent to which Ikegami Uhei 
followed and strayed from the source material and, in turn, if there was any greater meaning to be discerned from 
such consistencies or discrepancies. Included below are brief explanations of translation choices, painting 
iconographies, areas of ambiguity, challenging passages, various quirks, relationships between Uhei text and other 
sources, and other assorted observations. While many of the notes below derive from the explanations of 
reconstructive models, the following appendix is far from a comprehensive catalog of the many issues and questions 
raised by or interpretations of the Tenshu sashizu  

Color Key to Appendix E 
PURPLE =  information copied (1) verbatim or extremely close to verbatim that (2) could have come from either Azuchi Nikki 

(AN) or “The Program of the Azuchi Tenshu” (PAT). 
PINK = information clearly copied from either AN or PAT, but modified. 
BLUE =  information that is copied from AN (that does not appear in PAT) 
AQUA =  information copied from AN (that does not appear in PAT), but modified 
RED =  information that appears to have been derived from PAT 
GREEN = information or placement of elements clearly derived from an on-site survey 
BLACK = information or design elements unique to Tenshu sashizu (TSZ) 
ORANGE = information or design elements (1) unique to TSZ and (2) of such specificity that it may point to another the tenshu 

description 

ROOM NUMBER [i.e. “W2,” “E1,” etc.] colors correspond with those in Appendix G 

BASEMENT 

B As written in Tenshu sashizu Alternative Japanese Reading English Translation

①

西 ・ West

NOTES: The correspondence between the four cardinal directions, the irregular shape of the tenshu pedestal, and the 
rooms in the floors above represents one of the most compelling pieces of evidence pointing to Uhei having either visited 
the tenshu pedestal ruins on Mount Azuchi or obtained a precise survey of the site from a third party who had visited there. 

②

いしくら 石倉 stone cellar

NOTES: Corresponds with PAT line 2 (see Appendix D-2a). This is one of only a few examples where Uhei seems to 
directly copied from PAT—that is, it appears to prove that he had access to a different version of the tenshu description 
other than AN and considered it when developing his model. “Ishikura” is, however, a relatively generic term and, 
consequently, the correspondence between TSZ and PAT here may be just coincidental.

③
南 ・ South

NOTES: See Basement-①.

④ くち 口 entrance/exit

⑤ 同 ・ “same”  
(i.e. as in same as 1st floor-④)

⑥ 丸きがうし 丸い格子 latticed, circular window(s)

⑦
一段
高し ・ one level 

high
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⑧ せんちょ 洗所 washroom (i.e. toilet)

⑨ みち 道 pathway

⑩ せうへんちょ 小便所 urinal

⑪ きたはし 北階 North [entrance] stairs

⑫ ゑん 縁 veranda; corridor

⑬

かと 門 gate

NOTES: The bend in the stairs and the placement of this gate at the southeast corner corresponds with the location of the 
ascending stairs at the actual tenshu pedestal. This correspondence represents further proof of Uhei possessing first hand 
knowledge of the state and form of the pedestal ruins. 

⑭ たん 段 stairs

⑮ くくり木戸 潜り木戸 wooden side door

⑯

せんちゃ 洗所 washroom (i.e. toilet)

NOTES: Although clearly written as “sencha,” according to Naitō this label should be read as “sencho” as in Basement-⑧. 
Naitō cites this as one of many transcription mistakes, each listed in the notes below, that reveal the scroll as a copy. That 
is, Naitō posits that either Uhei (notably, only Naitō sees Uhei as having copied something) or Nobutsugu, when copying 
the original plan made an error in the transcription process or was so faithful to the original that the error was repeated. 
(Naitō 2006, 135).

⑰ 外 ・ outside / exterior 

⑱
東 ・ East

NOTES: See Basement-①.

GENERAL NOTES FOR THE BASEMENT: 
(1) There are 83 pillars depicted (including the 2 heart pillars) on this floor. The 2 heart pillars represent further evidence that 

Uhei had direct knowledge of the tenshu pedestal ruins. Uhei’s choice to employ the 2 heart pillars (as opposed to a single 
central heart pillar) as well as the addition of the small treasure pagoda (宝塔) at the center of the floor plan are likely 
rooted in an awareness that there is no foundation stone at the center of the tenshu pedestal.  

(2) Naitō points out that there is an absence of marks normally left by use of a straight edge. It is clear, however, due to the 
placement of pillars at exact 5 bun (分, 12 mm) intervals and the clean lines outlining the pedestal that one had to have 
been used. Naitō concludes that the need for a straight-edge was circumvented because TSZ was traced directly from an 
original. (Naitō 2006, 134) 

(3) Naitō notes that in the lower left (i.e. southwest) corner of the basement, there is a line missing between pillars. For 
reference, I have added a green, perforated line where this line should be located. The addition of this line allows a much 
closer correspondence between TSZ’s plan and the actual topography of the pedestal. Naitō cites this as another 
transcription error that reveals the scroll to be a copy (Naitō 2006, 135). Nobutsugu, copying the scroll and presumably 
without knowledge of the site could easily have overlooked this detail as the absence of the line seamlessly integrates the 
wall and gate.

B As written in Tenshu sashizu Alternative Japanese Reading English Translation
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1st Floor

1 As written in Tenshu sashizu Alternative Japanese Reading English Translation

①

二重目 ・ 2nd level

NOTES:  
(1) The numbering of the floors corresponds with PAT and not AN (see Appendix D-2b, AN line 10). While the choice to 

label this level as “2nd” and not “6th” (as is done in AN) points to Uhei having had access to at least one version of PAT, 
this manner of labeling floor levels is not so unusual that it can represent concrete proof of a knowledge of PAT.  

(2) To prevent the perpetuation of confusion over the labeling the floors of the tenshu, the Japanese modern method of 
counting floors is employed here. Ground level is 1st floor. See Appendix D-2b, AN line 10 for more info.

②
西 ・ West

NOTES: See Basement-①.

③ かと 角 corner

④ ゑん 縁 veranda; corridor

⑤ 窓 ・ window, portal

⑥
ほんさんノ間 盆山の間 bonsan room

NOTES: Partially corresponds with AN line 77, PAT line 20 (W1b). In the tenshu descriptions, the bonsan’s presence is 
only noted. It is not mentioned as lending its name to the room. 

⑦
御もの　
置

御物置 storage area [for precious] items

⑧ うゑさか 上坂 ascending stairs

⑨ 同 ・ “same”  
(i.e. as in 1st floor-⑩, ⑪)

⑩
同すみゑ有 同墨絵有 similarly (as in 1st floor-⑪), there are 

ink paintings

NOTES: See 1st floor-⑭

⑪
座敷　
すみゑ有

・
墨絵有

zashiki (reception room) 
[with] ink paintings

NOTES: See 1st floor-⑭

⑫

座敷 or さしき ・ zashiki (reception room)

NOTES:  
(1) “Zashiki” appears in two locations on this floor, written in one instance in Chinese characters and once in hiragana.  
(2) Naitō notes that the “zashiki” written in hiragana (located slightly in from the southwest corner) is exceptional in that its 

text overlaps a dividing line. He reads this overlap as a divide within a single room—that is, it is not indicative of a 
solid wall but, rather, points to the presence of a raised floor and/or a transom that demarcate a clear division within a 
single space (Naitō, 134). Naitō posits the larger, lower space to be the “Chamber of Geese” (AN line 81-82/PAT line 
23-24,[W3]) and the smaller upper space to correspond with a four-mat room containing a painting of pheasants caring 
for their young (AN line 78-79, PAT line 21, 27 [W2b]).

. 物置 ・ storage room
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⑭

すみゑ 墨絵 ink paintings

NOTES:  
(1) Partially corresponds with AN line 73, PAT line 14, (W1a). Because it is connected to the room with label ⑥ (1st floor, 

the so-called “Bonsan room”), it is likely that this is the room described as having a plum tree done by Kano Eitoku in 
ink  

(2) Ink paintings (sumi-e) are only mentioned once in the tenshu description (AN line 74, PAT line 15). However, three 
rooms in TSZ (⑩, ⑪, ⑭) are described as containing ink paintings. There is no clear basis for Uhei having marked two 
rooms (⑩ [C2] and ⑪ [C1]) as containing images rendered using this painting medium. These labels are either the 
product of extrapolation or based on a lost or unknown source. 

(3) Naitō posits that the west wall of this room is missing a divider. For reference, a green, perforated line indicating where 
this wall should have been located has been added. Nobutsugu may well have accidentally not copied this line or was 
excessively faithful to the original and repeated the error (Naitō, 135).

⑮ くち  口 entrance/exit

⑯ 御なんと 御納戸 storage / multi-purpose utility room

⑰

奥ノ御なんと 奥の御納戸 inner storage / multi-purpose utility 
room

NOTES: Partially corresponds with AN line 98-99, PAT line 41-42, (N2). The room in the tenshu description is explained 
to be a 26-mat room. Depicted in TSZ, however, are two rooms of 15 and 16 mats, totaling 31 mats. Notably, on the interior 
of the west side is a 24 mat room that is likewise labeled as ⑯. The choice to connect AN line 98-99, PAT line 41-42 with 
the former room is based on AN line 98, PAT line 41 mention that the chamber was next to AN line 97, PAT line 40

⑱
くくり木戸  潜り木戸 side door, wooden

NOTES: See 1st floor-㉔.

⑲ 通すし ・ thruway

⑳
御大くら 御大蔵 large storage area 

NOTES: Partially corresponds with AN line 97, PAT line 40, (N1).

㉑
たな 棚 shelves

NOTES: Partially corresponds with AN line 80, PAT line 22, (W2a).

㉒ みち  道 pathway

㉓ さか口 坂口 descending stairs (lit. sloped entrance/
exit)

㉔

東ノ御いゑろうかノみち
同まと

東の御いゑ廊下の道
同窓

path of the East hallway  

“same” (i.e. East) window 

NOTES: Naitō posits that a change in the size of the text for this note as well as note ⑱ above would have allowed for 
their inclusion within the floor plan and made the red lines linked to these notes unnecessary. The reluctance to do this and 
maintain the strict system of large-sized text (for the cardinal directions, floor numbers, and other notes listed at the top of 
the pages), medium-sized text (for room names), and small-sized text (for decorations and fixtures) Naitō cites as proof of 
TSZ being a copy. In other words, Uhei (sic) or Nobutsugu was so faithful to the original that he preferred not to change the 
size of the text from medium to small and instead added an extra line (Naitō, 134).

㉕ 門 ・ gate

1 As written in Tenshu sashizu Alternative Japanese Reading English Translation
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2nd Floor 

㉖
さしき
しらはり

座敷
?

zashiki (matted reception room) 
antechamber

㉗
ろ 炉 sunken hearth

NOTES: Partially corresponds with AN line106, PAT line 49 (C3). In these lines, the Chinese characters employed and 
context makes it clear that it is some sort of hanging lantern. TSZ re-imagines it as a hearth and as part of a larger kitchen. 

㉘ 水たな 水棚 dishwashing area

㉙
東 ・ East

NOTES: See Basement-①

㉚
御臺所 御台所 kitchens

NOTES: Partially corresponds with AN line 91,93, PAT line 34,36 (E4, E5).

㉛ 御もの置 後物置 storage area [for precious] items

32

かと東ノ御てんよりろうか有り 角東の御殿より廊下が有り corner; there is a corridor to the East 
palace 

NOTES: Naitō sees the placement of this text as evidence of a non-specialist having had a hand in the creation of the TSZ 
and as further proof of TSZ being a copy. According to Naitō, the room immediately above this text contains shelves 
(shaped like a “コ” or a backward “C”) which preclude the placement of an exit connecting to the “corridor” described. The 
absence of a red line or other indicator of the exit’s likely position in the room to the immediate right of the shelves, Naitō 
views as only comprehensible if Uhei (sic) or Nobutsugu were being overly faithful to an original (Naitō, 135).

GENERAL NOTES FOR 1st FLOOR: 
(1) There are 202 pillars (including 2 heart pillars, see General Notes for basement, above). Gyūchi specifies in AN line 108 

and PAT line 8 is 204 pillars. 
(2) There are 7 cusped windows outlined in black, colored in red. (See 2nd floor-③)

1 As written in Tenshu sashizu Alternative Japanese Reading English Translation

2 As written in Tenshu sashizu Alternative Japanese Reading English Translation

①
三重目 ・ 3rd level

NOTES: See 1st floor-①.

②
西 ・ West

NOTES: See Basement-①.

③

まと 窓 window, portal

NOTES: The comb-shaped windows (kushigatamado, 櫛形窓, named in 5th floor-⑭) found in the 1st to 4th floors, are 
outlined in black and colored red. Naitō sees this manner of rendering the windows as evidence of tracing. Specifically, the 
black line outline was applied in the initial tracing and the red coloring was added later. He assumes that the black outline 
would have been unnecessary if the plan was not a trace. See also 2nd floor-㉓ (Naitō, 133).

④ 同 ・ “same”  
(as in 2nd floor-③)
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⑤ ゑんとをり 縁通り continuing passageway

⑥ とこ 床 alcove

⑦

くさくさあり 
はなとり

草々有り
花鳥

There are grasses [painted] 
birds & flower [motifs]

NOTES:  
(1) Partially corresponds with AN 57, PAT line 55. The presence of a room in which “grasses” are depicted is not mentioned 

in anywhere AN or PAT.  
(2) The text, “there are grasses,” overlaps a dividing line. This coupled with the label to the immediate right, “alcove” (2nd 

floor-⑥), a type of fixture typically found in shoin-styled architecture and often put in the corner of a larger chamber, 
both point to the dividing line that this text overlaps being not a wall, but indicative of a difference in the heights of the 
divided areas floors or ceilings as well as or instead the presence of a lowered transom. See also 1st floor-⑫ for related 
notes. 

⑧
一段たかし
御敷

一段高し
・

1 level raised 

honored seat 

NOTES: Closely corresponds with AN line 55, PAT line 53.  

⑨ 御なんと 御納戸 multi-purpose room

⑩ 棚 ・ shelves

⑪ ゑん 縁 veranda, corridor

⑫ 南　一段ひきし金子ノ戸有
南　

一段低い金子の戸有
South,  

there is a gold door one level lower

⑬ ふたい 舞台 stage, platform

⑭ さしき 座敷 zashiki (matted reception room)

⑮ 上ヘノ坂 上への坂 ascending stairs

⑯ 御くらノさしき 御倉の座敷 matted storage room

⑰ たん 段 step

⑱

せんにん 仙人 sages

NOTES: The size of the room is different, but this painting subject seems to corresponds with AN 63-64, PAT line 61-62 
(E3). Naitō divides this room into 2 sections in order to accommodate AN line 60, PAT line 58 “the Chamber of 
Civets” (E1).

⑲
せんにんノ間 仙人の間 Chamber of Sages

NOTES: Closely corresponds with AN line 59, PAT line 57 (S1), but in Gyūichi’s description the near-synonym term 
kenjin 賢人 is used.

さしき
馬ノくきゑノ間

座敷
馬の牧絵の間

Zashiki (matted reception room) 

Chamber with horses in pasture

2 As written in Tenshu sashizu Alternative Japanese Reading English Translation
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3rd Floor 

⑳ NOTES: Clearly written as “馬のくきえの間 (uma no kuki-e no ma)” here, the room in which this label is placed 
corresponds exactly with a room labeled “駒之牧の御絵 (koma no maki go-e) in PAT (line 38). “Uma” and “koma” both 
translate to “horse” and can be safely ignored. However, based on the correspondence of these descriptions and the lack of 
a clear reading for “kuki,” it can be said with confidence that the “ku” in “kuki” is a transcription error and should be 
understood as “maki (pasture).” Naitō cites this mistake as further proof of the scroll being a copy. (Naitō, 135)

㉑
さか or 坂 ・ stairs

NOTES: Appears in separate locations both in kanji and in hiragana.

㉒ くといろり 竈突囲炉裏 vent for sunken hearth

㉓
北ノはふくち 北の破風口 northern gable bargeboards

NOTES: See 2nd floor-③. Although the filler is black instead of red, tracing outlines are still visible.

㉔
トヘ
さか

坂 ascending 
stairs

㉕ こまと 小窓 small window

㉖
東 ・ East

NOTES: See Basement-①.

GENERAL NOTES FOR THE 2nd FLOOR: 
(1) There are 148 pillars. This is strikingly close to the count given in PAT line 70 of 146 pillars 
(2) On the West flank, there are two parallel corridors. This detail corresponds with AN line 69, PAT line 67. Naitō posits, 

without clear explanation, that the break in the wall between these two corridors, located to the southwest and adjacent to 
the stairs in the outer corridor, is a either a transcription mistake—that is, there should be a wall there—or a ladder should 
be assumed to have been located in this spot (Naitō, 135-136, 264)

2 As written in Tenshu sashizu Alternative Japanese Reading English Translation

3 As written in Tenshu sashizu Alternative Japanese Reading English Translation

①
四重目 ・ 4th level

NOTES: See 1st floor-①.

②
西 ・ West

NOTES: See Basement-①.

③
はふ 破風 gable

NOTES: See 2nd Floor-③. Outlines are similarly visible, but instead of red, the gable is filled in black.

④ とこ 床 alcove

⑤

金子
れうこノ間

・
龍虎の間

gold  
Dragon & Tiger Chamber
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⑤
NOTES: Partially corresponds with AN line 33, PAT line 75. In the tenshu descriptions, only the rendering of a tiger and 
dragon are noted. They are not mentioned as lending its name to the room. 

⑥
金子
いわノ間

・
岩の間

gold 
Chamber of Rocks

NOTES: Corresponds with AN line 30-31, PAT line 72-73. 

⑦

ひきし 低し low

NOTES: Naitō reads this as a mistake and contends it should be read as hisashi (庇, the surrounding corridor of the core of 
a building). As with other errors, he see it as proof of copying (Naitō, 136). He offers no explanation, however, for the 
placement of this label within a cusped dormer gable, a fixture that has no obvious link to a hisashi that might require such 
a label. The alternative reading is proposed here is that the cusped gable was, for an unclear reasons, “lower” (低い, hikui) 
than its pair or the gables on the opposite sides of the floor. 

⑧
たな or 棚 shelves

NOTES: Appears in separate locations both in Chinese characters and in hiragana.

⑨

金
すたかノ間

・
巣鷹の間

gold 
Chamber with Falcon’s Nest

NOTES: Partially corresponds with AN line 50-51, PAT line 93. In the tenshu descriptions, the chamber is called the 
Chamber of Falcons and that it contained renderings of young falcons in a bamboo coop. The two details are conflated 
here.

⑩ もの置 物置 storage room

⑪
金
竹ノ間

・ gold 
Chamber of Bamboo

NOTES: Corresponds with AN line 31, PAT line 73. 

⑫
かうらん角きほうし 高欄角擬法珠 balustrade with spherical bosses on 

corners

NOTES: Corresponds with AN line 24, PAT line 107-108. Intriguingly, this line does not appear within the description of 
the 3rd floor, but instead is taken from the description of the 5th floor. 

⑬
ゑなし 絵なし no paintings

NOTES: Corresponds with AN line 48, PAT line 91. 

⑭ 坂 ・ stairs

⑮

金
松ノ間

・
Gold 

Chamber of Pines

NOTES: Corresponds with AN line 38, PAT line 80-81. The subject of pines is only mentioned in AN. The actual phrase 
“Chamber of Pines” is only included in PAT. This is another example that suggests Uhei was aware of PAT, but falls short 
of being conclusive proof. Uhei extrapolates the names of several rooms and this could be another example. 

⑯ 四方ゑん 四方縁 surrounding corridor

3 As written in Tenshu sashizu Alternative Japanese Reading English Translation
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4th Floor

⑰ 上へノ坂 上への坂 ascending stairs

⑱

金
ほうわうノ間

・
鳳凰の間

Gold 
Chamber of the Phoenix

NOTES: Partially corresponds with AN line 40, PAT line 83. In the tenshu descriptions, the rendering of a phoenix in a 
paulownia tree is noted. The phoenix is not mentioned as lending its name to the room. 

⑲

ゑいせんノたき
せにん有
金

潁川の滝
仙人あり
・

Waterfall of the Ying River 
There are sages 

Gold

NOTES: Partially corresponds with AN line 42-43, PAT line 85-86 (E2). Curiously none of the subjects (Chao Fu, Xu Yu, 
the ox, or the village) mentioned in the tenshu description are named. Instead, Chao Fu, Xu Yu are categorized as “sages” 
and the waterfall is located as part of the Ying River.

⑳

おしこみ
御座敷
ていひき

押込
・
泥引

cabinet 
zashiki (matted reception room) 

painted gold

NOTES: The mention of a zashiki decorated with painted gold corresponds with AN line 45-46, PAT line 88-89.

㉑ 違棚 ・ staggered shelves

㉒ みつ棚 三つ棚 three shelves

㉓
東 ・ East

NOTES: See Basement-①.

㉔ こはふ二 小破風二 small bargeboard

3 As written in Tenshu sashizu Alternative Japanese Reading English Translation

4 As written in Tenshu sashizu Alternative Japanese Reading English Translation

①
五重目 ・ 5th level

NOTES: See 1st floor-①.

②
小家ノ段 ・ step ‘huts’

NOTE: Partially corresponds with AN line 28, PAT line 99. In the tenshu description, the character “ya (家)” is written as 
the homophone “ya (屋).”

③
西 ・ West

NOTES: See Basement-①.

④ 南 ・ South

⑤
一段たかし 一段高し raised level
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5th Floor 

⑤
NOTES: See 4th floor-②.

⑥ さか 坂 stairs

⑦ 此通のやあり 此通野屋あり [Above] this passageway, there is a 
rain cover (i.e. roofed)

⑧ とをみち 通り道 passageway

⑨
御なん
と

御納戸
?

multi-purpose room 
?

⑩
窓

あかり取
・

明かり取り
dormer window

⑪ ひきすし 引摺 or 引筋 sliding [door]

⑫ 上さか 上坂 ascending stairs

⑬ こまと 小窓 small window

⑭ のや 野屋 rain cover (i.e. roofed)

⑮
東 ・ East

NOTES: See Basement-①.

4 As written in Tenshu sashizu Alternative Japanese Reading English Translation

5 As written in Tenshu sashizu Alternative Japanese Reading English Translation

①
西 ・ West

NOTES: See Basement-①.

②

六重目　八角ノ段　垂木はないつ
れもかな物きりからくさなり

六重目　八角ノ段　垂木鼻何れも
金物きり唐草なり

6th level, octagonal level, all rafter 
ends have metal fittings with 
arabesque patterns.

NOTES:  
(1) See 1st floor-①.  
(2) Partially corresponds with AN line 17, PAT line 100.

③
一 内の柱上りりやう下りりやうあ
り

一 内の柱上り龍下り龍有り
Item: There are dragons ascending and 
dragons descending on the interior 
pillars 

NOTES: Corresponds with AN line 13a, PAT line 113 (included within the description of the 6th Floor).

④

一　ふすま障子内ノ方にしやかノ
御せつはうノ所あり

一　襖障子内の方に釈迦の御説法
の所有り

Item: On the interior side of the sliding 
doors, Shakamuni teaching the dharma 
upon attaining enlightenment
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NOTES: Corresponds with AN line 18, PAT line 101.

⑤
一　天井長てんにんあまたあり 一　天井長天人数多有り Item: Along the ceiling there are 

multiple apsaras

NOTES: Corresponds with AN line 13a, PAT line 113 (included within the description of the 6th Floor).

⑥ 一　なけしほたんからくさなり 一　長押牡丹唐草なり Item: Tie beams with peony and 
arabesque patterns

⑦

一 障子ノ外ニてがきちくしやうあ
り

一　障子の外にて餓鬼畜生有り
Item: On the exterior of the sliding 
doors is [a depiction] of the Realm of 
Hungry Ghosts 

NOTES: Partially corresponds with AN line 20, PAT line 103.

⑧ 一　窓かわ内ニてうみノていなり 一　窓側内にて海のていなり Item: On the interior sides of windows  
is [depictions of] ocean

⑨
一　しやちほことゆふうをあり 一　鯱と言う風を有り Item: There are designs of that which 

are called shachihoko 

NOTES: Partially corresponds with AN line 22, PAT line 105.

⑩

北棟なかし 北棟流し North-[South] running ridge

NOTES: This label appears to have been included to clarify the presence two triangular gables on the north and south sides 
of the floor plan. It is likely that these gables correspond to those mentioned in AN line 26, PAT line 97. With the exception 
of the two bays that these gables span, every other bay on this floor is depicted as having comb-shaped windows 
(kushigatamado, 櫛形窓, see 5th floor-⑭). Without the label, the potential for confusion arises as to whether the triangular 
gables capped the floor, flanked the floor, or, as is most likely the case, were adjoined to the base of this floor as part of the 
roof of the floor below it. 

⑪ 金 ・ gold

NOTES: Partially corresponds with AN line 17, PAT line 100.

⑫
南 ・ South

NOTES: See Basement-①.

⑬

一　すみすみにひうちょうちゃう
ありかわらノはないつれも金なり

隅々に火打ち宝鐸有り瓦ノ鼻何れ
も金なり

Item: On each corner of each beams 
are bells and the faces of the [eave 
end] tiles are all gold.

NOTES: The label essentially corresponds with AN line 16b, 113, PAT line 116. “Hyochōchō (ひうちょうちゃう)” is likely a 
transcription error and should be hiuchi hōchaku (火打ち corner beam,). This alternative makes much more sense in this 
context than the nonsensical “hyochōchō”. Naitō cites this transcription as proof that the scroll is a copy. He assumes that 
the draftsman made an error in the transcription process or was excessively faithful to the original and repeated the error. 
(Naitō, 136).

⑭ 窓くしかたと申なり 窓櫛形と申なり The windows are comb-shaped

5 As written in Tenshu sashizu Alternative Japanese Reading English Translation
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6th Floor 

⑮

一　ゑんとをり柱垂木いつれもし
ゆにぬる

一　縁通り柱垂木何れも朱に塗る Item: The surrounding pillars and 
rafters are all painted vermillion

NOTES: Partially corresponds with AN line 17, PAT line 100.

⑯

一　ゑんノ天井りやう一間ニ二ひ
きつつあり

一　縁の天井龍一間に二匹づつ有
り

Item: In the ceiling of the surrounding 
corridor, there are two dragons 
[depicted] in each bay. 

NOTES: Partially corresponds with AN line 21, 23, PAT line 104, 106.

⑰ 一　たたみかうらいへりありふた
いなり

一　畳高麗縁有り舞台なり Item: There is a tatami mat with 
koraiberi border as a dais

5 As written in Tenshu sashizu Alternative Japanese Reading English Translation

6 As written in Tenshu sashizu Alternative Japanese Reading English Translation

①

七重目 四角 いつれもこくしつなり 七重目 四角 何れも黒漆なり Seventh level, square, everywhere is 
black lacquered

NOTES:  
(1) See 1st floor-①.  
(2) Partially corresponds with AN line 11, 5, PAT line 110, 13.

②
一　戸から戸なり金天井がうノう
ちにて花鳥つくしなり

一　戸から戸なり金天井格子の内
にて花鳥尽くし也

Item: From door to door and within the 
golden latticed ceiling, there are birds 
and flowers throughout

NOTES: Naitō notes the space to the left of this line, between it and ③, as unusual for an architectural drawing. Naitō cites 
this as an error in transcription and, consequently, as evidence of the scroll being a copy. No clear qualification is given for 
this observation. (Naitō, 136).

③

一　ふんわうくるまたて御なりの
ていなり

たいこう方へちょくしノていなり

一　文王車たて御なりのてい也

太閤 (望) 方へ勅使のていな也

Item: King Wen arrives in a carriage; 
Imperial messengers go to Taigong 
Wang

NOTES: Partially corresponds with AN line 16x, 16y. Taigong Wang is better known by the names of Lu Shang (呂尚) or 
Jiang Ziya (姜子牙). The meeting of these two figures by a river is a famous and often depicted scene from Chinese 
history. Like 6th floor-⑫, this subject reveals the symbiotic, self-congratulatory relationship that is supposed to identify an 
ideal ruler and his advisors. The ruler recognizes his advisor’s genius and demands his counsel. In turn, the advisor 
recognizes the ruler’s acumen for having identified the advisor as a worthy sage and is compelled to serve. 

④
西 ・ West

NOTES: See Basement-①.

⑤ くち 口 entrance/exit

かうし 老子 or 格子 Lao-Tzu or latticed window
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⑥

NOTES: Partially corresponds with AN line 16x. Naitō sees this label to be a transcription error and posits that it should be 
read as “Rōshi” (i.e. Lao-Tzu, 老子). His claim is supported by the fact that there are two similar labels (③, ⑫, and ⑬) 
that also relate painting subjects and are also written outside of the floor plan with a red line indicating their location within 
the room. Naitō cites this transcription error as further proof that TSZ  is a copy of a lost original (Naitō, 136). 
          However, a case can be made that the “kōshi (こうし)”  mentioned in this label and 6th floor-⑫ should be read as 
“latticed windows” (i.e. kōshi, 格子).  Both labels are slightly smaller in font size than the other painting subjects (i.e. ⑫ 
and ⑬). Further, unlike any of the other labels describing this floor, this label (i.e.⑥) is oriented upside-down. These 
attributes are consistent with other labels used to describe decorative elements on other floors (including lattice windows, 
for an example see Basement-⑥). The labeling of only two windows suggests a curious, asymmetrical exterior for the 
floor. However, the absence of more labeled windows may just be one of the many unexplainable omissions and apparent 
transcription errors that appear throughout the scroll.

⑦
金子 ・ gold

NOTES: Appears to correspond with AN line 12, PAT line 111. While not an exact match with characters employed in PAT, 
the placement of these characters in the center of the floor plan conveys the same idea: the room was entirely golden.

⑧
くをうてい 黃帝 The Yellow Emperor (Huangdi)

NOTES: One of the legendary Three Sovereigns; corresponds to AN line 15x. Also corresponds with AN line 16, PAT line 
115, but in these lines only the grouping (i.e. the Three Sovereigns) are mentioned and not their individual names.

⑨
しんをう 神農 Shennong

NOTES: One of the legendary Three Sovereigns; see 6th floor-⑧.

⑩
ふつき 伏羲 Fu Xi

NOTES: One of the legendary Three Sovereigns; see 6th floor-⑧.

⑪

四方ニかうらん有 四方に高欄有 All around, there is a balustrade

NOTES: Partially corresponds with AN line 11, 16a, PAT line 110, 107. Significantly, the line detailing the balustrade 
appears in the description of two different floors in the variants. In AN (line 16a), it is within the description of the 6th floor 
and corresponds with TSZ. In PAT (line 107) it is situated within the description of the 5th floor.

⑫

しゆこうたんひけをあらふていな
り

周公旦髪を洗うていなり The Duke of Zhou washing his hair

NOTES: “The Duke of Zhou cautioned [his son] Boqin saying, ‘...whenever I wash my hair, I must hold it in my hands 
three times...in order to rise and meet gentlemen. [Even so] I am still afraid that I will miss out on the worthy men of the 
world.’” (quoted from Ssu-ma Ch’ien “The Grand Scribe’s Records, Vl. V.1” 2006, p 135).

⑬
しつてつ 十哲 The Ten Disciples of Confucius

NOTES: Corresponds with  AN line 16, PAT line 115.

⑭
かな物いれも金なり 金物何れも金なり All metalwork is golden

NOTES: There appears to be a transcription error here. “Iremo (いれも)” is likely missing a syllable and should be 
understood as “izuremo (何れも).” Naitō cites this error as evidence of the scroll being a copy. (Naitō, 136)

⑮
かうし 孔子 or 格子 Confucius or latticed window

NOTES: See 6th floor-⑥. May correspond with AN line 16z.

⑯ 池上右平 ・ Ikegami Uhei

6 As written in Tenshu sashizu Alternative Japanese Reading English Translation
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⑰

正治
正治

正治  
正治 

Masaharu (in black)  
Masaharu (red, in seal script)

NOTES: The red, bell-shaped ‘stamp’ here is, in fact, not stamped, but painted. This is the most glaring, and convincing 
piece of evidence that exposes the scroll is a copy of Uhei’s original. “Masaharu” is part of Uhei’s extended name. He 
signed several documents with the full name “Ikegami Uhei Masaharu” (Naitō, 161).

6 As written in Tenshu sashizu Alternative Japanese Reading English Translation
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近江国蒲生郡安土城之図 

　本城ハ天正四年正月織田右府ノ築ク所ニシテ、丹羽長秀之ヲ奉行セリ。始メ月賀山ト
云后改メテ安土ト称ス。城山高二町餘周廻一里余ニシテ頂上七層ノ天主閣アリ。閣ノ基
礎南北廿間東西十七間ニシテ、第六層ハ乃チ八方牖ナリ。右府曽テ外教ヲ信シ始メテ、
城郭ニ高閣ヲ築ク之ヲ天主閣ト呼。是レ天主閣ヲ造ルノ嚆矢トス。原本蒲生郡石寺村舊
陣屋吏近藤氏ノ藏スル所。安政乙卯年先考鷗雨之レヲ得テ、臨寫シ家ニ藏セリ。近頃聞
ク熊谷直行君史学ニ開スル。古国書ヲ好ミ大井ニ之レヲ四方ニ蒐集セラルト因テ貴然筆
ヲ揮テ其古国ヲ浄寫シ以テ、君ニ贈ルト云々多。 

明治廿九年五月嵓碕品山写併録 

Painting of Azuchi Castle, Gamō District, Ōmi Province 

 This castle was constructed in the first month of Tensho 4 [1576] by the Minister of the 

Right Oda [Nobunaga]. Niwa Nagahide was made to oversee [its construction]. Initially [the 

mountain] was called Tsukigayama, [but it was] later changed and named Azuchi. The height of 

the mountain castle was over 2 chō [1.90 ha]  and over 1 ri [3.927 km] around. On the peak, 205

there was a seven-level donjon. The base of the donjon was north to south, 20 ken [39.3 m] and 

east to west, 17 ken [33.4 m]. The sixth level therein had eight sides with windows. The Minister 

of the Right formerly began to believe in a foreign faith [i.e. Christianity].  Constructing a tall 206

donjon tower in his castle, he called it the tenshu kaku [donjon]. This was the beginning of the 

building of tenshu kaku. The original [work from which this painting is based] was owned by an 

 The metric conversions used here are based on nineteenth-century definitions of these Japanese 205

units, not on those used in Azuchi’s heyday.

 外教 can be read as either gaikyō, meaning foreign religions, typically Christianity, or gekyō, meaning 206

religions other than Buddhism. The former, and Christianity specifically, is almost certainly the intended 
meaning. Shinayama here is proposing an incorrect etymology. Because the Roman Catholic Church was 
known up until the Meiji Period as tenshu-kyō 天主教, the author appears to be positing here that by 
implication Nobunaga coined the term “tenshu” as a result of a flirtation with this “foreign faith.” There is, 
however, no clear basis for this claim other than the overlap in characters employed.
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officer of the lesser magistrate [named] Kondō of Ishidera Village in the Gamō District. In the 

year of the Wood Rabbit in the Ansei period [1855], my late father [Iwasaki] Ōu obtain [this 

original], copied it, and stored [his copy] in his home. Recently, I heard that Kumagai Naoyuki 

opened a study into history. Relishing in old Japanese writings, he assembled from far and wide 

such [texts] and in turn, to possess them he brandished his illustrious brush and produced clean 

copies of these old Japanese writings; many were those who said to bestow [this painting] onto 

him. 

Dedication transcribed by Iwasaki Shinayama, fifth month of Meiji 29 [1896] 
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INTRODUCTION

Figure 0.1
“Map of Central Kansai Region, Japan” adapted from images in Google Earth, 2015.
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Figure 0.2
Naitō Akira 内藤昌, “Naitō Azuchi tenshu reconstructive model 内藤安土天主復元” (view of 
southeast corner), 1976; image from Miura Masayuki 三浦正幸 ed., Rekishi gunzō 
shirizu•derakkusu 2 yomigaeru shinsetsu azuchi-jō—tettei fukugen ◊ haō nobunaga no 
maboroshi no shiro 『歴史群像シリーズ・デラックス よみがえる真説安土城―徹底復元 ◊ 覇王

信長の幻の城』. 2006.
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Figure 0.3
Miyakami Shigetaka 宮上茂隆, “Miyakami Azuchi tenshu reconstructive model 宮上安土天主

復元,” (view of southeast corner), final version 1995; from Miyakami, Fukugen mokei Azuchi-jō 
『復元模型安土城』, 1995.
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CHAPTER 1

Figure 1.1 
Shiga Prefectural Board of Education 滋賀県教育員会, “Survey Map of the Special Historical 
Landmark Azuchi Castle Ruins” 「特別史跡安土城跡平面図」, photographed March 1975, 
analytical stereoplotting done October 1976; adapted from map provided courtesy of the Shiga 
Prefectural Board of Education 滋賀県教育員会提供.
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Figure 1.2
Map of the Old Azuchi Castle, Gamō District, Ōmi Province 「近江国蒲生郡安土古城図」, ca. 
1687; hanging scroll, ink & colors on paper, 135 × 115 cm; Tanba City Kashiwabara History & 
Folklore Museum 丹波市立柏原歴史民俗史料館蔵, Tanba City, Hyōgo Prefecture, Japan. 
photo by author.
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Figure 1.3
“Map of outer and inner enceinte of Azuchi Castle;” adapted from image in Miura 2006.
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Figure 1.4 
Niōmon 仁王門, Sōkenji 總見寺, Azuchi-cho, Ōmi-Hachiman City, Shiga Prefecture, Japan; 
built 1571, transferred to current site c. 1576; photo by author, May 2013.
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Figure 1.5 
Three-level pagoda 三重塔, Sōkenji 總見寺, Azuchi-cho, Ōmi-Hachiman City, Shiga Prefecture, 
Japan; built 1454, transferred to current site c. 1576; photo by author, May 2013.
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Figure 1.6
Felippo Ferroverde, based on sketches by Philips van Winghe, “Folio 569 (Azuchi Tower)” in 
Lorenzo Pignoria’s addendum “Second Part of the Images of Indian Gods” (“Seconda Parte delle 
Imagini de gli Dei Indiani”) to Vincent Catari, Images of the Gods and Ancients (Imagini delli 
Dei de gl’Antichi), published in Padua 1626 (original sketch 1592); woodblock print, 21 × 15 
cm; Private Collection, Kawasaki, Kanagawa Prefecture, Japan; photo by author.
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Figure 1.7 
Felippo Ferroverde, based on sketches by Philips van Winghe, “Folio 570 (Azuchi Gate)” in 
Lorenzo Pignoria’s addendum “Second Part of the Images of Indian Gods” (“Seconda Parte delle 
Imagini de gli Dei Indiani”) to Vincent Catari, Images of the Gods and Ancients (Imagini delli 
Dei de gl’Antichi), published in Padua 1626 (original sketch 1592); woodblock print, 21 × 15 
cm; Private Collection, Kawasaki, Kanagawa Prefecture, Japan; photo by author.
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Figure 1.8
Felippo Ferroverde, based on sketches by Philips van Winghe, “Folio 550 (Quezalcoatl)” in 
Lorenzo Pignoria’s addendum “Second Part of the Images of Indian Gods” (“Seconda Parte delle 
Imagini de gli Dei Indiani”) to Vincent Catari, Images of the Gods and Ancients (Imagini delli 
Dei de gl’Antichi), published in Padua 1626; woodblock print, 21 × 15 cm; Private Collection, 
Kawasaki, Kanagawa Prefecture, Japan; photo by author.
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Figure 1.9
Pietro del Ríos, “Ríos 36 (Folio 31r: Quezalcoatl)” in Codex Ríos (also known as Codex 
Vaticanus 3738), c. 1580; manuscript page, ink and colors on paper, 46.5 × 29.5 cm; Bibliotheca 
Apostolica Vaticana, Rome, Italy.
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Figure 1.10
Claude-Nicholas Fabri de Peirese, copied from sketches by Philips van Winghe “Folio 36v 
(Quezalcoatl)” in Codex van Winghe-Peirese (also known as Codex 10545); Bibliotheca 
Apostolica Vaticana, Rome, Italy. 
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(a) right screen

(b) left screen
Figure 1.11

Kanō Eitoku 狩野永徳, Uesugi screens 上杉本洛中洛外図, ca. 1565; pair of six-panel folding 
screens; ink, colors, and gold on paper, each 160 × 364 cm; Yonezawa City Uesugi Museum 米
沢市上杉博物館, Yonezawa City, Yamagata Prefecture, Japan.
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Figure 1.12
“Folio 569 Reversed” image digitally modified by author.
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Figure 1.13
“Folio 570 Reversed,” image digitally modified by author.
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Figure 1.14
“Folio 569, reversed with moya and back corner eave traced,” image digitally modified by 
author.
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Figure 1.15
Kanō Eitoku, “Detail of Shōkokuji 相国寺,” Uesugi screens, left screen, panel 3. (Green arrows 
added to highlight examples of a back right corner extended eave; green box added to highlight 
an example of a surrounding corridor).
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Figure 1.16
Kanō Eitoku, “Detail of Hosokawa Mansion gates 細川殿の門,” Uesugi screens, left screen, 
panel 3; (Green arrows added to highlight examples of eburi-ita 柄振板).
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Figure 1.17
Kanō Eitoku, “Detail of Manjuji 万寿寺,” Uesugi screens, right screen, panel 1; (green rectangle 
added to highlight similar composition of roofs to those in Folio 569).
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Figure 1.18
“Kido interpretation of New Year’s 1582 Visitation as described in The Chronicle of Lord 
Nobunaga;” adapted from Miura 2006.
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Figure 1.19
“Matsushita interpretation of New Year’s 1582 Visitation as described in The Chronicle of Lord 
Nobunaga;” adapted from Miura 2006.
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CHAPTER 2

Figure 2.1
“Survey Map of the Azuchi Tenshu pedestal with variant interpretations of Ōta Gyūichi’s North-
South 20 ken by East-West 17 ken first floor specifications superimposed,” adapted from survey 
map included in Shiga-ken kyōiku iinkai ed., 滋賀県教育委員会 2009, Tokubetsu shiseki Azuchi 
jōseki hakkutsu chōsa hōkokusho II — shukaku • karamete-michi no chōsa oyobi sōkatsu. 特別

史跡安土城跡発掘調査報告書 II.
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Figure 2.2
“Area of burn residue discovered in the outer and inner enceinte of Azuchi Castle;” adapted from 
image in Miura, 2006.
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Figure 2.4
Inouemon Nobutsugu 猪右衛門延世, based on work by  Ikegami Uhei 池上右平, “Detail of 
basement floor,” Tenshu sashizu 「天主指図」, part of Banshō hishorui 『番匠秘書類』, 1760 
(original c. 1679); hand scroll, colors on paper, 36.4 × (full scroll) 197.3 cm; Ikegami-ke shoden 
池上家所傳 in the Sekaidō Bunko 静嘉堂文庫, Tokyo, Japan.
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Figure 2.5
Inouemon Nobutsugu, based on work by Ikegami Uhei, “Detail of first (ground) floor,” Tenshu 
sashizu.
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Figure 2.6
“Detail of central enceinte,” Map of the Old Azuchi Castle, Gamō District, Ōmi Province 近江国

蒲生郡安土古城図, ca. 1687; hanging scroll, ink & colors on paper; Tanba City Kashiwabara 
History & Folklore Museum 丹波市立柏原歴史民俗史料館蔵, Tanba City, Hyōgo Prefecture, 
Japan; photo by author.
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Figure 2.7
Okumura Katsuyoshi 奥村得義, “Azuchi Tenshu Reconstructive Model” in Kinjō Onkoroku 
(『金城温古録』, Record of Past Learning on the Golden Castle) Book 10, 第十之冊, 
“Compilation of Go-Tenshu 4, Considering Tenshu” 「御天守編之四, 天守考部」, 1858; ink and 
color on paper 31 × 22 cm; Nagoya City Hōsa Library, 名古屋市蓬左文庫蔵 Nagoya, Aichi 
Prefecture, Japan.
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Figure 2.8
Nagoya Castle Tenshu 名古屋城天守 Naka-ku, Nagoya, Aichi Prefecture, Japan; built 1610; 
photograph on albumen paper embellished with pigments, c. 1880, 24.9 x 19.2 cm; Wikimedia 
commons.
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Figure 2.9
Iwasaki Ōu 岩崎鴎雨, Ōmi-kuni Gamō-gun Azuchi-jō no zu 「近江国蒲生郡安土城之図」 

(Painting of Azuchi Castle in Gamo District, Ōmi Province); 1855, preface 1896, colors on silk, 
87.8 × 121.9 cm; Osaka Castle Museum 大阪天守閣, Osaka, Japan.
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Figure 2.10
Iwasaki Ōu, “Detail of niōmon,” Painting of Azuchi Castle in Gamo District, Ōmi Province, 
photo by author.
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Figure 2.11
“Bracket set on niōmon 仁王門,” Sōkenji 總見寺, Azuchi-cho, Ōmi-Hachiman City, Shiga 
Prefecture, Japan; built 1571, transferred to current site c. 1576; photo by author, digitally 
filtered to enhance contrast, May 2013.
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Figure 2.12
“Tenshu entrance [southeast stairs], pre-restoration state 天主登口（在来の破壊状態）,” 1940; 
photo from Shiga-ken ed., Shiga-ken shiseki chōsa hōkoku dai 11-satsu azuchi-jōshi, 『滋賀県史

跡調査報告第十一冊安土城阯』, 1942.
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Figure 2.13
“Tenshu [pedestal crown] prior to [1940-1942] leveling, 天主阯整地前現状,” 1940; photo from 
Shiga-ken 1942.
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Figure 2.15
“State of the Honmaru prior to [1940-1942] Survey 本丸御殿阯調査前現状,” 1940; photo from 
Shiga-ken 1942.
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Figure 2.17
“Tenshu entrance [southeast stairs] (post-restoration work/removal of debris) 天主登口（埋没土

砂取除整理後）,” Shiga-ken ed., 1942.
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Figure 2.18
“East-west cross section of tenshu pedestal showing before and after restoration” adapted from 
Shiga-ken ed. 2001; adaptations based on illustrations included in Naitō, Fukugen Azuchi-jō 『復

元安土城』, 2006 & Miyakami, “Azuchi-jō no tenshu no fukugen to sono shiryō ni tsuite: Naitō 
Akira-shi 'Azuchi-jō no kenkyū' ni taisuru gimon (I) 安土城の天主の復元とその史料について” 
Kokka 『国華』 1977.
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(a) south elevation

(b) west elevation
Figure 2.19

Tsuchiya Junichi 土屋純一, “Tsuchiya Azuchi tenshu reconstructive model 土屋安土天主復

元,” 1930; from Tsuchiya, Nagoya kōtō kōgyō senmon gakko sōritsu nijū goshūnen kinen ronbun 
shū 『名古屋高等工業専門学校創立二十五周年記念論文集』, 1930. 

737



(a) south elevation

Figure 2.20
Furukawa Shigeharu 古川重春, “Furukawa Azuchi tenshu reconstructive model 古川安土天主

復元,” 1936; from Furukawa, Nihon jōkakukō 『日本城郭考』, 1936.
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(b) west elevation



Figure 2.21
“Map of the Tenshu Environs” 「天守閣附近之図」, 1926; reproduced in Tsuchiya, 1930.
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Figure 2.22
“Detail of Osaka Castle Tenshu,” Osaka Summer Campaign Screens, 「大坂夏の陣図屏風」, 
early 17th century; pair of six-panel folding screen, ink, colors, and gold on paper, each 150.3 × 
360.7 cm; Osaka Castle Museum 大阪天守閣, Osaka, Japan.
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Figure 2.23
“Azuchi Castle Ruins Repair Implementation Map” 「史跡整備実施状況平面図」,adapted from 
map provided courtesy of the Shiga Prefectural Board of Education 滋賀県教育員会提供.
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a) south elevation

(b) east elevation
Figure 2.24

Naitō Akira 内藤昌, “Naitō Azuchi tenshu reconstructive model 内藤安土天主復元” 1976, 
from Naitō, 2006.
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Figure 2.25
“Diagram of cross-section of tenshu pedestal ishigaki” adapted from chart in Naitō, 2006.
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    (a) south elevation         (b) east elevation

Figure 2.26
“Tenshu sashizu floor plans 3D model,” based on Inouemon Nobutsugu, Ikegami Uhei Tenshu 
sashizu; adapted by author.
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Figure 2.27
“Naitō Model, 1:20 scale cross section,” Azuchi jōkaku shiryōkan 安土城郭資料館 photo by 
author, March 2010.
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a) south elevation

b) east elevation
Figure 2.28

Miyakami Shigetaka 宮上茂隆, “Miyakami Azuchi tenshu reconstructive model 宮上安土天主

復元,” final version 1995; from Miyakami, Fukugen mokei Azuchi-jō 『復元模型安土城』, 1995.
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Figure 2.29
“Assorted fragments of red-yellow ceramic roof tiles 安土城跡出土資料” c. 1576-1579; Shiga 
Prefectural Board of Education Archives, 滋賀県教育委員会蔵.
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Figure 2.31
“‘Three comma’-patterned round eave-end tile fragment” 三巴文円瓦当破片, excavated from 
the Azuchi Castle Ruins; c. 1576-1579; Shiga Prefectural Azuchi Castle Archaeological 
Museum, 滋賀県立安土城考古博物館.
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Figure 2.32
Hyōdō Yoichirō 兵藤与一郎 “Hyōdō Azuchi tenshu reconstructive model 兵藤安土天主復元 
(view of south-east corner)” 1988-1991; from Hyōdō “Azuchi-jō—shinsetsu ni yoru 
daitenshukaku 安土城—新説による大天守閣” Rekishi dokuhon 『歴史読本』 (482), 1988.
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Figure 2.33
Mori Toshihiro 森俊弘 “Mori Azuchi tenshu reconstructive model 森安土天主復元 (east 
elevation)” 2001; from Mori "Saidoku ‘Azuchi nikki’—Azuchi-jō tenshu ni kansuru—kōsatsu 
再読『安土日記』－安土城天主に関する一考察”  Jōkaku-shi kenkyū 『城郭史研究』 (21), 
2001.
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Figure 2.34
Nishigaya Yasuhiro 西ヶ谷恭弘 “Nishigaya Azuchi tenshu reconstructive model 西ヶ谷安土天

主復元 (east elevation)” 1991-1993; from PHP, ed. Rekishi kaidō supesharu meijō wo aruku 13 
Azuchi-jō. 『歴史街道スペシャル名城を歩く13安土城』　2004.

752



Figure 2.35
Yokote Satoshi 横手聡 “Yokote Azuchi tenshu reconstructive model 横手安土天主復元 (view 
of south-east corner)” 2009; from Yokote, “Kinkyū ripoto shin-kaishaku ni yoru 'Tenshu sashizu' 
fukugenan—Azuchi-jō tenshu wa hakubeki no hikari kagayaku tenshu datta— 新解釈による『天

守指図』復元案―安土城天主は白壁の光り輝く天守だった―." http://castles.chicappa.jp/
2009sp/shinkaisyaku , 2009. 
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Figure 2.36
“Survey map of the Azuchi Castle Ruins Honmaru,” adapted from Shiga kenritsu Azuchi-jō kōko 
hakubutsukan, Heisei 13 nendo shūki tokubetsuten zehi ni oyobazu —Honnōji no hen wo 
kangaeru— 『平成13年度周期特別 ぜひに及ばず—本能寺の変を考える— 』 2001.
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Figure 2.37
Fujimura Izumi 藤村泉, “Reconstructive Floor Plan for the ‘Honmaru Palace’ of the Azuchi 
Castle Ruins 安土城本丸御殿復元平面図,” adapted from Shiga-ken kyōiku iinkai 滋賀県教育

委員会 and Shiga-ken Azuchi-jōkaku chōsa kenkyūjo 滋賀県安土城郭調査研究所, Tokubetsu 
shiseki Azuchi-jō hakkutsu chōsa hōkoku 11 —shukaku chūshinbu honmaru no chōsa— 『特別安

土城発掘調査報告11—主郭中心部本丸の調査—』, 2001. labels added by author.
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Figure 2.38
“Diagram of the Lotus Sutra copying event held in the Imperial court during the second year 
death anniversary of Emperor Ōgimachi 正親町院三回聖忌宮中八講舗設図,” 1594; ink and 
color on paper, 88.1 × 91.8 cm; Imperial Household Archives, 宮内庁書陵部蔵, Tokyo, Japan.
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Figure 2.39
“Miyakami Model Tenshu pedestal and basement level” adapted from Miyakami, 1995; model 
assembled, photographed by author 2014.
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a) south elevation

(b) west elevation
Figure 2.40 

Satō Taiki 佐藤大規, “Satō Azuchi tenshu reconstructive model 佐藤安土天主復元” 2006, 
from Miura 2006.
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Figure 2.41
“Miyakami Model basement level floor plan,” adapted from image in Miyakami, “Azuchi-jō 
fukugen 安土城復元” In Nihon zenshū dai 14 maki shiro to chashitsu Momoyama no kenchiku • 
kōgei I 『日本全集第14巻城と茶室桃山の建築・工芸 I』, 1992. 
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Figure 2.42
“Photo of foundation stone line discovered in the lower ninomaru,” photo from Shiga-ken kyōiku 
iinkai, ed. Hakkutsu chōsa 20-nen no kiroku: Azuchi Nobunaga no shiro to jōkamachi. 『発掘調

査20年の記録安土信長の城と城下町』, 2009.
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Figure 2.43
Sanmon 三門, Tōfukuji 東福寺, Kyoto, Japan; 1405, photo by author, August 2010.
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Figure 2.44
Heinouchi Masanobu 平内政信, “Plan of the old six ken by seven ken shuden [palace] 昔六間七

間主殿之図” detail from Shōmei 『匠明』 (Elucidation of the Craft), Fourth dōkishū scroll「第4
巻堂記集」 (“Compendium on Palaces”); original 1608, copied 1697-1727; hand scroll; ink on 
paper, 18 × (full scroll) 1759.2 cm; Faculty of Engineering, University of Tokyo 東京大学学院

工学研究科, Tokyo, Japan.
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CHAPTER 3

Figure 3.1 
“Illustration of a generic teiku-style castle layout,” based on an illustration in Miura, Shiro no 
tsukuri-kata zuten 『城のつく方図典』, 2005; digitally  modified and English labels added by 
author.
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Figure 3.3
Golden Hall 金堂, Murōji 室生寺, Uda City, Nara Prefecture, Japan; built early Heian period; 
photographed by author May 2010.
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Figure 3.4
Ikinomatsubara section of the Mongolian Invasion Bulwark Ruins 生の松原地区元寇防塁史跡 
at Ikinomatsubara, Nishi-ku, Fukuoka; built 1276; photo from Cultural Assets of Fukuoka 福岡

市の文化財.
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Figure 3.5
Five-level pagoda 五重塔, Daigōji 醍醐寺, Fushimi-ku, Kyoto, Japan; built 951 AD; photo by 
author, August 2010.
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Figure 3.8
“Cliff-face relief Miroku Buddha 弥勒磨崖仏,” Kasagidera 笠置寺, Sōroku-gun, Kyoto-fu, 
Japan; Nara period; H: 20 m, W: 15m;  photo by author, November 2010.
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Figure 3.9
Tōgudō 東求堂, Jishōji 慈照寺, Kyoto Japan; 1482;  photo by author, August 2011.
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CHAPTER 4

Figure 4.1 
“Okabe Mataemon burning the Azuchi Castle Tenshu models,” still from the film Ka ten no shiro 
『火天の城』, directed by Tanaka Mitsutoshi 田中光敏, 2009.
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Figure 4.2 
The “Nobunaga Wall” 信長塀, Atsuta Shrine 熱田神宮, dates unknown; Nagoya, Aichi 
Prefecture, Japan; photo by author November, 2010.
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Figure 4.3
“Reconstructive model of Nobunaga’s 1573 Giant Boat 大船復元模型,” Shiga Prefectural 
Azuchi Castle Archeological Museum 滋賀県安土城考古博物館; image scanned from Heisei 
25-nen shunki tokubetsu-ten : shinogi wo kezuri, tsuba wo wari, 『平成25年春期特別展：しのぎ

をけづり、鍔をわり』, 2013.
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Figure 4.4
Heinouchi Masanobu, “Plan for an Octagonal Hall 八角堂之図” detail from Shōmei 
(Elucidation of the Craft), Third dōkishū scroll「第3巻堂記集」 (“Compendium on Halls”); 
photograph by author.
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Figure 4.5a
Tansan Shrine Main Hall Plan (floor plan)「談山神社本殿等指図（平面図）」; 1559; ink on 
paper, 96.03 × 136.35 cm; Imperial Shrine of Special Status Tansan Shrine Collection 別格官幣

社談山神社蔵, Sakurai City, Nara Prefecture, Japan.
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Figure 4.5b
Tansan Shrine Main Hall Plan (elevation)「談山神社本殿等指図（立面図）」, 1559; ink on 
paper, 87.87 × 134.82cm; Imperial Shrine of Special Status Tansan Shrine Collection 別格官幣

社談山神社蔵, Sakurai City, Nara Prefecture, Japan.
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Figure 4.6a
Engakuji Buddha Hall Plan (combined cross-section and elevation)「円覚寺仏殿指図（断面図・

立面図）」; 1573; ink on 54 sheets of paper, each sheet: 44 × 33cm; Kamakura Museum of 
National Treasures 鎌倉国宝館, Kamakura, Kanagawa Prefecture, Japan.

Figure 4.6b
“Engakuji Buddha Hall Plan (combined cross-section and elevation, clean) 円覚寺仏殿指図（地

割之図）” from Sekiguchi, Kinya 関口欣也 “Engakuji butsuden Genki yon-nen kozu ni 
tsuite” 「円覚寺仏殿元亀四年古図について」, 1965.
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Figure 4-6c 
Engakuji Buddha Hall Plan (combined cross-section and elevation)「円覚寺仏殿指図（断面図・

立面図）」, top: original plan, bottom: traced reproduction; 1573; ink on 6 sheets of paper, each 
sheet: 44.5 × 32.5 cm; Kamakura Museum of National Treasures 鎌倉国宝館, Kamakura, 
Kanagawa Prefecture, Japan. photo by author.
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CHAPTER 5

Figure 5.1
“Reconstructive Models of the Azuchi Tenshu Keep (Left: Satō Model, Right: Miyakami 
Model);” Satō Model from Matsuoka Chiko 松岡知子 ed.,Shūkan Azuchi-jō wo tsukuru 『週刊

安土城をつくる』. Vl. 1, 2009; Miyakami Model from Miyakami, 1995.
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Figure 5.2
Inuyama Castle Tenshu 犬山城天守,  Inuyama City, Aichi Prefecture, Japan; 1601; photo by 
author, July 2009.
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Figure 5.3
Kaisendō 開山堂, Tōfukuji 東福寺, Kyoto, Japan;c. 1400; photo by author, August 2010. 
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Figure 5.4
Hokkuendō 北円堂 (Northern Circular Hall), Kōfukuji 興福寺, Nara, Japan; c. 1208; photo by 
author, November 2010. 
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Figure 5.5
Interior of Hakkakuen 八角堂 (Octagonal Hall), Eisanji 栄山寺, Nara, Japan; c. 760; photo by 
author, November 2010. 
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Figure 5.6
Hakkakuen 八角堂 (Octagonal Hall), Eisanji 栄山寺, Nara, Japan; c. 760; photo by author, 
November 2010.
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Figure 5.7
Yumedono 夢殿, Hōryūji 法隆寺, Nara, Japan; c. 739; photo by author, June 2010.
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Figure 5.8
Saiendō 西円堂, Hōryūji 法隆寺, Nara, Japan; after 1250; photo from wiki commons.
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Figure 5.9
Keikyūin Hondō 桂宮院本堂, Kōryuji 広隆寺,Kyoto Japan; 1251; photo from www.kyoto-
design.net
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Figure 5.10
Konjikidō 金色堂, Chūsonji 中尊寺, Hiraizumi, Iwate Prefecture, Japan; 1124; photo by 
Matsushita Susumi 2012, Database on Noteworthy Contributions for Science and Technology 
(Japan), http://dbnst.nii.ac.jp/junior/detail/2030 
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Figure 5.12
Kinkaku 金閣, Rokuonji, 鹿苑寺, Kyoto Japan; originally constructed 1398, destroyed 1950, 
rebuilt 1955; photo by author May, 2010.
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Figure 5.13
Ginkaku 銀閣, Jishōji 慈照寺, Kyoto Japan; 1482; photo by author August, 2011.
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Figure 5.14
Kanō Eitoku 狩野永徳, Xu Yu and Chao Fu 「許由巣父図」, late 16th century; pair of hanging 
scrolls; ink on paper, each 124.2 × 25.4 cm; Tokyo National Museum 東京国立美術館, Tokyo, 
Japan.
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Figure 5.15
“Ranjatai” 蘭奢待 (formerly known as “Ōjukukō” 黄熟香); perfume wood, 156 cm long, 11.6 
kg weight; Shōsōin, Tōdaiji 正倉院, 東大寺, Nara, Japan.
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(a) south elevation

(b) roof plan
Figure 5.16

Yang Hongxun 杨鸿勋, “Western Han Mingtang built by Wang Mang reconstructive model” 
2008, from Yang, Jianzhu kaoguxue lunwenji 『建筑考古学论文集』
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(a) south elevation

(b) roof plan
Figure 5.17

Yang Hongxun 杨鸿勋, “Eastern Han Mingtang built by Emperor Guangwu reconstructive 
model” from Yang, 2008.
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(a) south elevation

(b) roof plan
Figure 5.18

Yang Hongxun 杨鸿勋, “Tang Mingtang built by Wu Zetian reconstructive model” from Yang 
2008.
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Figure 5.19
Ōta Gyūichi 太田牛一, (copied by unknown hand), “Manuscript Pages detailing the description 
of the Azuchi Tenshu,” Azuchi nikki 『安土日記』; color, labels added by author; Sonkeikaku 
Library 尊経閣文庫  Tokyo, Japan.
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