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Editorial Note

This book applies to Japanese historical figures the East Asian convention of stating family names before given names. However, the first names of individuals from the twentieth century and later are cited in the Western style, before their last names. In the bibliography, commas are used to separate surnames from given names.






Introduction

Japanese travelers are a familiar sight in Europe today, but they were rare in the late sixteenth century. During the Tenshō period (1573–92) in Japan, four seminary students—Itō Mancio, Chijiwa Miguel, Hara Martin, and Nakaura Julian—left Nagasaki with their Jesuit chaperones as members of the first-ever Japanese embassy to Europe. Almost three decades later, in the Keichō period (1596–1615), the samurai Hasekura Rokuemon and the Spanish Franciscan Luis Sotelo traveled to Europe as the second embassy from Japan. During and after their visits, Europeans depicted the Tenshō and Keichō embassies in drawings, frescoes, oil paintings, and prints. The present study is the first book-length attempt to analyze and interpret these images critically and comprehensively within their political, religious, and cross-cultural contexts.

Why did Europeans view these Japanese travelers as significant enough to merit such visual prominence? Of course, multiple factors drove European artists and patrons to depict them: curiosity about the exotic, a desire to create mementos, and the prospect of revenue from print sales. In this study, however, I pay particular attention to their status as “ambassadors” (a title held specifically by Itō Mancio, Chijiwa Miguel, and Hasekura Rokuemon). These ambassadors, all of whom were baptized, represented their Catholic and pro-Catholic “kings,” and their visits were of religious and social significance for their European hosts. Political authorities in particular sought to consolidate their power at home by utilizing visual representations of the ambassadorial visitors from a far-off land. Their portrayals also served to promote European hosts’ missionary leadership, global fame, and generous hospitality. Images of the non-Europeans were thus sometimes more about the Europeans themselves.

In addition, this book shows that prints of the Japanese embassies were produced as “illustrated news” to convey information, widely and rapidly, about their special visits and striking physical appearances. Renaissance Europeans consulted such pictorial news, pamphlets, and other textual information about the Japanese visitors. After being printed in Italy, these images and texts were transported to northern Europe, where they were translated and reprinted not only to satisfy curious buyers but also to aid in the defense of Catholicism against Protestantism.

Many European viewers would have possessed limited knowledge of Japan and its people, which had only been “discovered” four decades before the Tenshō embassy set sail for Europe in 1582. The first Europeans on Japanese soil were the Portuguese, who reached Japan in 1542 or earlier; in 1543, a group of them sailed to Tanegashima, an island to the south of Kyushu, and sold two guns to its ruler, Tanegashima Tokitaka.1 Tokitaka had his blacksmiths produce a Japanese version of the new weapon, which was quickly adopted among samurai warlords in mainland Japan. In addition to bringing military innovations, Luso-Japanese encounters ignited a lucrative trade in Chinese silk from Macao, which the Portuguese exchanged for Japanese silver. The Catholic empire’s economic expansion went hand in hand with evangelization, and as early as 1549 the Jesuit Francis Xavier landed in Kagoshima in southern Kyushu to spread Christian teachings in Japan. Soon afterward, more Jesuit missionaries entered the country, where their mission flourished: by 1582, Christians (kirishitan) allegedly numbered 150,000.

Among them were the members of the Tenshō embassy, though they were not the first Japanese to set foot on European shores. Thirty years earlier, a certain Bernard from Kagoshima, one of the first whom Xavier had baptized in Japan, embarked for Cochin and Goa, reaching Lisbon in 1553.2 We only know the baptismal name of this convert, whom Xavier described as “poor.”3 Bernard entered the Society of Jesus in 1554 and studied at the novitiate in Coimbra and the Collegio Romano in Rome; he met the order’s founder, Ignatius of Loyola, and kissed the feet of Pope Paul IV. Xavier had wanted Bernard to relate what he saw in the Christian states to the Japanese, since they had little knowledge of peoples outside Japan. However, Bernard succumbed to an illness and died at Coimbra in 1557. The next recorded Japanese visitors to Europe were slaves and ex-slaves who were living in Portugal by the 1570s. They included Maria Pereira, who was less than ten years old upon her arrival in the early 1570s, and the freed couple Jacinta de Sá and Guilherme Brandão, who were married at a church in Lisbon in 1573.4 Given that the Florentine merchant Filippo Sassetti observed some slaves from Japan in the city in 1578, it is conceivable that there were more Japanese in Portugal prior to the Tenshō embassy’s arrival in 1584 than is generally acknowledged today.5

Europe received additional Japanese visitors following the departures of the Tenshō and Keichō embassies in 1586 and 1617, although their numbers would pale in comparison to today’s tourists from the country. Four went to Rome in order to become Jesuit priests: Araki Tomas was ordained into the priesthood in the city in 1610 or 1611, and Kasui Pedro, Minoes Miguel, and Konishi Mancio during the 1620s.6 Kasui was the first Japanese person to make a pilgrimage to Jerusalem, which he did on his way to Rome, and he studied at the novitiate of Sant’Andrea and the Collegio Romano before returning to Japan via Spain and Portugal. Minoes (the name is most likely a reference to his hometown, Mino) earned a Master of Arts in philosophy at Évora and continued his study at the novitiate and college in Rome. Father Konishi, possibly the grandchild of Konishi Yukinaga, a devout Christian lord, also entered these Jesuit institutions. Both Minoes and Konishi left Rome for Lisbon in 1627; the former died in a shipwreck in 1628, while the latter departed the city in 1629 and returned to Japan.

Japanese travelers reached not only continental Europe but also England. Among their number were Cosmas and Christopher, literate youths aged about seventeen and twenty, respectively.7 When Captain Thomas Cavendish seized a Spanish galleon off the coast of Baja California in 1588, he found these “young lads” and traveled with them to Plymouth.8 In September 1614, a group of fifteen or fewer Japanese sailors hired by the East India Company reached Plymouth on the Clove; eleven of them sailed back to Japan aboard the Expedition in early 1615.9

It is possible that European artists depicted or at least made sketches of some of these visitors from Japan. However, even if they did, images of the Japanese missionaries, slaves, and mariners would not have been as prominent as visual representations of the Tenshō and Keichō embassies in terms of their artists’ and patrons’ standing and the works’ display locations, dimensions, and extent of diffusion in print. Essentially, the embassies differed from these individuals insofar as they visited European courts as elite travelers and representatives of their lords. While the Tenshō embassy represented three Catholic lords—Ōtomo Yoshishige, Arima Harunobu, and Ōmura Sumitada, all from Kyushu—the Keichō embassy was dispatched by Date Masamune, the unbaptized but (at least back then) pro-Catholic ruler of Ōshū in the north. It is thus important to explore how diplomacy shaped the depiction of the Tenshō and Keichō embassies and what it meant for Europeans to portray them during this dynamic moment, when peoples from opposite parts of the world interacted directly at a state level. These images not only convey Europeans’ cultural curiosity and global ambitions but also provide insight into how they interpreted the visits of the ambassadors from afar within the context of power consolidation and religious debate within Europe. From an intercultural perspective, the portrayals of the embassies further reveal how they adapted to foreign diplomatic culture and were received, and perceived, by the popes and other hosts. The visual records thus provide far more than a mere approximation of what the travelers looked like. Since no contemporaneous Japanese portrayal of the embassies survives, the European works discussed in this book are valuable visual sources that illuminate Japan’s first two diplomatic visits to Europe.


Two Embassies

The Tenshō and Keichō embassies evolved within a complex historical framework of Iberian empire-building, Catholic evangelism, and religious rivalry coupled with incessant warfare and political upheaval in Japanese society. After Vasco da Gama’s opening of the sea route around the Cape of Good Hope to Calicut in 1498, the Portuguese Empire occupied Goa in 1510 and spread its colonial networks eastward to the Malay Peninsula and the Moluccas (Spice Islands); the Portuguese then established their trading post in Macao in 1557. Meanwhile, the Spanish crown expanded its territories westward to the Americas following Christopher Columbus’s voyage to the Caribbean in 1492, crossing the Pacific and colonizing the Philippines in 1565. Dubbed “the double-headed Janus” by Paolo Prodi, the papacy, which claimed both spiritual and temporal power, supported the Iberian empires’ expansionism, granting their patronal rights (padroado/patronato) to evangelize overseas inhabitants and thereby expand papal influence.10 Such west-east territorial and evangelical movements from Europe clashed on the Japanese archipelago, where the Jesuits, who were associated with the Portuguese crown, had arrived prior to the first landing of Franciscan and Augustinian missionaries from Spanish Manila in 1584.

The Tenshō embassy (1582–90) was a Jesuit enterprise, conceived by Alessandro Valignano, visitor (inspector) of the religious order’s missions in the East Indies. By sending the embassy to the papacy, he sought to safeguard the Jesuits’ monopoly over the Japan mission against the increasing encroachment of the Franciscans.11 As Francis Xavier had hoped of Bernard, Valignano wished his protégés to convey, upon their return, the greatness of the Catholic religion and the European civilizations that they had observed. In addition, the embassy met many European dignitaries, since Valignano intended to gain their financial and political support by displaying the success of the Jesuits’ Japan mission.

As Portugal controlled the East Indies, the Tenshō embassy left Nagasaki for Macao aboard a carrack commanded by the Portuguese captain major (capitão-mor) Ignacio de Lima, along with Valignano and a few other Jesuits, including Diogo de Mesquita. While on board, George Loyola, a Japanese brother, taught reading and writing in Japanese to these seminarians so that they could retain their mother language. From Goa, Nuno Rodrigues, rector of the Jesuit college, joined the embassy on behalf of Valignano, who had been appointed provincial of India and was no longer able to accompany the embassy to Europe. After visiting Lisbon and Madrid, the Japanese and their Jesuit chaperones sailed to Livorno in Tuscany before journeying overland to Florence and Rome. The Jesuits then took their protégés on a grand tour in central and northern Italy, widely promoting their overseas missionary achievements. Before the embassy’s departure from Iberia, Valignano requested that Mesquita return with a movable-type press and matrices to enable the printing of evangelical and educational texts for the Japan mission.12

The Tenshō embassy also served to raise awareness of the Jesuits’ China mission in Europe, a purpose that has largely been overlooked in modern studies. Valignano had the Italian Jesuits Michele Ruggieri and Matteo Ricci study the Chinese language, which helped their religious order gain permission to stay in Guangzhou in October 1581.13 Perhaps in celebration of their recent breakthrough on the mainland, Valignano had Nuno Rodrigues present folding screens (byōbu) depicting an image of China to Philip II of Spain.14 The king also received three chapters from Valignano’s treatise, which described the customs, vast territory, and governance of China.15 As the embassy continued its journey to Florence in March 1585, the Jesuits were still thinking about their Chinese enterprise: one of them was reading a booklet on China when he dined with the four youths at the church of San Giovannino degli Scolopi.16

Around that time, it is possible that Miguel and Martin were aged seventeen, Mancio eighteen, and Julian as old as nineteen. These are the ages given in a document in the Archivum Romanum Societatis Iesu that has escaped scholarly attention until now; it was most likely written in Rome, which they reached in the same month.17 Confirming these numbers, Diogo de Mesquita, who traveled with the youths and knew them very well, noted that Miguel and Martin were fourteen, Mancio fifteen, and Julian sixteen when they left Japan.18 Mesquita most likely reported their ages based on the traditional Japanese system (kazoedoshi). According to this system, a newborn is already aged one at birth and two on New Year’s Day. Confusingly enough, other sources present their ages inconsistently.19 In any case, this study refrains from referring to them as “boys” (shōnen), although modern literature often makes much of their juvenescence, terming their expedition the Tenshō shōnen shisetsu (Tenshō boys’ embassy).20 Valignano also affectionately called them “boys” (“meninos”) when they were still in Goa.21 However, they were not quite shōnen by the time they reached Europe, which is the focus of this study. Japanese men generally reached adulthood between about eleven and seventeen years old, a transition marked through genpuku, the coming-of-age ritual.22

If we follow Mesquita’s records and consider that he used the kazoedoshi system, Mancio would have been born in 1568, making him slightly older than Hasekura Rokuemon (1571–1621).23 We might assume that Mancio is much younger, owing to the strong impression that he is a juvenile, but Hasekura traveled to Europe at a later stage in his life, in 1613, when he was aged a little over forty.24 He is known as Hasekura Tsunenaga in Japan today; however, he signed his letters as Hasekura Rokuemon, and Date Masamune and contemporary Europeans referred to him as Rokuemon or Felipe Francisco (his baptismal name). Since the earliest surviving reference to him as Tsunenaga is found in the Date family’s historical account, which was completed as late as 1703, I call him Hasekura Rokuemon in the present study.

During the three decades that separated the two embassies, Japanese society underwent drastic political change. Several months after the Tenshō embassy’s departure for Europe, the de facto ruler of Japan and the Jesuits’ supporter, Oda Nobunaga, was assassinated, which resulted in the rise of Toyotomi Hideyoshi to power. He issued an edict stipulating the expulsion of Christian missionaries in 1587 and crucified twenty-six Catholics, including three Jesuits and six Franciscans, at Nagasaki in 1597. After Hideyoshi’s death the following year, Tokugawa Ieyasu established a strong central government, achieving the long-awaited unification and pacification of Japan in 1603. Europeans were aware of the centralization of political power under the Tokugawa government, as evinced by the Jesuits’ annual letters, which were published in Europe.25 Evangelical prospects became less promising, however, when the Tokugawa shogunate banned Christianity in 1612.

The interdiction had not been implemented throughout Japan, though, and certainly not in the province of Ōshū, when Date Masamune dispatched the Keichō embassy in October 1613 to request Franciscan missionaries from the Spanish crown and the papacy.26 Fundamentally, his main purpose was to negotiate a trans-Pacific trade pact between Ōshū and New Spain, for which he also sought pilots and a crew.27 As the maritime explorer Andrés de Urdaneta discovered in 1565, the Kuroshio Current merges into the North Pacific Current and flows down the coast of California as far as Acapulco.28 In order to utilize these currents, Masamune constructed a new galleon, the San Juan Bautista, which Hasekura Rokuemon and Luis Sotelo took to New Spain. On board were about 180 passengers: 40 Europeans, including the Spanish diplomat and explorer Sebastián Vizcaíno, and a number of Japanese merchants, who brought several hundred boxes of merchandise to sell in New Spain.29 After disembarking in Acapulco, 20 Japanese received baptism in Mexico City in April 1614, though Hasekura did not, wanting to delay his until he reached Spain (apparently planning to use the occasion to facilitate the embassy’s diplomatic missions).30 Traveling by land to the Atlantic coast, Hasekura and Sotelo headed for Seville with approximately 30 of the travelers, and following the grand baptismal ceremony before Philip III and his family in Madrid in February 1615, they moved to Barcelona, from which they set sail for Genoa. From the port of Civitavecchia, they journeyed to Rome and then by sea to Livorno in order to visit Pisa and Florence. Unlike the four youths, Hasekura and Sotelo did not tour the rest of Italy, instead returning from Genoa to Spain to further their religiopolitical negotiations.

The Spanish court, however, displayed little enthusiasm toward the trade proposal, being concerned about the Tokugawa shogunate’s anti-Christian disposition, which had hardened just two months after the Keichō embassy’s departure for Europe.31 In December 1613, the government prohibited Christianity throughout Japan and expelled Christians the following year, among them Hara Martin. The Spaniards also did not want the Japanese populace to learn navigation skills and recognized that direct trade between Japan and New Spain would diminish profits from the Manila galleon trade.32 Moreover, the Spanish court was suspicious about the fact that the embassy had been dispatched by a provincial head, though Masamune almost certainly had the central government’s sanction to pursue the three-way commercial network.33 While Spain was reluctant to accept his proposal, the English and Dutch were increasing their presence in Japan as new trade partners.



Previous and Contemporaneous Images of the Japanese

Although Hasekura and Sotelo could not fulfill their missions, together with the Tenshō embassy they greatly contributed to the European visualization of Japanese people. Prior to the arrival of both embassies, European artists mainly drew on their imagination. We can find some of their earliest representations in Marco Polo’s Travels, assuming that “Zipangu,” which he had never visited, meant Japan.34 According to Polo, Kublai Khan’s army attacked this gold-rich island located east of Cathay. An illuminated manuscript of the travelogue produced prior to 1413 portrays one of the minor islands of Zipangu, where a group of soldiers with Western physiognomy protects it against the Tartars (fig. 1). Described as “whites” (“blancs”) in the accompanying text, the pale-skinned defenders with curly, light brown hair and beards are situated next to an outcrop.35 Two of them draw bows toward their city, where Kublai’s general and troops have retreated because of the tremendous winds; they now secretly escape through the city gate to commandeer the Zipangu soldiers’ vessels in order to vacate the island. Published more than a century later, André Thevet’s La cosmographie universelle (Paris: Guillaume Chaudière, 1575, vol. 1, fol. 447v) also shows an imaginary depiction of Zipangu defenders, who are prepared to repel the invading Tartars approaching on boats, all holding long pikes.36
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fig. 1 | Zipangu soldiers and archers drive away Kublai Khan’s army. From Marco Polo, Livre des merveilles du monde, ca. 1410–12. Illuminated manuscript on parchment. Département des Manuscrits, Bibliothèque nationale de France, Paris, Français 2810, 72r.


As an increasing number of Europeans ventured into East and Southeast Asia, they obtained more accurate depictions of the Japanese. One such image created between the journeys of the Tenshō and Keichō embassies is of a man and woman (fig. 2), which was most likely painted by a Sangley (Philippine Chinese) artist around 1595 and was compiled as part of a codex, or manuscript book, in Madrid sometime after 1614.37 On a sheet labeled “Japan” in both Western and Eastern languages, the male figure is depicted carrying a fan and katana. Since Japanese men customarily arranged a long tuft of hair as a topknot (chonmage) and shaved or plucked the rest of their heads, the figure has his hair tied at the back of his otherwise almost bare head. Charles Ralph Boxer, a historian of European expansion who owned the codex during the twentieth century, considered the detailed portrayal of the couple to have been made from life, even though the woman’s hair appears to be styled in the Chinese fashion.38


[image: Male and female figures dressed in colored Asian robes, both carrying fans. The male figure, on the left, wears sandals and has a long sword.]


fig. 2 | Japanese man and Chinese (?) woman. From the Sino-Spanish Codex (Boxer Codex), ca. 1595. Ink and watercolor on Asian paper, 22.2 × 17.1 cm. Lilly Library, Indiana University, Bloomington, LMC 2444, 152r. Courtesy Lilly Library, Indiana University, Bloomington, Indiana.



As seen in the Boxer Codex, not only Europeans but also Japanese pirates and merchants sailed to and settled in the Philippines and other places in Southeast Asia, which became hot spots for cross-cultural encounters. Oliver van Noort, the first Dutchman to navigate the world, met Japanese traders off the coast of Manila in 1600. They are portrayed in the Beschryvinghe vande voyagie om den geheelen werelt cloot (Rotterdam: Ian van Waesberghen; Amsterdam: Cornelis Claessz, 1602, fol. 65B).39 The illustration depicts a captain named Iamasta Citissamundo (Yamashita Hichizaemon?) and his crew, who display bald foreheads and ponytails and wear kimono robes, some of which are checkered and flower patterned. The Japanese figures also carry fans and weapons, including a bow, spears, guns, and katana swords. Despite these details, the rendering of the Asian physiognomies and costumes is somewhat imprecise, a result of their depiction by artists in Europe who had never been to Japan and based their work on sketches brought over by Van Noort and the descriptions in his journal.40

Between the journeys of the two embassies, Toyotomi Hideyoshi’s 1597 persecution of the twenty-six Christians emerged as a new pictorial theme in the depiction of Japanese figures. The two earliest-known prints that represent this event are included in the Relation, auß befelch Herrn Francisci Teglij Gubernators, und general Obristens der Philippinischen Inseln (Munich: Adam Berg, 1599).41 One of the illustrations shows six European Franciscans being dragged by horses and fastened to wheeled boards. Three of them are crucified in the next scene, with the others shown awaiting a similar fate. Their Japanese persecutors are rendered as generic figures in European clothing.

Hideyoshi’s persecution (or that of a later ruler) is mentioned in a Latin text referring to a “tyrant” who put Christians to death, which accompanies a drawing (fig. 3) contained in the second part of a codex at the Biblioteca Angelica in Rome. The sheet illustrates a noble Japanese couple and five commoners all dressed in kimono. The men carry katana swords and spears, and the text describes the Japanese as bellicose, reflecting the incessant civil war of the period. Yet the lack of specific details in the rendering of these figures suggests that the anonymous painter did not depict them from life. Other drawings in the codex, which has recently been dated to between the late sixteenth and early seventeenth centuries, depict peoples from the Middle East to Asia and, along with the Japanese image, most likely originated with the missionaries active in these areas.42 The drawings were then transferred to Rome, where the Latin text was added (certainly after 1597 in the case of this sheet).
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fig. 3 | Japanese figures. From a codex formerly owned by the antiquarian and collector Camillo Massimo, late sixteenth–early seventeenth century, with Latin text added after 1597. Ink and watercolor on Asian paper, 24 × 33 cm. Biblioteca Angelica, Rome, Ms. 1551, second part, 11r. By concession of the Ministry of Culture. Reproduction not permitted.


Unlike earlier and contemporaneous European images of the Japanese, visual representations of the Tenshō and Keichō embassies were often based on direct observation; the embassies were also presented with explanatory text and/or impressive paraphernalia to specify their identities and to emphasize their and their lords’ extraordinary status. Most likely created for Pope Gregory XIII in Rome along with the image of Diogo de Mesquita (fig. 4), the drawing of Mancio (fig. 5) is in all probability the earliest surviving portrait of a specific Japanese subject from life (or derived from such a study) by a European artist. The inscription below underscores the sitter’s high social status (“Don Mantio” and “Ambasciatore”) and identifies his lord Francesco as a king (“Re”). Similarly, a print of “Don” Hasekura conveys his high social standing by depicting his coat of arms under a crown, accompanied by text explaining that he is “King” Date Masamune’s ambassador to Pope Paul V (fig. 6).


[image: Bust portrait of a man dressed in an ecclesiastical uniform.]


fig. 4 | Drawing of Diogo de Mesquita, 1585. Black and red chalk with ink on paper, 19.1 × 13.3 cm. Nagasaki Museum of History and Culture, Nagasaki.



[image: Bust portrait of a young man wearing a ruffled European collar and kimono.]


fig. 5 | Drawing of Itō Mancio, 1585. Black and red chalk with ink on paper, 19.5 × 13.9 cm. Nagasaki Museum of History and Culture, Nagasaki.



[image: Portrait of a man wearing a flat European collar and kimono.]


fig. 6 | Bust print of Hasekura Rokuemon. Attached to Guido Gualtieri’s Relationi della venuta degli ambasciatori giaponesi a Roma sino alla partita di Lisbona (Rome: Francesco Zanetti, 1586). Biblioteca Angelica, Rome, S.11.47/1. By concession of the Ministry of Culture. Reproduction not permitted.


Commissioned for the pope’s cardinal-nephew Scipione Borghese, the monumental oil portrait of Hasekura represents him standing, arms akimbo, in front of rich drapery (fig. 7). The bent arm was a preferred pose in the portraiture of elite European males (especially military leaders), since it was considered an expression of their formidable authority.43 In addition to the imposing posture, the gold and intricate designs of Hasekura’s sheer silk kimono indicate his high status and, by extension, his remote lord’s prominence. Hasekura’s Christian faith is further indicated in the background, where the image of a dove hovers above a holy trio: the personifications of Faith, who holds a cross and chalice, and Hope, who supports an anchor, along with the figure of St. Francis. The Tenshō and Keichō embassies were thus often visualized as distinguished Catholic representatives from powerful kings. The strong faith held by these travelers, who risked their lives to meet the pope, mattered greatly to their hosts’ promotional agenda, as did their high social standing and the allegedly royal status of their lords.
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fig. 7 | Archita Ricci, Portrait of Hasekura Rokuemon, begun 1615–16. Oil on canvas, 196 × 146 cm. Private collection. With permission.







Ugly, Dark-Skinned, and “Badly Made”

Comparison of visual and textual records of the Tenshō and Keichō embassies indicates that European artists adjusted the appearance of their Japanese sitters to present them as significant visitors. In observing these travelers from alien lands, contemporary Europeans made no effort to conceal their frank opinions in private correspondence. Commenting on the Japanese youths of the Tenshō embassy, Lorenzo Priuli, a Venetian ambassador in Rome, stated that they were all “ugly,” with “olive skin” of an “ugly color.”44 For Daniele Annibale (an agent of Cardinal Luigi d’Este) and Girolamo Curioni (a Ferrarese diplomat in Bologna), these visitors were “brazen-faced” and had “ugly features.”45 The Sienese Marcantonio Tolomei wrote to his brother-in-law that the youths were of “medium stature, [and] olive color,” and had the “profile of Moors, bulging eyes grey and very small, and it did not seem possible for them to look high up”; their mouths had large lips, and “the rest [was] very ugly.”46 According to Simon Contarini, a Venetian ambassador during the time of the Keichō embassy’s visit to Rome, Hasekura was below average in stature, “black of color, fat, of a face that seems a square.”47 Piero Guicciardini, a Florentine ambassador, reported that Hasekura entered Rome in pageantry with a small number of Japanese attendants who were “very ugly, small, and badly made, and of color [more] toward black than olive.”48 Vincenzo Landinelli, an agent of Genoa at the papal court, described the same parade to one of the state secretaries in the city, noting that these Japanese had “ugly faces.”49

Public documents, such as pamphlets, chronicles, state records, and newsletters, were less judgmental but still referenced the visitors’ dark complexions, short height, and similarity to one another. The anonymous author of Avisi venuti novamente da Roma delli XXIII di marzo MDLXXXV (Bologna: Alessandro Benacci, [1585]) wrote that the four youths looked alike, as if they were brothers, and had olive skin like the Portuguese. Matteo Bruni, a chronicler in Rimini, observed that the youths were “beardless, of short stature, of olive color, round-faced but very similar to people of Spain.”50 An avviso of Rome noted that they were olive-skinned and “of very rustic faces.”51 Thirty years later, another avviso stated that Hasekura and his Japanese companions were short and had “plain and dark-brown faces.”52 Even before the late eighteenth-century taxonomic stereotyping of East Asians as the “yellow race,” a state officer in Genoa observed that Hasekura and other Japanese were “of a yellow face color turned almost to olive”; he added that all were short (except for one), small-eyed, barely bearded, and resembled one another.53

Other Europeans sought to explain why these emissaries looked dark-skinned when the Jesuits had described Japanese people as “white” to indicate their intellectual and civilized qualities.54 “It is said that in Japan their flesh is usually white,” wrote Guido Gualtieri, who described the youths’ journey from Japan and within Europe; he reasoned that their skin had turned olive “because of the length and discomfort of their trip.”55 Describing the Keichō embassy’s entry into the city of Rome, an anonymous pamphleteer explained that the olive color of Hasekura and his Japanese travel companions’ skin was “not natural.”56 The author considered that their skin color had changed when they traveled through “the torrid zone,” concluding that they must be “white by nature” since Japan was “close to the Arctic Circle—frigid places.” Such a remark derived from the medieval and Renaissance notion that Black people had been scorched by the heat of the African sun.57

In their visual representations, which would have been seen by many, the Japanese ambassadorial figures look pleasant or even imposing—by no means are they “ugly,” “badly made,” or “black of color.” Artists and patrons thereby presented the converted ambassadors as elite guests and promising members of the Catholic Church. In Archita Ricci’s and Domenico Tintoretto’s portraits of Hasekura Rokuemon and Itō Mancio (figs. 7–8), the sitters have subdued olive skin and appear to be gentle and amiable; Hasekura seems stately, not diminutive. Slightly lighter in skin tone, Claude Deruet’s Hasekura is depicted in prayer, exhibiting his determination to follow his faith (fig. 9). In figures 4 and 5, Diogo de Mesquita and Mancio have equally pale skin, although Mancio’s face is partially darkened due to staining, either a tideline or from adhesive; similar blots are visible on his sleeve and in the upper right corner of the sheet.
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fig. 8 | Domenico Tintoretto, Portrait of Itō Mancio, 1585. Oil on canvas, 54 × 43 cm. Fondazione Trivulzio, Milan.



[image: Painting of a man kneeling, hands clasped, before a gold-colored crucifix.]


fig. 9 | Claude Deruet, Portrait of Hasekura Rokuemon, 1615–16. Oil on canvas, 80.8 × 64.5 cm. Sendai City Museum, Sendai.


Like these works, drawings by the Milanese cartographer Urbano Monte (Monti) present charming images of the Tenshō youths (figs. 10–12). Their skin color was fairer than what we see today, although it is difficult to identify the original hues.58 Mesquita’s face is discolored (fig. 12), which may suggest that Monte used similar colors for the Asian and European skins. In a woodcut printed in Augsburg (fig. 13), which the youths did not visit, an anonymous artist indicated that Mesquita was lighter-skinned than these Japanese by leaving his face and hands mostly unpainted and allowing the paper to indicate his pale skin color. Nevertheless, the artist chose light beige, not olive, for Japanese skin in order to depict it as relatively fair. Figure 14 illustrates five Japanese Catholics who joined the Keichō embassy, including Hasekura Rokuemon, who is dressed in the same kimono that Archita Ricci painted in his portrait (fig. 7). Since Agostino Tassi and his collaborators finished this fresco in 1617, after the departure of the embassy, they most likely did not draw the figures from life. Despite the exaggerated slant of their eyes, which stands out in a close-up photograph, the figures appear stately and congenial when seen from far below in the magnificent Sala Regia (currently Salone dei Corazzieri; fig. 15) of the Quirinal Palace in Rome. One of them bears a marginally brown-grey complexion, while Hasekura is paler than Luis Sotelo in his Franciscan robe. The pleasant appearance of the Keichō group is in sharp contrast with a seventeenth- or eighteenth-century Portuguese portrayal of the Japanese persecutors of the Jesuit martyr Francisco Pacheco, who died in Nagasaki in 1626.59 In the painting, these anti-Christians are depicted as dark-skinned, grotesque, and mean-looking, and they are about to burn Pacheco at the stake.


[image: Portrait of a young man in red-tinted European costume holding a crown in his left hand.]


fig. 10 | Urbano Monte (Monti), portrait of Itō Mancio, 1585. From Quarta parte de i sucessi particolari et più notabili de la città de Milano, et de la fameglia de’ Monti da l’Angelo, habitanti nella parochia di Santo Stefanino in Bregogna in Porta Orientale, cominciando l’anno 1585 sin tutto l’anno 1587. Ink and color on paper, 30.0 × 27.0 cm. Biblioteca Ambrosiana, Milan, Ms. P251 sup., 88r. © Veneranda Biblioteca Ambrosiana / Mondadori Portfolio.



[image: Portraits of two young men in red European costumes.]


fig. 11 | Urbano Monte (Monti), portraits of Chijiwa Miguel and Hara Martin, 1585. From Quarta parte de i sucessi particolari et più notabili de la città de Milano, et de la fameglia de’ Monti da l’Angelo, habitanti nella parochia di Santo Stefanino in Bregogna in Porta Orientale, cominciando l’anno 1585 sin tutto l’anno 1587. Biblioteca Ambrosiana, Milan, Ms. P251 sup., 88v–89r. © Veneranda Biblioteca Ambrosiana / Mondadori Portfolio.



[image: Portrait of one youth wearing a red European costume facing a portrait of Diogo de Mesquita, who wears a brown habit.]


fig. 12 | Urbano Monte (Monti), portraits of Nakaura Julian and Diogo de Mesquita, 1585. From Quarta parte de i sucessi particolari et più notabili de la città de Milano, et de la fameglia de’ Monti da l’Angelo, habitanti nella parochia di Santo Stefanino in Bregogna in Porta Orientale, cominciando l’anno 1585 sin tutto l’anno 1587. Biblioteca Ambrosiana, Milan, Ms. P251 sup., 89v–90r. © Veneranda Biblioteca Ambrosiana / Mondadori Portfolio.



[image: Woodcut showing the four Japanese youths and Diogo de Mesquita.]


fig. 13 | Newe Zeyttung auß der Insel Japonien, printed by Michael Manger in Augsburg, 1586. Woodcut, 28.2 × 36.8 cm. British Museum, London, 1880,0710.330. © The Trustees of the British Museum.
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fig. 14 | Attributed to Agostino Tassi and his assistants, loggia of the Keichō embassy, 1616–17. Fresco in the Sala Regia (currently Salone dei Corazzieri), Quirinal Palace, Rome. Segretariato Generale della Presidenza della Repubblica–Photo Giovanni Ricci Novara.



[image: Photograph of the Sala Regia showing the fictive loggias.]


fig. 15 | Sala Regia (currently Salone dei Corazzieri), Quirinal Palace, Rome. The loggia of the Keichō embassy can be seen on the upper right wall. Taddeo Landini’s Washing of the Feet relief is situated above the doorways to the Pauline Chapel. Segretariato Generale della Presidenza della Repubblica–Photo Giovanni Ricci Novara.




About this Book

In the present book, I offer a detailed analysis of these and other images of the Tenshō and Keichō embassies. While the embassies have attracted increasing scholarly interest from across the world in response to the prevailing trend of global studies, researchers have most often investigated them separately and traced their epic journeys chronologically rather than thematically. In these studies, visual representations of the embassies are generally included as mere illustrations and have not received in-depth analysis. Where extant artworks representing the embassies have drawn the interest of art historians, much of the discussion has taken place in book chapters and journal essays, if not in exhibition catalogues. Moreover, many scholars who lack reading ability in Japanese have omitted critical details pertaining to the society and culture of Japan. Meanwhile, Japanese scholarship has mainly concerned itself with Japan’s encounters with Europe, without situating them within the wider context of European interactions with various other peoples across the globe during the age of exploration.

This book extensively examines visual representations of both the Tenshō and Keichō embassies produced in Europe during the late sixteenth and early seventeenth centuries. I not only study newly discovered pictures of the embassies but also relocate and reconstruct lost and unfinished images in order to develop a fuller understanding of image-making in relation to the embassies. Beyond a narrative survey of the embassies’ extensive itineraries, my research investigates the local history and diplomatic protocol of papal Rome and other visited places to reveal the understudied politics behind their reception. From the perspective of cross-cultural diplomacy, I also dedicate particular attention to the costumes—whether kimono or European clothing—that the Japanese visitors wear in their portrayals. Discussing the two embassies in conjunction further illuminates how the earlier visit influenced its successor on a political and sartorial level. In order to present new evidence and interpretations of embassies’ depictions and experiences abroad, I have examined both published and unpublished historical records and have uncovered new documents at various archives in Italy. This research is, moreover, geographically expansive, as I discuss Portuguese, Spanish, German, French, and Polish responses to the Japanese embassies as well as European visual representations and reception of ambassadors and visitors from Korea, China, Persia, Ethiopia, Kongo, and the Americas. Such a global approach reveals the artistic and historical connections among a vast array of portrayals of non-European subjects.

The book consists of seven chapters, of which the first four discuss images of the Tenshō embassy. In chapter 1, I reveal Itō Mancio’s twofold identity—seminary student and ambassador—as illustrated in his portrait. I analyze how Pope Gregory XIII utilized court protocol to recast the seminary students as the first Japanese ambassadors who came to offer obedience to the papacy. In chapter 2, I investigate the depiction of the Tenshō embassy in kimono. I argue that the Jesuits transformed the default formal wear of Japan into an extraordinary ceremonial costume by specifying when the youths should wear it. Contrary to previous scholarly claims, I argue that Europeans were curious about Japanese culture, which enabled the Jesuits to improvise with the Japanese travelers’ used kimono, other personal belongings, and calligraphic writings, offering them as ad hoc courtly gifts. In chapter 3, I explore the portrayal of the four youths in sumptuous European clothes, which were gifts from Gregory XIII. I describe what these clothes looked like and trace when and why the embassy wore them in Rome and other parts of Italy as well as back in Japan. In so doing, I claim that the clothes not only established the social identity of their wearers but also functioned as movable and wearable promotional media that benefited both the pope and the Jesuits. Shifting attention to the Veneto in chapter 4, I unveil the subject matter of Jacopo Tintoretto’s unfinished group portrait for the Doge’s Palace in Venice, for which his son Domenico created the portrait of Mancio. I also trace the commission history of the frescoed frieze at the Olympic Theater in Vicenza, revealing that the Venetian Republic and the Olympic Academy planned to vaunt their generosity and prosperity through these pictorial records of the grand welcomes that they had extended to the Tenshō embassy.

The subsequent two chapters concern the Keichō embassy. The focus of chapter 5 is Archita Ricci’s portrait of Hasekura Rokuemon, which Cardinal Scipione Borghese commissioned for his villa. I relate the painted kimono to Date Masamune’s wardrobe and a sartorial strategy that he had applied to his vassals. Masamune was most likely aware of the previous Japanese embassy’s experience in Europe, and he arranged the magnificent Europeanized kimono ensemble and splendid katana swords, along with luxurious gifts and gold-decorated letters for the pope, in order to ensure that Europeans were thoroughly impressed. The portrait also visually records Hasekura’s high social status, which Luis Sotelo emphasized at the papal court. The samurai lord’s and missionary’s effort served the ceremonial and pictorial agenda of the Borghese papacy, which, unlike the Florentine state, orchestrated an extravagant welcome for its self-promotion. In chapter 6, I discuss the importance for Paul V of portraying not only Hasekura but also Sotelo and their Catholic Japanese companions in the Quirinal fresco. I argue that the fresco conveyed the effectiveness of the pope’s Franciscan policy—and the fortitude and prosperity of the Japanese Church under his pastoral leadership, despite the persecutions of Christians. As a whole, this monumental fresco, which represents ambassadorial and other figures from the non-European world, supported the pope’s claim for supreme authority as he attempted to mitigate the Iberian states’ influence over global evangelical enterprises.

Chapter 7 examines printed images of both the Tenshō and Keichō embassies and proposes that they were produced to circulate breaking news of the visits. In particular, a news center in Rome contributed to printing and disseminating illustrations of the ambassadors from Japan and other extra-European states. Although it is difficult to trace how Renaissance audiences consumed the visual and textual information in print, Urbano Monte’s chronicle and maps indicate that he consulted a woodcut, pamphlets, and Jesuit publications about the Tenshō embassy and Japan in order to construct and spread his knowledge of the world. The Catholic Church’s promotional endeavors in Protestant strongholds in northern Europe further ignited the production and translation of printed materials concerning the Japanese embassies.

In this study, I propose that the ambitions of a samurai lord, missionary mediators, and European hosts resulted in an artistic collaboration beyond space and time emerging from the global circulation of peoples, ideas, and materials. Just as a portrait of a female sitter conveyed her family’s fortune through the depiction of her jewelry and sumptuous clothes, an image of an ambassador could convey the identity of his distant lord and embody how that lord had intended his representative to appear in Europe. The missionaries also endeavored to establish the high social status of their Catholic travelers from a relatively unknown land while in Europe. By having them depicted as pious, noble, and grandiose, the popes and other commissioners also sought to elevate their own status in the eyes of domestic viewers. European images of the Japanese embassies were thus often complex, cross-cultural by-products that reflected the desires of different political and religious parties (the sender, missionary, and host) in Japan and Europe.

By drawing attention to their connectedness, this work may contribute to the field of diplomatic studies, which is increasingly concerned with individual actors—including nonprofessional envoys and intermediaries—as well as with communication between Europe and the non-European world through translations, rituals, and gifts.60 The present study clarifies how the four seminary students became such actors and establishes the mediatory role played by the missionaries who accompanied the embassies as guides and translators.61 The facilitator Luis Sotelo was also an ambassador; his personal motives intertwined with those of Date Masamune, as diplomatic actors often followed their individual interests. This book further illuminates how the ambassadorial visits ignited production of printed materials for religious, political, and economic purposes. Created within the complicated contexts of intercultural ambitions and negotiations, the portrayals of the Tenshō and Keichō embassies visually recorded how these ambassadors navigated European courts by adopting the local culture and politically advancing their cultural Otherness.







Chapter 1 Transforming Seminary Students into Ambassadors

In 2005, a member of the Boncompagni Ludovisi family in Rome discovered drawings of Diogo de Mesquita and Itō Mancio (figs. 4–5) that had been tucked inside a book. The Nagasaki Prefecture immediately purchased the drawings, having learned that an American gallery was also considering a bid.1 Since then, several museums have exhibited the portraits, although few scholars have discussed them in depth. The anonymous artist would have depicted Mancio and Mesquita in Rome, where the embassy had arrived on March 22, 1585, during the pontificate of the Boncompagni Ludovisi family’s ancestor Gregory XIII. The pope was delighted to meet his young followers from the opposite side of the world, though he was unable to enjoy their company for long. The pope, who had been in good health for years, developed symptoms of a sore throat and fever on April 5 and died five days later.2 Both images were presumably preparatory sketches for oil paintings, which were either lost or never completed given the pope’s sudden, unexpected death.3

The drawing of Mancio (fig. 5) evokes the Japanese youths’ twofold identities: they were seminary students, but Gregory XIII also established their stature as the first Japanese ambassadors to the papacy through court protocol. The image of the seminary student-ambassador, had it been finished in oil and displayed, would have served to promote the pope’s global educational efforts and the Japanese Christian rulers’ obedience to him. Such ideas were essential to the pope’s legacy, as seen in the prints representing his deeds as well as in the textual and pictorial decorations for his mortuary complex. Most of these works have escaped adequate scholarly attention.


Gregory XIII as Patron

While no contract has been found naming the patron and artist of the two drawings, it is likely that Gregory XIII commissioned them sometime after the Tenshō embassy’s arrival in Rome and before his death on April 10.4 Their inscriptions repeatedly emphasize his significance. Beneath the figure of Mancio (fig. 5), the text specifies that he was dispatched to Gregory on behalf of Ōtomo Yoshishige in Bungo, whose baptismal name was Francesco: “Don Mancio, Ambassador of Francesco, King of Bungo, to Pope Gregory XIII 1585.” The label below the image of Mesquita (fig. 4) reaffirms that the Japanese embassy came to see Gregory: “Father Diego Meschito [Diogo de Mesquita] who conducted the Indians of Japan to Pope Gregory XIII in Rome, the year 1585, on March 23.” Europeans sometimes called these Japanese youths “Indians,” since Japan, according to European geography of that time, was part of the East Indies or the Indies of Portugal.

The visit from afar of the Japanese Catholics was a special event for Gregory XIII. With tears of joy, the pope embraced each of them during their audience on March 23, 1585, and arranged for one of the best medical doctors in Rome to tend to Nakaura Julian, who was absent owing to illness.5 The pope treated Julian as if he were his own son and checked on his condition every day by talking with his doctor.6 The pope also gave the embassy sumptuous clothes (see chapter 3) and paid for its lodgings.7 In addition, he promised an annual allowance of 4,000 scudi for the next twenty years to support the Japan mission.8 Later, after Gregory’s demise, his associate Cesare Speciano, bishop of Cremona, recalled that an embassy from the little-known and extremely distant land was God’s reward for the pope, who greatly cared about the evangelization of remote peoples.9 An embassy from Japan had never been received in previous centuries—neither before nor during Christian times, as observed by Tolomeo Gallio, cardinal of Como and papal secretary of state, in his memoir of the pope.

Carefully drawn, these drawings were not quick sketches made to study the sitters’ physiognomies and clothes. The sheets rather would have served as presentation drawings in which the artist laid out his overall designs in order to show them to his patron for approval. However, these drawings were likely not for a group portrait, as in the case of Domenico Tintoretto’s oil painting of Itō Mancio (fig. 8), which is discussed in chapter 4. In these drawings (figs. 4–5), an elaborate cartouche occupies the bottom of each sheet and formally identifies the sitter. Following these drawings, including their cartouches, individual portraits were most likely to be executed in oil.

After Gregory XIII’s death, the Boncompagni family’s principal successor and the pope’s illegitimate son, Giacomo, may have obtained the drawings. In 1548, when Ugo Boncompagni (the future Gregory XIII) was aged forty-six and already a clergyman, he fathered Giacomo by Maddalena Fulchini, who was likely working for the household.10 Ugo’s elder brother Girolamo and his wife were childless and needed an heir who would inherit the family’s grand palace and continue the line.11 According to Michel de Montaigne, who traveled to Italy between 1580 and 1581, Gregory XIII fanatically loved his son.12 Thus, Giacomo, if not Filippo Boncompagni (one of the pope’s two cardinal-nephews), would have received the drawings, which remained in the family’s possession for generations. Had the other cardinal-nephew, Filippo Guastavillani, obtained the drawings, his nephew Angelo Michele and, subsequently, the male heirs of the Guastavillani family would have inherited them, which was not the case.13



School Hairstyle

Regardless of who was the beneficiary of the drawings, it is clear from the image of Mancio (fig. 5) that he had short hair while in Europe, although Japanese men tied a long tuft in a topknot, as noted in the introduction (fig. 2). However, students at Jesuit seminaries in Japan were obliged to shave their heads completely, following the practice of Buddhist monks, as a sign of worldly renouncement.14 Removing the topknot required serious commitment to the monastic life and prompted anxiety among some parents who sent their children to the Jesuits’ boarding schools.15 But no one with long hair was allowed to enroll. Such a child, in the Jesuits’ opinion, was still under paternal care and would likely need to make frequent trips home. In contrast, students who shaved their heads had made a vocational commitment to serve the Church. The Jesuits hoped that such students would eventually enter the Society of Jesus or perform other ministries to aid in its missionary work.

The drawing of Mancio, however, indicates that the Japanese youths were notbald during their tour of Europe. The Jesuits evidently allowed the seminary students to keep some hair on their heads so that European viewers would not be taken aback by the alien visitors’ appearance. As Europeans hardly commented on the four youths’ hairstyle, their attempt at integration was most likely successful. It is nevertheless notable that these students, while abroad, maintained their basic school hairstyle, a statement of their dedication to the spiritual path. The omission of a topknot from the Mancio drawing was thus not because of its association with Muslim hairstyles in Europe. Hasekura Rokuemon (fig. 6) and, as discussed in the introduction, other Japanese people were depicted with the ponytail.



Arima Seminary Students

Shortly before the embassy’s departure for Europe, the Jesuits established two seminaries, one novitiate, and one college. Arima Harunobu bequeathed a parcel of land for the seminary in Arima, while the other seminary was located on a large property that Oda Nobunaga had granted in Azuchi, his new capital near Lake Biwa, northeast of Kyoto. When these schools opened, each of them attracted more than twenty pupils. The Jesuits mainly recruited children from noble families in order to strengthen the schools’ credentials and recognition in the Japanese community. The novitiate and college were founded at Usuki and Funai in the province of Bungo, which belonged to Ōtomo Yoshishige and his son Yoshimune.

The four Japanese students were enrolled in the Arima seminary, a school the Japanese Jesuit brother George Loyola had also attended. Since he was an excellent seminary student, he was admitted into the Society and spent a year at the novitiate. On February 15, 1582, Gaspar Coelho, a Jesuit superior in Kyushu, wrote that the four youths and George Loyola constituted the “fruit of this seminary [at Arima].”16 The young travelers thus symbolized the Jesuits’ educational success—the promising future of their mission, which they wished to display in Europe.

According to Daniello Bartoli’s Dell’historia della Compagnia di Giesu (Rome: Stamperia d’Ignatio de’ Lazzeri, 1660), Constantine Dourado and Augustine, the Japanese pages of the four youths, also attended the Arima seminary.17 Since Bartoli (1608–1685) had not yet been born when the embassy came to Europe, his text contains several errors: for example, he assumes that the youths, like secular Japanese men, wore topknots on their shaved heads.18 Being a Jesuit, however, he had access to the religious order’s archival documents on the embassy, and his text thus remains a crucial source.



European Portrayals of Japanese Jesuit Schools

The oil portraits of Mancio and Mesquita, had they been completed, would have promoted Gregory XIII’s extensive patronage of the Society’s educational institutions. The pope bestowed many favors upon the Jesuits and supported their establishment of colleges and seminaries in Rome and Italy, beyond the Alps in Germany, Austria, Bohemia, Transylvania, and Lithuania, and as far afield as Japan.19 During Gregory’s audience with the Japanese youths, the Jesuit scholar Gaspar Gonçalves declared that they came to express their gratitude to the pope for his offering of sizeable funds to open seminaries in Japan.20

Gregory’s patronage of the Japanese schools was visually celebrated at the Jesuits’ Collegio Romano in Rome, which the pope visited for its inauguration ceremony on October 28, 1584.21 The aula magna displayed a painting of the enthroned Gregory, who was surrounded by cardinals, college members, and students from different schools. Visitors to the hall observed on the right wall the images of three Japanese schools and three others in Lithuania, Germany, and Transylvania. The left and entrance walls portrayed a total of twelve schools in Rome, Loreto, and outside Italy. At the front was a large picture of the Collegio Romano, the most significant of all these schools. By 1681, the aula magna fresco had been partially scraped off, and the Jesuits decided to repaint it on individual canvases, which were framed together to give the appearance of a continuous frieze as before.22

Although neither the fresco nor the canvases are extant today, the former served as the basis for Marcantonio Ciappi’s woodcut illustrations of the Jesuit schools in his biography of Gregory XIII (figs. 16–17). According to a newly found archival document, the pope had twenty-two schools established across the world, which Ciappi describes in his book, along with images copied from the hall of the Collegio Romano, where each of them had been painted.23 Since the aula magna originally contained only nineteen school images in 1584, the Jesuits must have added the rest at a later date, conceivably including the fourth Japanese institution.


[image: Illustrations of the professed house and Funai college on a single book page.]


fig. 16 | Usuki professed house (residence) and Funai college. From Marcantonio Ciappi, Compendio delle heroiche, et gloriose attioni, et santa vita di Papa Gregorio XIII (Rome: Accolti, 1596), 39. Kirishitan Bunko, Sophia University, Tokyo, JL-1596-KB6.



[image: Illustrations of Arima and Azuchi seminaries on a single book page.]


fig. 17 | Arima and Azuchi seminaries. From Marcantonio Ciappi, Compendio delle heroiche, et gloriose attioni, et santa vita di Papa Gregorio XIII (Rome: Accolti, 1596), 40. Kirishitan Bunko, Sophia University, Tokyo, JL-1596-KB6.


Apart from Ciappi’s book illustrations, at least three other printed works portray all four of the Jesuit schools in Japan. Engraved by Cristoforo Bianchi (Christophorus Blancus) most likely in 1590 or 1591, Ciappi’s large print, which includes a portrait of Gregory XIII, depicts them in the far-right border (fig. 18).24 To the right of another portrait of the pope (fig. 19), Ciappi added images of the Japanese schools; this time, he appended the Boncompagni dragon to the portrayal of the Usuki professed house (residence) complex, which contained the novitiate.25 Unlike Ciappi’s prints, an illustration (fig. 20) in Alfonso Chacón and Agostino Oldoini’s Vitae, et res gestae Pontificum Romanorum et S. R. E. Cardinalium ab initio nascentis Ecclesiae usque ad Clementem IX. P. O. M. (Rome: Philippi et Ant. De Rubeis, 1677) depicts the colleges and seminaries in Japan and elsewhere within a horizontal band. This image may, to a greater or lesser extent, replicate how the schools were represented within a frieze at the Collegio Romano.26 Moreover, as in the aula magna, all these prints show the educational headquarters as larger in size than the other schools. However, the European architectural styles of the Japanese schools depicted in the prints are fanciful, and their exteriors most likely followed Japanese architectural tradition.27 When the Japanese youths visited the Collegio Romano, they would have been surprised to discover their Arima seminary depicted as a European building.28


[image: Portrait of Pope Gregory the Thirteenth surrounded by smaller images of buildings and public consistories.]


fig. 18 | Marcantonio Ciappi (text engraved by Cristoforo Bianchi), Vera effigie di Papa Gregorio XIII con il ritratto di alcune più degne et gloriose opere fatte da Sua Santità nel suo felicissimo põtificato, 1590–91. Engraving, 80.0 × 50.5 cm. Real Biblioteca del Monasterio de El Escorial, San Lorenzo de El Escorial, 28-I-15, fol. 186. Photo: Real Biblioteca del Monasterio de El Escorial, Patrimonio Nacional, 28-I-15.



[image: Portrait of Pope Gregory the Thirteenth surrounded by smaller images of buildings and ceremonies.]


fig. 19 | Marcantonio Ciappi, Gregorius III Papa Bononiensis sedit an. XII, menses X, dies XXVII, sold by Nicola(u)s van Aelst, Engraving, 55 × 41 cm. Kirishitan Bunko, Sophia University, Tokyo, JL-ART-1585-KB1.



[image: Portrait of Pope Gregory the Thirteenth surrounded by images of buildings and medals.]


fig. 20 | Alfonso Chacón and Agostino Oldoini, Vitae, et res gestae Pontificum Romanorum et S. R. E. Cardinalium ab initio nascentis ecclesiae usque ad Clementem IX. P. O. M. (Rome: Philippi et Ant. De Rubeis, 1677), 4:39–40. Bibliotheca Hertziana–Max Planck Institute for Art History, Rome, Zk 3100-2770/4 raro IX.


Another painting (fig. 21) at the Collegio Romano, produced after the visit of the Tenshō embassy, commemorates Gregory XIII’s founding of a Japanese seminary.29 The inscription at the bottom of the painting reads, “He establishes many seminaries and colleges inside and outside Europe.” This work and its pendant painting, Gregory XIII Visiting Construction of the Collegio Romano, once decorated the sidewalls of the porter’s lodge (porteria) at the college, flanking the marble statue of Gregory.30 At both ends of the painting of the Japanese seminary (fig. 21), turbaned and eastern European men study the floor plans for the Loreto and Vilnius (Lithuania) schools. Meanwhile, the figure of Gregory presents the floor plan of a Japanese seminary, which is labeled “IAPONICUM,” to a man who genuflects before him. Along with a second male figure behind, who crosses his arms in a sign of humility, he may represent a Japanese individual; it is notable that this figure has a bald forehead with a topknot and wears a kimono-inspired robe with large sleeves. By extension, the prostrate man in the foreground, who displays a high forehead, may also be Japanese. However, these figures appear too advanced in age to be the seminarians of the Tenshō embassy. Rather, a central visual reference to the Japanese seminary indicates the powerful and lasting memory of their visit within the Jesuits’ community in Rome.
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fig. 21 | Gregory XIII Founds Seminaries and Colleges Within and Beyond Europe, 1655. Oil on canvas, 190 × 280 cm. Pontifical Gregorian University, Rome.




Royal Ambassadors of Obedience

While the Mancio drawing (fig. 5) depicts a seminary student, its inscription below reminds the viewers of his other position: “Ambassador of Francesco, King of Bungo.” Once the embassy reached Rome, Gregory XIII received Itō Mancio and Chijiwa Miguel as ambassadors and Nakaura Julian and Hara Martin, who had lesser pedigrees, as their companions. As evinced in this inscription, the pope also benefited from the Jesuits’ use of the term “king” to identify Ōtomo Yoshishige. The territories of Japanese lords were, in actuality, too small to be regarded as kingdoms from a European perspective.31 The Jesuits, however, had already been translating yakata (great feudal lord) as “king” in their writings before the departure of the Tenshō embassy from Japan.32 Alessandro Valignano continued to employ the designation in his letter to Gregory XIII, presenting Yoshishige and Arima Harunobu as “kings” (“Re”) and the less powerful Ōmura Sumitada as a “lord” (“signor”).33 Sumitada was also referred to as a prince at the papal court.34 During a court ceremony, the youths were expected to display their obedience to the pope on behalf of these Kyushu kings and prince.35

For the papacy, “true ambassadors” (“veri oratores”) were those who came to offer obedience to the pope in a public consistory.36 This was especially the case upon the election of a new pope, when rulers and states dispatched their “embassy of obedience” (ambasciata d’obbedienza) to pledge submission to him.37 Obedience signified recognition of the pope as Christ’s vicar on earth and the supreme leader of the Church. Since the legitimacy of papal authority rested on this acknowledgment, it was in Gregory XIII’s interest to capitalize on the arrival of the Japanese youths. The pope’s strong desire to promote the obedience of the youths’ masters can be seen in the medal that he had struck to commemorate the occasion (fig. 22). On the back of his profile portrait, the inscription underneath the image of an angel reads, “The first legation and obedience from the Japanese kings to the Roman pontiff, 1585.”
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fig. 22 | Lorenzo Fragni, medal of Gregory XIII celebrating the visit of the Tenshō embassy, 1585. Bronze, 3.9 cm. Biblioteca Apostolica Vaticana, Vatican City, Md.Pont.Gregorius XIII 170. Reproduced by permission of Biblioteca Apostolica Vaticana, with all rights reserved. © 2024 Biblioteca Apostolica Vaticana.


Yet for at least one unnamed ecclesiastic, whose report is preserved in the Vatican Library, the Japanese lords’ obedience was insufficient.38 He recalled an earlier practice among European Christian kings, who also surrendered their kingdom to the pope in return for divine investiture of their kingship. According to the same document, while the three Kyushu lords had not presented their territories to the pontiff as an oblation, their obedience nevertheless offered an example for European sovereigns to follow. The confirmation of papal authority by faraway rulers enabled the papacy to reiterate its supremacy over temporal powers at home.

Since it was in Rome that Gregory established the ambassadorial status of the seminary students, no hitherto known documents written before their arrival in the city on March 22, 1585, refer to them as ambassadors. Writing to the Jesuit superior general Claudio Acquaviva from Cochin on October 28, 1583, Alessandro Valignano affectionately called the four Japanese youths “boys” (“niños”).39 Since they were to become Jesuit brothers, he did not want the pope to treat them ostentatiously, “like sons and ambassadors” of the Kyushu lords. As Valignano explained to Nuno Rodrigues on December 12, the boys were to render obedience to the pope in the names of their lords, which would inspire his support for the Japan mission.40 Three days later, Valignano notified Gregory XIII that the three Japanese lords had dispatched “some illustrious and noble Japanese children” to show their obedience and to kiss his feet.41

Similarly, European dignitaries and officers did not call the Japanese youths “ambassadors” prior to their Roman sojourn. On November 24, 1584, Philip II requested his ambassador in Rome, Enrique de Guzmán y Ribera, Count of Olivares, to assist “Don Mancio, grandson of the King of Hyūga, and Don Miguel, nephew of the King of Arima,” as well as “Don Julian and Don Martin,” who were traveling to the city in order to kiss the pope’s feet.42 On December 17, the Jesuit provincial of Toledo, Antonio Marcén, simply called them “these Japanese gentlemen.”43 On March 1, 1585, Matteo Forstani, a state official in Livorno, introduced the Japanese as “four Indian princes of the island of Japan” in his letter to Grand Duke Francesco I de’ Medici.44 On the seventh of the same month, Francesco similarly commented on “those princes of Japan” to his brother, Cardinal Ferdinando de’ Medici.45

Some chroniclers of Florence and Siena, where the embassy had traveled before visiting Rome, identified the Japanese as ambassadors; however, these texts were actually written after the embassy’s Roman sojourn. Agostino Lapini mentions the visit of the “ambassadors to Pope Gregory XIII” in Florence, which took place on March 8, 1585.46 But Lapini wrote about the Florentine visit only following their departure from Europe, which he also noted in his text. Francesco Settimanni, who discussed the “young Japanese ambassadors” in his twelve-volume chronicle of Florence, began composing it as late as 1700.47 Giuseppe Martelli wrote that “the ambassadors of the island of Japan” had arrived in Siena on March 14, 1585; his chronicle dates from 1675 or shortly thereafter.48



Papal Ceremonies for Ambassadors

As the Japanese students were approaching Rome, their status at the papal court was still undecided. On March 18, 1585, when they were staying in Montefiascone, a small town located just one hundred kilometers to the north of the city, Cardinal Filippo Boncompagni was notified of their upcoming arrival in the city. However, the papacy was unsure of how to receive the Japanese, since it was unclear whether they were coming “simply for devotion” or had been given a mandate from the three Catholic rulers in Kyushu “to render obedience” to the Apostolic See.49 If their incentive was the former, the pope would meet the youths privately, and if the latter was their purpose, he would welcome them in a public consistory. On March 19, Teodosio Panizza, an agent of Cardinal Luigi d’Este, heard a rumor at the papal court that the Japanese were traveling with a mandate to pay obedience.50 On the evening of March 20, an unnamed Jesuit arrived in Rome to confirm that their intention was to display their obeisance to the pope.51 The same Jesuit must also have submitted copies of the Kyushu rulers’ letters to the pope that the students were carrying, which would help him understand their intention.52 Gregory XIII consulted some cardinals and decided to meet the Japanese not in a private audience but in a public consistory.53 This grand meeting represented an “exceedingly great honor” for a guest and was organized for kings and their ambassadors who came to show obedience to the pope.54

The next morning, a day before the arrival of the Japanese, Gregory declared that he would receive them as ambassadors in a public consistory and did not wish for them to be seated.55 It was a distinct honor for ambassadors to stand close to the pope during papal ceremonies so that they could promptly assist and protect him.56 Gregory was not shy about showing satisfaction with his decision. With “much joy,” he told the Venetian ambassador Lorenzo Priuli that two of the Japanese were “grandsons/nephews” (“nipoti”) of kings, and another one was a nobleman (since Nakaura Julian was ill, the pope was informed of only three).57 Gregory added that they would demonstrate obedience to him on behalf of their powerful kings in a public consistory.

Some courtiers were bewildered by the pope’s assessment. Lorenzo Priuli heard from the Spanish ambassador in Rome, who had himself been notified from Spain, that the Japanese were not traveling in order to show obedience to the pope; rather, they were coming “only for devotion and to see” the sites of Rome.58 In Priuli’s mind, the Japanese were thus pious tourists. Priuli further wondered whether Philip II of Spain would approve of this papal decision, since he would lose the opportunity to subjugate Japan should its lords display obedience to the pope. According to a series of fifteenth-century and subsequent papal bulls, Portuguese and Spanish kings had the right to conquer newly discovered non-Christian lands. Moreover, many cardinals, including Pier Donato Cesi, were displeased at the pope’s decision to hold the public consistory for the Japanese based solely on the Jesuits’ claim.59

Upon the arrival of the Japanese, Gregory XIII appropriated diplomatic protocol to present them as ambassadors at the papal court. Scholarly studies have repeated, without much analysis, that the pope organized grand ceremonies to express his warmhearted welcoming of the embassy. Such ceremonies were, however, the ritual formalities for ambassadors. The pope utilized them in order to establish the ambassadorial status of the Japanese youths publicly. For the papacy, ambassadors who displayed obedience to the pope, or came to cement a new league and a peace treaty, deserved an elaborate reception, which included an entry parade and a welcome outside the city walls.60

Accordingly, on March 23, 1585, the papacy organized the grand entry of the Tenshō embassy starting from the Villa Giulia, located outside the city of Rome. The lightly armed equestrians took the lead in double rows, followed by grooms on red-caparisoned mules; as was “customary for entries of similar ambassadors,” the grooms wore the cardinals’ red hats slung over their shoulders (fig. 23).61 These hats represented the absent cardinals, who remained in the Vatican to serve the pope. The cardinals’ household staff, curia members, and minor nobles rode to the beat of drums, followed by military commanders and barons on beautifully decorated horses. Attired in purple, Francesco Mucanzio, the papal master of ceremonies, was mounted ahead of the kimono-clad Japanese (except for Julian, who was absent) astride Giacomo Boncompagni’s white horses, which were splendidly ornamented with gold-decorated caparisons of black velvet. Subsequently, other prelates, togati (magistrates and judges), soldiers, and Swiss guards brought up the rear of the parade. Once the Japanese arrived outside the Porta del Popolo, they were welcomed by Alessandro Musotti, bishop of Imola and papal majordomo, along with all the members of the papal court.62 They included prelates who assisted the pope and were dressed in saffron-colored clothing, riding mules decorated according to the custom of “the pontifical rite”; immediately behind this group, his chamberlains followed in red garments to “honor the entry of the ambassadors.”63
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fig. 23 | Mule-riding grooms with cardinals’ hats slung down their backs. From Antonio Tempesta, The Entry of an Ambassador into Rome, after 1593 (published by Giuseppe de’ Rossi, 1632). Etching, 22.0 × 45.2 cm. British Library, London, Popish Ceremonies I, 134.g.10, fol. 155. © The British Library Board.


After an exchange of greetings between Musotti and Mancio, facilitated by Diogo de Mesquita as translator, the procession passed through the Porta del Popolo. According to Gualtieri, “great lords, cardinals, and ambassadors, when they come to Rome, usually enact their solemn entries” from this northern city gate.64 The household staff of the ambassadors who had already been in Rome also paraded to the fanfare of drums and trumpets. Flanked by archbishops and bishops, the three Japanese rode in a line (Mancio was followed by Miguel and Martin).65 Escorted on both sides, ambassadors adopted a rectilinear formation when there were several of them. The chamberlains’ and barons’ red robes, together with the grooms’ red cardinal hats and red caparisons as well as the Swiss guards’ colorful uniforms, amplified the visual spectacle of the youths’ foreign clothes, which were decorated in gold and various other colors and were complemented by the black-and-white contrast of their horses and caparisons. The rich window and wall decorations further enhanced the splendor of the public ceremony as the Japanese proceeded through piazzas and streets. A multitude of people flocked to see them, including women who watched from windows to preserve their modesty. The procession continued along the Via di Ripetta, turning right to the church of Sant’Agostino, then on to Via di Tor Sanguigna and Via dei Banchi, where the participants made a turn over the Tiber. A cannon salute and music honored the youths as they entered the Sant’Angelo Bridge. Just as for “other ambassadors of kings,” the Japanese were thus welcomed by the entire papal court and the pope’s guards at the Porta del Popolo; flanked by “principal prelates” as they were saluted by artillery, they proceeded to the Vatican in order to take part in a public consistory at the Sala Regia.66

The Sala Regia was a hall where “Christian emperors and kings publicly render obedience to the Roman Pontificate, the supreme priest, visible head of the Holy Church, and vicar of Christ on Earth.”67 Gregory XIII wore a long red mantle (pluviale), alb (white liturgical garment), stole, belt, and papal tiara, which constituted papal ceremonial regalia for a public consistory.68 Following the prescribed court etiquette, Mancio, Miguel, and Martin kissed Gregory’s foot and hand; the first two then kissed the letters from the three Japanese rulers and handed them to the pope, who passed them to his secretary, Antonio Boccapaduli.69 As papal secretaries customarily read aloud the letters of ambassadors, he recited the Italian translation of the letters from Japan. In the scene of the public consistory depicted above the portrait of Gregory XIII in Ciappi’s print (fig. 18), the papal figure wears a long mantle and papal tiara, blessing the three kneeling Japanese; one of them wears a patterned kimono, but the details are rendered imprecisely. The hall is filled with seated cardinals and many other attendants. After the audience, as the pope was leaving the hall, he allowed the Japanese to hold the train of his robe, an honor normally assigned to the Holy Roman Emperor’s ambassador.70 Within the hierarchal order of secular European sovereigns, emperors outranked all others; hence, the pope designated the highest ambassadorial status that he could to the Japanese seminary students.



Information Control

As a result of the ceremonial pomp, the Japanese ambassadors’ visit to the papal court became an event worthy of notice in newsletters (avvisi) and diplomatic correspondence. Beyond this coverage, Gregory requested the publication of the letters from the three Japanese rulers and the oration that Gaspar Gonçalves had delivered at the public consistory.71 The Jesuits henceforth corrected the materials, translated them into Latin, and sent them to a publisher by March 30, 1585.72 The result was the Acta consistorii publice exhibiti a S. D. N. Gregorio Papa XIII (Rome: Francesco Zanetti, 1585), a booklet produced in Latin for a pan-European readership. It also included a speech that Antonio Boccapaduli delivered as a concluding remark.

Before the texts were printed, Gregory and the Jesuits carefully controlled information about the visit. The pope forbade the embassy from sharing copies of the letters or any reports with others, evidently so that he alone could codify and disseminate a narrative that worked in his favor through print media.73 The Jesuits also prohibited the copying of their manuscript before its publication, which would have allowed many variations to be penned.74 However, Camillo Capilupi, a representative of Duke Guglielmo Gonzaga of Mantua at the papal court, managed to acquire a copy of the letters via an unnamed female follower of the Society and forwarded it on to the duke.75

The letters of the Kyushu lords, which are translated into Latin in the Acta consistorii publice, were important for Gregory XIII as evidence of their spiritual subjugation to him. Ōtomo Yoshishige’s missive expresses a desire to personally visit the pope, “exhibiting obedience,” and to kiss the pope’s feet and place them on his own head.76 The text adds that Yoshishige cannot do so because of the wars at home and his advanced age. Arima Harunobu’s letter states that he wishes to prostrate himself before the pope “with great submission” in order to show his “obedience”; Harunobu also desires to place the pope’s feet on his head. Ōmura Sumitada’s letter lacks the word “obedience” but likewise conveys his intention to place the pope’s feet on his own head after kissing them.

In Buddhism, the highest form of veneration, which derived from ancient Indian custom, is chōrai bussoku (which is also called keishu and zumen sarai; fig. 24), that is, to hold a venerable person’s feet in one’s palms and touch them with one’s head while prostrating oneself. The act symbolizes submission to the Buddha’s teachings. By mentioning both the osculation and elevation of the pope’s feet, the samurai converts conflated Christian and Buddhist traditions in order to express their obedience to him.


[image: Picture of a kneeling Buddist monk, face on the floor, with upturned palms.]


fig. 24 | A Buddhist monk practicing chōrai bussoku while envisioning the Buddha’s feet on his palms. Photographed by the author.


None of the original letters from the three Kyushu lords is extant today. However, their surviving Spanish translations in the Biblioteca de la Real Academia de la Historia lack the term “obedience.”77 If the omission was not a translator’s error, the originals most probably did not contain that term. Indeed, other Spanish translations preserved in the Archivum Romanum Societatis Iesu (the Jesuits’ archives in Rome) contain editorial marks and marginal writings indicating that once the embassy reached the city, the Jesuits or someone close to them added expressions of obedience.78 These editors likewise inserted such expressions to the Italian translations of the letters to explain that the Japanese lords desired to lift the pope’s feet to show him obedience as Christ’s vicar.79

Recorded in the Acta consistorii publice, Gonçalves and Boccapaduli’s orations repeatedly endorse the Kyushu lords’ intent to demonstrate obedience. Gonçalves explains to the pope that “the very bellicose kings, conquered by the arms of faith and the preaching of evangelism,” sent their close relatives “to offer you obedience and faith.” As a learned Jesuit, Gonçalves refers to the legates sent from India to the Roman emperor Augustus, explaining that they “solicited friendship from the Romans as comrades and did not present obedience.” In contrast, Gonçalves stresses that Rome shall observe “surely these youths born in the topmost place and of a regal family prostrate before the feet of Supreme Pontiff Gregory and, in the name of their kings, not request friendship as his equals . . . , but express obedience as subjects.” Boccapaduli replies on the pope’s behalf that “the testimony of their faith, obedience, and devotion is embraced.”80

By printing and widely circulating the Acta consistorii publice, Gregory XIII promulgated standardized information on the Japanese royal obedience—and did so to his own advantage. Bearing his dragon emblem on the cover page, the Latin edition, issued on March 31 or April 1, 1585, was rapidly dispatched beyond Rome; the Italian translation appeared before April 27.81 The Acta consistorii publice was eventually translated into French and German, the full text and its excerpt being published not only in Italy, France, and Spain but also in the Flemish- and German-speaking regions and as far afield as Poland and Lithuania.82



Posthumous Commemorations of Obedience

The Japanese ambassadors’ rendering of obedience was such a great achievement for Gregory XIII that textual and pictorial programs commemorated it following his death. In his funeral eulogy for the pope on April 17, 1585, the Jesuit Stefano Tucci noted that the delegation from the distant islands of Japan, which were little known to the people of Rome, had visited the pope for this purpose.83 An epigraph for the statue of Gregory XIII in the Aula Consiliare of the Senatorial Palace on the Capitoline Hill similarly stated that he had received the Japanese kings’ ambassadors, who, for the first time, came to Rome in order to exhibit their obedience to the Apostolic See; they had endured three years of journeying “from the farthest islands of the New World.”84 Evidently, the Europeans viewed the recently “discovered” Japanese islands as an extension of the New World.85 After Gregory XIII’s demise, the public council added the epigraph to the statue, which had been sculpted by Pier Paolo Olivieri in 1576.86 In figure 20, the epigraph appears above the image of Olivieri’s statue, which may reflect how the slab was positioned at the time.87 In 1876, the governor of Rome moved the statue to the church of Santa Maria in Aracoeli, and the whereabouts of the epigraph are unknown today.88

Gregory XIII’s funerary monument at St. Peter’s, which has been little discussed in the literature on the Tenshō embassy, also served as a promotional site for the embassy’s visit. After the deaths of his cardinal-nephews, Filippo Boncompagni and Filippo Guastavillani, in 1586 and 1587, Giacomo Boncompagni oversaw the tomb project.89 Located in the north nave (the right side of the basilica upon entering), behind the bronze statue of St. Peter whose foot pilgrims traditionally rub, the mortuary complex occupied two opposing walls.

An inscription referring to Gregory XIII’s welcome of the Japanese ambassadors was to decorate the central niche of the south wall, where the painting of the Virgin and Child is placed today (fig. 25).90 One of the extant drafts for the inscription refers explicitly to the obedience of the Japanese princes from distant lands.91 The text published by Marcantonio Ciappi, which was possibly the final version, extolled the pope’s many achievements at length.92 These included the dispatch of embassies to remote places, the celebration of the Jubilee year, the introduction of the Gregorian calendar, the global establishment of seminaries, the distribution of alms, and the reception of the first Japanese ambassadors. The inscription was, however, most likely never placed. By 1590, Ottaviano Mascarino, the pope’s architect, had spent three years searching in vain for a suitable stone.93 When Ciappi published the text in 1596, he noted that the inscription was still “to be placed” (“da mettersi”).94
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fig. 25 | Funerary monument to Gregory XIV, 1591, with three monochrome frescoes from Gregory XIII’s tomb (from top left to right): His Nomination of Antonio Possevino as Envoy to Muscovy, Calendar Reform, and (at bottom left) Liberation of Captives. St. Peter’s, Vatican City. © Fabbrica di San Pietro in Vaticano.


The text was intended to complement several monochrome scenes of the pope’s notable deeds, which were depicted in fresco on both walls and almost certainly included an image of his meeting with the Tenshō embassy. The idea of illustrating Japanese figures in submission to the pope is noted in an archival record that documents various pictorial and allegorical decorations planned for his mortuary complex. Part of the text identifies the “Arrival of the Japanese: [the pope] receives the obedience of the Japanese” (“Venuta di Giapponesi // Japonum obedientiam suscipit”).95 Jürgen Krüger has identified one of the vault stuccoworks as a depiction of Gregory XIII’s meeting with the Tenshō embassy (fig. 26).96 However, this image portrays the pope, accompanied by a group of bishops, receiving a total of five figures, and not in the Sala Regia but in front of what appears to be St. Peter’s. The stuccowork represents either a new iconographical interpretation of Gregory’s audience with the Japanese or an altogether different subject.
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fig. 26 | Gregory XIII Receives the Tenshō Embassy (?), late sixteenth century (?). Gilt stucco decoration on the vault over the funerary monuments to Gregory XIII and Gregory XIV. St. Peter’s, Vatican City. © Fabbrica di San Pietro in Vaticano.


Instead, it is possible that the aforementioned document describes one of the fresco scenes. Only three of them on the south wall are extant today (fig. 25). The top two portray, from left to right, Gregory XIII’s appointment of Antonio Possevino as his diplomat to Muscovy and the promulgation of the Gregorian calendar, while the lower left fresco possibly shows the release of captives.97 The bottom right space in all likelihood was never frescoed.98 The north wall, which contained the oversized statue of Gregory XIII on his sarcophagus, underwent drastic renovation by Camillo Rusconi between 1715 and 1723. The appearance of this side before its demolition is recorded in Girolamo Frezza’s print (fig. 27) and a drawing attributed to Ciro Ferri.99 Both sheets illustrate that the upper right fresco once represented the pope’s opening of the Holy Door at St. Peter’s for the Jubilee. However, the themes of the other three are unclear. Unlike Frezza’s print, Ferri’s drawing indicates that the bottom spaces were also painted.


[image: Print showing Pope Gregory the Thirteenth’s elaborate funerary monument.]


fig. 27 | Girolamo Frezza, Funerary Monument to Gregory XIII Before Demolition. From Filippo Buonanni, Numismata summorum pontificum templi vaticani fabricam indicantia (Rome: Domenico Antonio Ercole, 1700), tav. 33. Bibliotheca Hertziana–Max Planck Institute for Art History, Rome, Dy 100-2960/a raro VIII.


Although it is difficult to identify which fresco portrayed the Japanese, I propose that the upper left space on the north wall conveyed their obedience. Details of this scene in Ferri’s drawing are unclear, but Frezza’s print shows at least one figure kneeling before the pope. Frezza quite possibly omitted the other two Japanese figures because of the limited space of the print; if not, he perhaps included them among the crowd in the background. In the print, the pope sports a papal tiara and long mantle and is surrounded by guards and many other attendants. As discussed above, this was the regalia worn by Gregory XIII to attend, along with a large crowd, the public consistory of the Tenshō embassy.

The depiction of a grand papal audience on the north wall recalls some other posthumous images of the Japanese youths displaying their obedience to the pope, though these are in a horizontal rather than vertical format. Though reduced in length, a mirror image of the public consistory scene in Ciappi’s print from 1590–91 (fig. 18) can be found in his 1596 biography of the pope (fig. 28), which also shows the kneeling Japanese before his enthroned figure surrounded by a large entourage. Within the text of the book, Ciappi further underscores that the Japanese rulers dispatched their ambassadors to “render obedience” to the pope.100 A less crowded image of the event is placed above the portrait of Gregory XIII in Ciappi’s other large print (fig. 19). In both of Ciappi’s sheets (figs. 18–19), the wide spaces of the audience scenes, though incorrectly dated as March 21 instead of 23, indicate the significance of the embassy’s obeisance to the pope’s glorification. An archival document records that Ciappi served in the household of Giacomo Boncompagni, who may have requested that he write the pope’s biography.101 The son no doubt desired another record of the first Japanese obedience for his father’s tomb.
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fig. 28 | Gregory XIII’s audience with the Tenshō embassy. From Marcantonio Ciappi, Compendio delle heroiche, et gloriose attioni, et santa vita di Papa Gregorio XIII (Rome: Accolti, 1596), 81. Kirishitan Bunko, Sophia University, Tokyo, JL-1596-KB6.




Mancio’s Fleeting Status

Having situated the drawing of Itō Mancio (fig. 5) in the larger context of ambassadorial obedience, we may yet wonder whether the artist also portrayed the other three Japanese. Perhaps he abandoned the production of further images after the death of Gregory XIII, or perhaps they were simply lost. Whatever the case, the high degree of deference Mancio was afforded at European courts explains the great weight given to his visual representation.

Of the two Japanese ambassadors, Mancio ranked higher, which reflected the status of his lord, Ōtomo Yoshishige. He was the greatest and most powerful among the three Kyushu Christians who dispatched the embassy.102 Yoshishige had received from the shogun the Kyushu tandai (a highly esteemed office that oversaw administration of the island) and possessed the shugoshiki (a prestigious governorship title) of six of its nine provinces. Moreover, Yoshishige’s home province of Bungo had two important Christian centers. In the capital, Funai, beginning in 1553, the Jesuits constructed a church, residence, orphanage, hospital, and college. Sometime before 1561 Yoshishige moved to Usuki, where the Jesuits built the novitiate. Though the extent of Yoshishige’s territories had diminished owing to his military defeats by the time the Tenshō embassy departed Japan, he was still the most powerful feudal lord in Kyushu. In contrast, Arima Harunobu and his uncle Ōmura Sumitada, whom Chijiwa Miguel represented, owned much smaller territories in the northwestern part of Kyushu.103

In addition to the sender’s status, individual pedigree mattered in the ranking system of the embassy. Daniello Bartoli explained that the four youths and other Japanese were categorized as ambassadors, companions, and pages, according to whether they had close or distant royal kinship or were merely of noble birth.104 Mancio was not Ōtomo Yoshishige’s blood relative but was a grandson of the lord of Hyūga, a large province located to the south of Bungo. Mancio’s uncle was married to a daughter of Yoshishige’s sister. Miguel was Arima Harunobu’s cousin and Ōmura Sumitada’s nephew. Conversely, Hara Martin’s linkage to Sumitada was not through direct bloodline; Martin’s sister was married to Sumitada’s brother. Julian was the son of Kozasa Sumiyoshi, the castellan of Nakaura Castle and Sumitada’s ally (Julian’s distant relative was married to the daughter of Sumitada’s cousin). Little is known about the backgrounds of Constantine and Augustine, except that they were from Isahaya and Ōmura in Kyushu.

Given the strict social hierarchy at court, Europeans treated the four youths differently. During a religious ceremony at Santa Maria sopra Minerva, Mancio and Miguel, as per their alleged royal lineage, stood to the pope’s right as ambassadors.105 The position was more prestigious than that occupied by his son, Giacomo Boncompagni, and their guest, the Marquis of Baden. Meanwhile, Martin was seated elsewhere. Mancio, moreover, took precedence over Miguel, parading in front of him during their cavalcade entry into the city of Rome. In the Sala Regia, Mancio presented Yoshishige’s missive to the pope before Miguel submitted those of his lords, Harunobu and Sumitada.106 Mancio’s preeminence was also distinguished in a woodcut printed from Milan that portrays the four youths around Diogo de Mesquita (fig. 29). The figure of Mancio holds a crown in his hand, since, according to the octave in the center of the sheet, he is a “royal” (“Regio”).
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fig. 29 | MDLXXXV. adì 23 agosto: Vennero a Milano, li giapponesi del MDLXXXV. adì 25 luglio. Et si partirono adì 3 agosto del sudetto, published by Bartolomeo Minolo in Milan, 1585. Woodcut, 30.5 × 36.8 cm. Civica Raccolta delle Stampe Achille Bertarelli, Milan, ASm54-30. © Comune di Milano, all rights reserved—Raccolta delle Stampe Achille Bertarelli, Castello Sforzesco, Milan.


Such a status would have emerged from the Jesuits’ presentation of Mancio as the grandson of the king of Hyūga, which was somewhat misleading.107 Just as in the case of Ōtomo Yoshishige, to call the lord of Hyūga a king was questionable. The Itō family, moreover, no longer ruled the province when the embassy departed for Europe in 1582. The family had held sovereignty over Hyūga since 1190, their power reaching its apex around 1568–72. But in 1577, the family lost a decisive battle to the Shimazu clan and fled across the mountains to Bungo. According to the Jesuit Pedro Ramón, when he first met Mancio in Funai, the boy was impoverished, wearing only a white hemp summer robe (katabira).108 Most likely writing in November 1596, the Franciscan Martín de Aguirre criticized his rival religious order for dispatching “the poor youths” and “sons of common people” under the title of princes.109 In response, Valignano stated that he had only presented these “knights” (“caballeros”), who were noble and close relatives of the kings, as “the first fruits of the Japanese seminary.”110 Valignano reiterated that he had requested no ceremonial spectacle for their reception; it was the European public that had called them “princes,” “kings,” and “heirs to the kingdoms of Japan.”

After the embassy’s departure from Europe, Valignano temporarily reevaluated Mancio’s preeminence when he supervised the publication of De missione legatorum Iaponensium ad Romanam curiam (Macao: in domo Societatis Iesu, 1590). The text features invented conversations of the four travelers describing what they had seen abroad to Chijiwa Miguel’s cousins, who had remained in Japan. The main narrator is Miguel, not Mancio, and the dialogues take place in Arima, not in Bungo. The shift of emphasis possibly reflects the change in Valignano’s evangelical policy after Ōtomo Yoshishige’s death on June 28, 1587 (Ōmura Sumitada had died five days before him).111 The following month, Toyotomi Hideyoshi, who became the new ruler of Japan after Nobunaga’s death, banned Christianity and expelled missionaries. Under pressure from Hideyoshi, Yoshishige’s heir, Yoshimune, abandoned his faith and persecuted Christians.112 In contrast, Arima Harunobu protected the Jesuits, who transferred their educational institutions to his lands.113 Most likely for this reason, De missione, which was written for seminary students, prominently features Harunobu’s ambassador, Miguel.

The portrait of Mancio (fig. 5) was produced at a moment when he held principal importance within the embassy. As this representation of his new ambassadorial identity makes clear, the status of the visitors from unfamiliar lands depended on how their cultural mediators (in this case, the Jesuits) presented them at court and how the hosting authority (Gregory XIII) interpreted it in accordance with his political interests. The pope utilized papal protocol and controlled information to proclaim the new status of the seminarians widely. In addition to such papal maneuvering, Europeans’ scarce knowledge of Japanese society and their heightened expectations that the Catholic visitors from afar were of high status elevated their stature. The obedience of these first-ever Japanese ambassadors was further commemorated in text and images to celebrate the pope’s achievements posthumously.







Chapter 2 Kimono Performances and Ad Hoc Gifts

Before the discovery of the Mancio drawing in 2005 (fig. 5), scholarly views of the embassy’s visual representations in Europe were shaped by Urbano Monte’s images (figs. 10–12) and an impression of the Augsburg woodcut—not fig. 13 but the one preserved in the Kyoto University Library—all of which depict the four youths in European clothing.1 In 1994, Judith Brown argued that Europeans portrayed them with Western garments and physiognomies since they “downplayed the differences between the Japanese and Europeans.”2 According to Brown, though Europeans were curious about the Japanese visitors, they searched for “a Japan devoid of Japanese” and viewed “the emissaries as extensions of themselves rather than as Others.” Her study holds that Europeans were pleased to find “the heart of a European courtier and the soul of a Christian” within these travelers from an alien culture.

While similarities went a long way toward facilitating the acceptance of the Japanese in Europe, I demonstrate that differences also greatly benefited their European hosts and Jesuit chaperones, as seen in the figure of Mancio in non-European clothes (fig. 5). This drawing reflected the political aspirations of both Gregory XIII and the Jesuits, who took advantage of the embassy’s cultural Otherness, however tailored for European acceptance. Since Europeans were interested in Japanese culture, regarding these pious youths as almost saintly, the Jesuits were able to utilize their worn kimono, personal belongings, and calligraphic gifts as an economic form of soft-power diplomacy. European curiosity about kimono can be found not only in the drawing of Mancio but also in other works of the embassy that have been erroneously believed to depict Western clothes. In general, Europeans responded positively to the foreign clothing, though a few contemporary writers had contrary opinions, which may have been influenced by their anti-Jesuit sentiments.


Early Kamishimo Ensemble

The Mancio drawing (fig. 5) visually records an early type of kamishimo that prevailed during the Azuchi-Momoyama period (ca. 1573–ca. 1615). A set of kamishimo (fig. 30), which means “upper-lower,” consists of a kataginu vest and wide hakama trousers, though the bust-length portrait of Mancio excludes the latter. Kataginu, which is translated as “shoulder clothing,” most likely developed from a samurai’s wide-sleeved suō robe (fig. 31) from which the sleeves were removed to allow greater freedom of movement.3 In the drawing of Mancio, the two pieces of cloth run diagonally and overlap above the waist, creating a V-shaped form. This manner of dress was reminiscent of how a suō was worn, with its front parts overlapping. By the mid-seventeenth century, the front parts narrowed and were vertically aligned (fig. 30).4 The shoulder width of a kamishimo was extended to emphasize the samurai’s power and dignity.


[image: Light blue linen kamishimo.]


fig. 30 | Kamishimo (kataginu vest and hakama trousers), nineteenth century. Linen, kataginu shoulder width 78.0 cm, hakama length 84.0 cm. Tokyo National Museum, Tokyo, inv. I-698. Image: TNM Image Archives.
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fig. 31 | Nineteenth-century copy of Hasegawa Tōhaku’s Portrait of Takeda Shingen (?), ca. 1572. The sitter wears a long-sleeved suō over kosode robes; on the left stands a tachi sword. Color on paper, 42.0 × 59.0 cm. Historiographical Institute, University of Tokyo, Tokyo.


An early-style kataginu is also depicted in a posthumous portrait of Renmaru (fig. 32), the fifth son of Hosokawa Fujitaka, who was a samurai lord, poet, and tea ceremony practitioner. According to the inscription above the painting, Renmaru died in 1587, possibly at the age of twelve.5 He was thus more or less a contemporary of Mancio. Unlike the straight shoulder line of Renmaru’s starched kataginu, Mancio’s softly drapes over his shoulders, having lost its crispness during his long voyage (fig. 5).6 Actually, some areas of the kimono were darkened by exposure to sunlight during the trip.7 The kataginu was placed over a layer of kosode, which was a long, sleeved garment. As seen in his portrait, Renmaru is dressed in three kosode robes, showing each collar, as was customary. The figure of Mancio likewise wears at least two kosode robes, though their collars are depicted in an awkward manner. The kataginu and kosode were tucked inside the hakama trousers and tied about the waist by a string; its knot is visible in the drawing of Mancio.


[image: ]


fig. 32 | Hanging scroll showing Hosokawa Renmaru, with an inscription dated 1587. Color on silk, 66.4 × 34.0 cm. Chōsoin, Kyoto.


In the drawing, the original colors, materials, and decorative motifs of Mancio’s kimono are unclear. The artist may have omitted them because of a lack of time or recorded them on separate sheets of paper. Additional information on the youths’ kamishimo can be gathered from Guido Gualtieri’s Relationi della venuta degli ambasciatori giaponesi a Roma sino alla partita di Lisbona (Rome: Francesco Zanetti, 1586). According to Gualtieri, the youths were dressed in two or three layers of kosode during their audience with King Philip II in Madrid on November 14, 1584.8 The thin taffeta or watered silk was white and decorated with multicolored images of birds, flowers, and foliage. The same silk and colors were used for the hakama; the kataginu was tailored from a similar but more richly decorated fabric.

Gualtieri also described the Japanese youths’ swords and footwear. They each had a set of katana; a Japanese man usually carried an uchigatana sword and a shorter wakizashi in his belt. Both swords are missing from the drawing of Mancio (fig. 5), which helps emphasize his spiritual vocation as a seminary student. The youths had leather tabi socks, where the big toe is separated from the others (fig. 33). Leather was traditionally used for tabi to protect the feet on the battlefield, but it was replaced by cotton after the Great Fire of Meireki in 1657.9 Since these socks were long (longer than the tabi used today), Gualtieri mistook them for high boots. With the tabi the youths wore a pair of setta, a leather-soled version of zōri (fig. 34). To Gualtieri, these flat sandals looked more like soles than shoes.
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fig. 33 | Tokugawa Ieyasu’s tabi socks, sixteenth–seventeenth century. Deerskin, 23.0 cm. Tokugawa Art Museum, Nagoya, inv. TAM000134. © Tokugawa Art Museum Image Archives / DNPartcom.
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fig. 34 | Setta sandals, mid-Edo period. Bamboo sheaths, rice straws, and cowhide, 25.0 cm. Matsunaga Hakimono Shiryōkan, Fukuyama City, Hiroshima, inv. 7754.


The four Japanese youths’ decorative white outfit may surprise those who are familiar with the simple hemp kamishimo (fig. 30) of blue or other subdued colors typical of the Edo period (1603/15–1868). In earlier years, however, kamishimo were made from gold and vibrantly colored brocades, damasks, satins, and karaori cloths (karaori is a luxurious fabric where the woven patterns are slightly raised, as though embroidered).10 According to the Kamakura nenchū gyōji (Annual events of the Kamakura potentates), which was compiled in 1456, a governor general wore a gold brocade kataginu on his way to the battlefield.11 In the handscroll of the Shinnyō-dō engi (Legends of Shinnyō-dō; fig. 35), painted in 1524, a young man is dressed in a red kosode, and another youth’s kosode has striped sleeves. Their kosode and kamishimo ensembles show contrasting colors or designs on the left and right sides, a style called katami gawari, which was popular during the Azuchi-Momoyama period. Underneath an extremely light blue kamishimo, Renmaru (fig. 32) also sports a kosode of katami gawari design; his chest and sleeves display a reversed placement of the floral and checkered fabrics. Boys and young men of this period wore bright colors and bold, fashionable designs.12
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fig. 35 | Two male figures on the right wear kamishimo in katami gawari style. Detail from the Shinnyō-dō engi (Legends of Shinnyō-dō), 1524. Handscroll, color on paper. Shinshō Gokurakuji (Shinnyō-dō), Kyoto.


The Japanese travelers also brought over a kosode of katami gawari, as recorded in a drawing attributed to Federico Zuccari, who himself owned a kimono probably during the mid-1590s (fig. 36).13 In the drawing, colors and patterns are juxtaposed on the right and left sides and on the top and bottom parts, where black circles are contrasted with red squares within the dynamically intersecting bands. Zuccari would have employed red and black to indicate the different hues of the kimono rather than its actual colors. Wearing just a kosode without hakama—a style known as kinagashi, commonly worn in public by the non-samurai class—the figure may represent a page, either Constantine Dourado or Augustine. Alternatively, the drawing may portray one of the four youths in a private setting. From the figure’s belt hangs a piece of drapery, possibly a koshiate (translated as “an attachment to the hip”).14 The koshiate was used to sit upon or to keep the body warm, especially while traveling. On the right of the drapery is portrayed the sheath of a sword, though not directly aligned with its handle. Around the figure’s left foot, the wavy outlines represent a zōri sandal.
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fig. 36 | Federico Zuccari, Male Figure in Japanese Costume, 1584/1585. Black and red chalk on paper, 23.9 × 14.6 cm. Département des Arts Graphiques, Musée du Louvre, Paris, INV4587 (verso). Photo © RMN–Grand Palais (Musée du Louvre) / Michel Urtado / distributed by AMF.


The sheet’s other side shows another figure with short hair, clad in kamishimo, as captured from behind in elongated mannerist proportion (fig. 37). The artist applied red to render the kosode collar and kōshi (lattice) patterns on the figure’s left sleeve, where colorful images of birds and plants would have filled the rectangular spaces and their borders. Below this sleeve, a patch of the kosode is visible through one of the side slits of the trousers. Zuccari carefully portrayed how the long, voluminous sleeves folded on the figure’s back. Curiously, he also added light lines to adjust the shoulder line of the worn-out kataginu. On his left hangs a katana, though its angle is overly vertical. Swords were carried at a slant for quick access.
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fig. 37 | Federico Zuccari, Male Figure in Japanese Costume, 1584/1585. Black and red chalk on paper, 23.9 × 14.6 cm. Département des Arts Graphiques, Musée du Louvre, Paris, INV4587 (recto). Photo © RMN–Grand Palais (Musée du Louvre) / Michel Urtado / distributed by AMF.




A Euro-Japanese Hybrid

While traveling abroad, the four youths complemented their kimono with a few pieces of European clothing, such as headdresses, ruffs, and undergarments.15 Both the Mancio drawing (fig. 5) and Zuccari’s sketches (figs. 36–37) show ruffs, while the latter images also reveal the tight sleeves of the undergarments, which were doublets. The youths’ doublets were made of white satin in conformity with the background color of their kimono.

According to Gualtieri, the embassy had the doublets tailored in India—most likely in Goa.16 The city had been a Portuguese colony since 1510 and was a convenient place to shop for European clothes. Jan Huygen van Linschoten, a Dutch traveler who lived there between 1583 and 1588, identified a number of shops where Indian merchants sold silks, satins, and damasks as well as velvets and other textiles from Portugal. It was possible to find “all kindes of linnen, and shirts, with [other] clothes ready made for all sortes of persons, as well slaves as Portingales, and of all other linnen worke that may bee desired.”17

The European sartorial supplements not only enhanced the appearance of the four Japanese but also covered their heads, necks, and arms, since it was inappropriate to exhibit them in European society.18 As seen in Renmaru’s low neckline, a kosode exposes the neck (fig. 32). The drawing of Mancio indicates that he adjusted it by wearing his kosode robes very close to his chin (fig. 5). According to Gualtieri, the youths also added a doublet, since the sleeves of their kosode were only of three-quarter length.19 The embassy’s decision was therefore to avoid offending European viewers who might be uncomfortable at the sight of the alien visitors’ bare skin.20 Moreover, compliance with local fashion was a courteous gesture in the performative context of diplomatic meetings. Gualtieri wrote that although Japanese people usually wore nothing on their heads, the four youths put on a small Indian-style hat during their audience with Philip II “to accommodate themselves a little more to our nations.”21 In particular, the youths had to adjust their kimono fashion to European standards in order to win the respect of local courtiers.



Valignano’s Fashion Instructions

Neither the Japanese youths’ mothers nor their samurai lords selected their kimono; according to Daniello Bartoli, it was Alessandro Valignano who chose the robes.22 Bartoli states that each of the youths had two sets of kimono: one to wear before the Spanish king, the other before the pope. Bartoli explains that these Japanese robes were modest, since Valignano did not want his protégés to draw undue attention to themselves during their travel, which had a distinctly spiritual purpose.

Valignano’s thoughts about the youths’ outfits are recorded in the instructions that he gave to Nuno Rodrigues while in Goa.23 As often noted in studies on the embassy, Rodrigues was to procure satin replacements in Portugal if the youths outgrew their kataginu and hakama or if the clothes eventually wore out. Valignano also ordered that they should go to King Philip II’s palace in a coach, or at least on horseback, and should be escorted; they were not to go outdoors in their Japanese costumes. Evidently, Valignano was concerned with how to appropriately present the kimono-clad Japanese with dignity and protect them from excessive public scrutiny.

A fresh look at Valignano’s instructions reveals that he politicized the youths’ kimono at the European courts, a setting the Jesuits had to navigate with great care and acuity. The question of court diplomacy was complicated, since Henry I of Portugal had died without an heir in 1580; Philip II of Spain annexed Portugal, formally appointing his nephew, Cardinal-Archduke Albert VII of Austria, as viceroy on January 31, 1583. Quickly responding to the new power map of the Iberian Peninsula, Valignano stipulated that the Japanese youths should wear their kimono when they met Philip for the first time. But if Philip was staying in Portugal, the embassy needed to discern from his associates whether the Japanese should put on their kimono to visit the viceroy and others. Valignano thus correlated the youths’ array with the hierarchal order of power at court, reserving the official display of their kimono for the foremost authority of a state in his honor. If the king was outside Portugal, Valignano added, the Japanese could wear their traditional clothing before Albert but nobody else—at least until they understood the cardinal’s intentions. In any case, the youths were to wear their kimono only to meet royalty.

Valignano intended the youths’ unusual clothes to stir the European potentates’ interest in Japanese culture during their meetings. On other occasions, the four were to dress in clothing typical of the locales they visited, as explained by Chijiwa Miguel in De missione: “It was decided, on the prudent advice of the Father Visitor, that we should follow the usage of the regions where we were staying, and should as far as possible use their clothing and language. When we went to visit the foremost men of Europe, however, and to explain to them the condition and the character of the Japanese, we were to wear Japanese dress, since they would be more taken with that.”24 Valignano’s stratagem turned out to be effective, as the four youths’ kimono fascinated Philip II at the Alcázar Palace. The Portuguese nobleman Cristóvão de Moura noted that he had never seen the king so cordial.25 Philip touched Mancio’s robe and made him turn around to check whether the koshiita, a piece of board that is inserted in the back of hakama trousers, was soft or hard. In Zuccari’s drawing (fig. 37), the koshiita would be placed within the trapezoidal section around the waist. The curious king also examined the leather sole of a zōri sandal (fig. 34) and the craftsmanship of the katana blade and sheath. In the end, he kept the Japanese for as long as forty-five minutes, asking many questions about their native land.26



Kimono as Royal and Ambassadorial Court Costume

Valignano’s designation of kamishimo as the youths’ official ceremonial costume before the Spanish king indicates that the Japanese had already begun to treat the ensemble as formal wear. Costume historians have often viewed kamishimo only as a semiformal outfit, unlike the hitatare, daimon, and suō (fig. 31), all long-sleeved, which samurai traditionally wore on official public occasions.27 However, the era of civil war (sengoku jidai) was a moment of transition when many new customs replaced old traditions. Hence the kamishimo would have supplanted or at least supplemented the three types of formal wear.28 In fact, an increasing number of samurai were depicted in their kamishimo, as seen in the portrait of Hosokawa Renmaru (fig. 32). Later in 1620–21, the Portuguese Jesuit João “Tçûzu” Rodrigues explained that the kamishimo and kahama were formal clothes worn to visit the shogun and other dignitaries.29

What is more, as the Japanese youths traveled in Europe, their samurai formal wear became a “royal” costume. Such a connotation is recorded in a letter from Matteo Forstani, an officer in Livorno, a Florentine port where the youths disembarked on their way to Florence and Rome. On March 1, 1585, he wrote to Antonio Serguidi, secretary of Grand Duke Francesco I de’ Medici in Florence: “They go to the pope and put on the clothes used by their great royals, and only to the Spanish king have they gone in this attire; then for the rest, they went in Theatine [sic: Jesuit] clothing, and from what a Roman Theatine [sic: Jesuit] tells me, they will come to visit the Grand Duke in regal attire; they will not give such demonstrations other than to the Grand Duke and to the pope.”30

Although the Jesuits intended to treat the embassy’s kimono as official ceremonial clothing for meeting the foremost sacred and secular powers of the Catholic world, they evidently made an exception in order to win the favor of Francesco and his second wife, Bianca Cappello. They took an audience with the kimono-clad embassy at their palace in Pisa on March 2, 1585. Francesco had previously been only a tepid supporter of the Jesuits, while Bianca had shown little interest.31 The sartorial strategy appears to have been successful, as the couple warmly entertained the Japanese in Pisa and Florence, where they stayed until March 13.32

According to an anonymous author, Francesco had his favorite artist, Bernardo Buontalenti, portray Mancio in his Japanese “regal clothing.”33 The author mentioned the vest (kataginu), “Turkish-style” trousers (hakama), and belt, but he also described them as being embroidered with valuable jewels, such as emeralds, rubies, and pearls. The report thus includes fanciful descriptions, though its specific reference to Buontalenti suggests that he may well have painted a portrait of Mancio. If so, it would have helped promote Francesco’s power by visually vaunting his exclusive access to the Japanese in their royal dress.

In Rome, where Gregory XIII cemented the ambassadorial status of the Japanese (see chapter 1), their kimono gained added value. Francesco Mucanzio, the papal master of ceremonies, noted that it was customary in Japan for ambassadors to wear such a costume when they were dispatched to princes.34 This statement indicates that the youths’ kimono defined not only their courtly status but also the princely standing of their hosts.



Private Kimono Displays

In reality, the Spanish king, the pope, and the Medici ducal couple were not the only viewers of the youths’ kimono; other Europeans also saw the garments on special occasions. The four youths had already worn their kimono in Goa before Francisco de Mascarenhas, viceroy of Portuguese India.35 It would have been difficult for the Jesuits to reject powerful individuals’ requests to see the rare foreign clothing, let alone resist utilizing it for their missionary agenda. However, the Jesuits still had to satisfy Alessandro Valignano’s directives, and what they did was to show the kimono privately. Of course, the distinction between what is private and what is public is sometimes ambiguous. But here I consider the embassy’s private displays to be ad hoc, unofficial events that took place in intimate and closed settings. Meanwhile, public situations included formal audiences and pageantries on dates that had been fixed in advance and constituted part of official state or court rituals in their designated ceremonial spaces.

The first private display had already taken place for a Jesuit enclave just a few days after the embassy’s arrival at Lisbon on August 11, 1584. The Japanese visited the Jesuit College of Santo Antão, where they received a warm welcome from the rector, students, and members of the Society.36 In order to thank the hosts for their hospitality, and knowing that they wanted to see Japanese clothing, the youths obliged by wearing their kimono. But they did so only after visitors from outside the college had departed. The Japanese then enacted sakazuki goto—the ceremony of drinking sake from the same cup as a mark of friendship, trust, and alliance. By offering a direct experience of the Japanese costume and custom, the Jesuits perhaps wanted the college students to become interested in foreign cultures and take on the mission of evangelization in Japan. Founded in 1552, the college was one of the Jesuits’ educational headquarters in Europe.

The next individual to see the embassy’s kimono was Albert VII. For his official audience on August 13 at the Ribeira Palace, the main royal residence in Lisbon, the Japanese wore European-style clothing (see chapter 3). This sartorial choice was evidently made to preserve the kimono for the ensuing meeting with Philip II in Madrid. To avoid the stifling summer heat, Albert thereafter relocated to the mountains of Sintra, inviting the embassy to join him for a respite. It was at this palace for summer retreats that the Japanese privately showed their kimono, which Albert wanted to see. After dinner, the youths changed into their kimono at the monastery of Penha Longa, where they were lodging.37 They departed in Albert’s coach for his residence, where he was waiting with a small coterie of attendants. The Jesuits would have felt obligated to comply with Albert’s request, since he was not only Philip II’s nephew and viceroy but also a papal legate, wielding great administrative and juridical power in Portugal and its Indies.38 Instructed by Valignano, the Jesuits further needed to obtain from Albert a passport to travel freely to Madrid, which he granted—along with a gift of 300 cruzados to cover the costs of their journey.39

The Japanese then displayed their traditional costumes to Teotónio de Bragança, archbishop of Évora, who was one of the most powerful nobles in Portugal and a supporter of the Jesuits in Japan. Sometime before December 25, 1579, Teotónio had delivered an affectionate letter to them along with a box filled with Agnus Dei objects, reliquaries, and rosaries.40 He also sent a breviary and a large clock, which Alessandro Valignano thanked him for in 1580; the latter planned to gift the clock to Oda Nobunaga, his son, or some other powerful lord. Writing from Goa on December 17, 1583, Valignano addressed Teotónio as the “protector and defender of India and Japan” and requested that he afford the youths much courtesy “for the particular love you have for Japan.”41 Teotónio accordingly accommodated the embassy well during its stay in Montemor-o-Novo and Évora between September 7 and 15, 1584. He contributed 250 gold coins for the embassy’s trip and, upon its return from Rome, a further 1,000 gold coins, as well as silk tapestries (lost in a shipwreck), relics, and chapel ornaments.42 The archbishop promised to help with the opening of another Jesuit school in Japan and to dispatch some missionaries along with the staff to cultivate grapes for wine, which would be used during Mass. As a sign of gratitude, the Japanese invited him to their lodging to show their kimono; Teotónio came with his nephew and a priest.

Traveling further northeastward to Vila Viçosa, the youths covertly showed their kimono after dark to other Bragança family members at their residence.43 Duke Teodósio II, then only sixteen, was the archbishop’s nephew. The duke’s mother, Catarina, was a granddaughter of King Manuel of Portugal and one of the legitimate successors to the Portuguese throne, though she ultimately lost her claim to her cousin Philip II of Spain. At Catarina and her son’s request, the Japanese displayed their kimono. She advised them to visit the family at night if they did not want others to see them in their Japanese robes. As soon as the youths entered the room where the duke, his mother and brothers, and a few servants were waiting, the door was shut so as to prevent anyone else from seeing the kimono.

The special display was worthwhile for the Jesuits, since the Braganças had a strong influence in the East Indies. Between 1558 and 1561, Constantino de Bragança (brother of Duke Teodósio II’s grandfather) was viceroy of India. Associates of the family served as captains of ships as well as military and administrative officers in the East Indies over an extended period.44 In 1584, Philip II also granted the family license to trade in luxury spices, such as cinnamon, cloves, and nutmeg, without incurring import taxes. Accordingly, the Bragança agents in Goa and Cochin shipped approximately six thousand quintals of spices to Lisbon before 1602; these were valued at more than 500,000 cruzados.

After these private sartorial displays, the Japanese youths finally wore their kimono during their official audience with Philip II at the Alcázar Palace, which was attended by Philip III and his other children. The next day, the Japanese donned the robes again before Philip II’s sister, Empress Maria of Austria, and her ladies-in-waiting, including Leonor de Mascarenhas.45 Since Maria was a member of the royal family, the youths’ visit accorded with Valignano’s instructions. Moreover, Maria and Leonor were two of the Jesuits’ most important female supporters. According to Ignatius of Loyola, Maria, who had been introduced to the Jesuits through Leonor, was “sincerely attached to the Society.”46 Leonor had assisted Ignatius and his colleagues even before they founded their Society and had made donations to establish a Jesuit college in Madrid.47



Outdoor Papal Pageantries

Following Valignano’s sartorial prescription, the youths had only worn their Japanese clothing in enclosed spaces during their Iberian and Tuscan sojourn.48 Even the windows of the coaches to the Alcázar Palace had been covered to prevent the public from glimpsing the youths in their kimono.49 Clearly, Europeans were curious about the visitors’ customary clothing. Before their arrival in Rome, Francesco Babbi, secretary to the Florentine ambassador, reported that people in the city desired to see them in their traditional robes.50 Once in Rome, the youths joined Gregory XIII’s open-air pageantries; clad in kimono, they participated in the entry cavalcade on their way to attend the public consistory at the Vatican on March 23. Two days later, they put on the other kimono set to parade with the pope and his large entourage to Santa Maria sopra Minerva.51

The youths most likely sported kamishimo on March 23, possibly the ensemble illustrated in the Mancio drawing (fig. 5). According to Francesco Mucanzio, during the entry parade, the Japanese wore long breeches (hakama) and a narrow/tied chlamys (“clamidem strictam”), which had sleeves and reached the navel; it is possible that he misunderstood the kosode sleeves to be part of the kataginu.52 Mucanzio added that the Japanese clothes had images of birds, flowers, and foliage in gold and various colors. The avviso of March 23 more clearly states that the Japanese had gold “sleeveless tunics” (kataginu) over silk clothes with colorful images of birds.53 In addition, they carried swords at their sides and had feathered hats. Also writing on that date, Daniele Annibale, an agent of Cardinal Luigi d’Este, reported that the youths wore an Italian hat, white trousers, a low-necked tunic (kosode) of gold figured cloth, and above it, an item of clothing similar to a monk’s “scapular” (kataginu), which was painted with images of flowers and birds; they further had “slippers [made] of the same cloth.”54 Since the Japanese traditionally did not wear such slippers, Annibale possibly did not observe the youths’ footwear.55 Or he may have mistook leather for silk; the thin and soft leather of the embassy’s tabi socks, which were colored and shiny, looked like silk to Europeans.56 Almost a century later, Daniello Bartoli repeated that the youths had entered Rome in their vest-trouser ensemble; however, he was merely appropriating Guido Gualtieri’s description of the kamishimo that they wore during Philip II’s audience.57 The youths wore Japanese robes of different colors to Santa Maria sopra Minerva on March 25.

After the parade to Santa Maria sopra Minerva, the Japanese refrained from wearing their kimono in public. Teodosio Panizza wrote that day, “It is said, however, that they are displeased to appear any more in their aforesaid clothing and that they want to dress in our mode.”58 Gualtieri explained that Japanese clothing “was put aside after that time for being much different from ours.”59 The Jesuits were most likely concerned that the difference in appearance would bring overt attention to their seminary students.60 Inordinate display of these future religious leaders in their kimono would have risked turning them into exotic performers for the populace.

For the rest of their stay in Europe, the Japanese youths did not put on their kimono outside or during major court ceremonies. Instead of having the Japanese wear their kimono, Diogo de Mesquita only showed the garb, along with their swords, to Paolo Giordano I Orsini, Duke of Bracciano, and his new wife, Vittoria Accoramboni.61 On April 24, 1585, Giordano had married his long-term mistress after the murder of her husband, for which he was rumored to be responsible. Two months later, on June 15, the newlyweds were visiting Pesaro at the same time as the embassy. In Mantua, after a dinner with Duke Guglielmo Gonzaga and his son Vincenzo, the Japanese youths had their robes brought over for the prince to look at them.62 In Ferrara, on June 25, the Japanese did change into their kimono when they visited Duchess Margherita Gonzaga (Vincenzo’s sister and Alfonso II d’Este’s wife) in the evening to say farewell and hear “the concert of the ladies.”63 Women also played a part in Italian court diplomacy and often received guests in their apartments. Although Valignano had instructed that the kimono-clad youths should not visit non-royals, the Jesuits possibly judged that one heartfelt deviation upon the embassy’s departure, within the confines of the women’s area, was acceptable. However, in the Republic of Venice, the Japanese did not wear their kimono during their official audience with the doge and his male officers in the Sala del Collegio at the Doge’s Palace, contrary to Bartoli’s statement that they did so.64 Perhaps the Grand Duchy of Tuscany was important enough to merit an exception. This was not the case for lesser dukedoms and republics.



Used Clothes as Courtly Gifts

The high social value of the youths’ Japanese clothes in Europe can also be deduced from the fact that the Jesuits offered them as gifts at various courts. The embassy was ill-prepared for the courtly practice of gift exchanges. As Diogo de Mesquita apologetically told Philip II, since he and his travel companions had rapidly embarked from Nagasaki and faced a long journey, they could not bring much with them.65 The pope nonetheless elevated the seminary students to royal ambassadors, and they traveled to many Italian cities as such. Local lords and governors welcomed the pope’s special guests, giving them sumptuous gifts to take back home.66 Devoid of reciprocal gifts that matched their new status, the youths ended up offering the clothes and swords that had served their purpose as ceremonial regalia.67 In Florence, it appears that they had already given a Japanese robe to Francesco I de’ Medici.68 To Duke Alfonso II d’Este in Ferrara, the Japanese gifted “a long robe” (most likely a kosode) as well as “a beautiful sword” that had belonged to Ōtomo Yoshishige.69 As late as 1669, a “scimitar in the Chinese style from a Japanese king,” though lost today, was recorded in the inventory of the Este collection.70 In Mantua, the Japanese likewise gave their clothes and swords to Guglielmo and Vincenzo Gonzaga.71

Another recipient was the Republic of Venice, which presented the embassy with a number of gifts, including nine costly cloths of velvet, damask, satin, and tabby silk in crimson and pavonazzo (dark reddish-purple), four of them with gold threads.72 Gabriele Carzoni, an agent of Guglielmo Gonzaga, cynically reported that “the Jesuit fathers have kindly donated old clothes to the government in order to get new ones.”73 It is difficult to identify the Japanese robes that the embassy gave to the Venetian Republic, which interpreted each foreign item through the lens of local sartorial tradition. The republic obtained a set of white tabby-woven hakama and what seems to be a kataginu, which was painted with colorful images of birds, flowers, and foliage.74 The embassy gifted another garment, which was perhaps a dōbuku (cloak) of figured brocade in turquoise and yellow silk that included images of foliage.75 As seen in Hasekura Rokuemon’s portrait (fig. 7), a dōbuku was worn over a kosode robe or over armor. The Tenshō embassy further donated a long taffeta overdress (“sopravesta”), which was partially painted in various colors and lined with red sarcenet.76 The Venetians misinterpreted a kosode as an external gown, as the Japanese had not worn their kimono in Venice.

The embassy, moreover, gave what appears to be an uchigatana and three short swords to the Republic of Venice. Placed inside a sheath of mother-of-pearl inlay, the “scimitar” was decorated with a gold pommel (kashira) and two “rings” (“vere”), which were probably seppa spacers for the tsuba guard.77 One “knife” had a golden handle; a sageo cord, which was used to secure the sheath to the belt, was braided with variously colored silks. A “small dagger” was preserved within a black (possibly lacquered) sheath with gold decoration, paired with a “small knife,” which had a silver handle and two gold “rings.” For the Venetians, the embassy’s gifts were precious enough to be preserved in their armory at the Doge’s Palace.78 In this repository, the republic kept not only weapons but also valuable gifts from popes, kings, and other dignitaries.



Portable Writing Tools and Calligraphy

The Japanese made use of their other personal belongings that they had not originally brought as courtly gifts. Francesco de’ Medici received “an inkwell of black, shining, and very sweet-smelling wood” and “a piece of that wood or bone.”79 Both objects would have been lacquered or made of karaki, precious imported hardwood such as ebony, though the anonymous writer included a rumor that they were made from the horn of an elephant-killing rhinoceros. These items constituted a yatate, a portable writing utensil that contained an inkwell and a shaft for a brush (fig. 38).80 Users put drops of water on the ink-soaked cotton or moxa (mogusa) inside the inkwell. The shaft and inkwell could be joined or separate, a type that the youths would have given to Francesco. The Japanese travelers no doubt carried a yatate and Japanese paper, as they jotted down “the most notable things” during their studies abroad.81 Two sheets of Japanese paper also became gifts for Francesco; they were so diaphanous that “one cannot think which pen or ink to write with.”82 Two other sheets given to him bore references to God and the Virgin Mary in Japanese. They probably served as special prayer aids.
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fig. 38 | Yatate (portable brush and inkwell), which contains a brush in the shaft, nineteenth century. Karaki wood (shaft and inkwell), bamboo (ojime bead). Shaft 21.8 × 0.21 cm, inkwell 4.0 × 3.5 cm, ojime 1.2 × 0.6 cm. Sagemonoya Gallery, Tokyo. Courtesy of the Sagemonoya Gallery (Tokyo).


In 2003, an example of such items was discovered: a sheet that shows passages from the Book of Psalms and was given to Bernard Maciejowski (fig. 39).83 Maciejowski, a close Polish associate of the Society, moved to Rome in February 1584 in order to study theology at the Collegio Romano. He was thus staying in Rome at the same time as the Tenshō embassy. Maciejowski later became archbishop of Gniezno and gifted the illustrated Crusader Bible to Shah Abbas I of Persia. Preserved in a silver frame containing Maciejowski’s coat of arms, this sheet of paper, certainly Japanese, was once painted in red and decorated with gold leaf, which is still visible in a few spots. Written in forceful yet elegant brushstrokes, the Japanese translation of the biblical text reveals George Loyola’s handwriting.84 As an excellent calligrapher, he was suited to working as an amanuensis (yūhitsu); the samurai class commonly employed amanuenses.
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fig. 39 | A sheet of paper containing Psalm passages given to Bernard Maciejowski by the Tenshō embassy, 1585. Jagiellonian University Library, Krakow, BJ Rkp. Przyb. 74/15.


Expressed with fluid brushstrokes, Japanese text, which reads from top to bottom and from right to left, was fascinating to the European eye. When the youths presented the letters from their Kyushu lords to Philip II during their audience, he asked them how to write Japanese characters.85 The king was surprised to discover that the Japanese began reading from the far right of the paper, where the Europeans finished reading their text.

Europeans further endowed the pious travelers’ gifts of exotic writings with great spiritual significance, especially given the long, hazardous journeys that they had made for their faith. Carlo Arnaldi, a chronicler in Vicenza, stated that “one can say that these new Christians were saints.”86 In Mantua, the elderly in particular kneeled down, crying and blessing the youths as their carriage passed by.87 In Pizzighettone, priests and locals touched the legs of the Japanese with their hands and rosaries while they were venerating relics in a church.

From the Jesuit perspective, a calligraphic gift was convenient and costless, save for the brush, ink, and paper. As requested by the prior at Escorial, the embassy also gifted the Ten Commandments written in Japanese in addition to a sheet of torinoko paper on which George Loyola inscribed some words of praise for Philip II and his monastery (both writings are lost today).88 The Japanese text was accompanied with its Spanish translation, which Mesquita would have provided.89 Made from the bark of a gampi shrub, torinoko, which means “a bird’s child,” is a smooth, lightly yellow paper (similar in color to egg yolk). It was used for elegantly written texts, such as sutras and poems.

The embassy utilized elaborate calligraphic gifts for other prepotent hosts, though the handwriting of the Japanese text indicates that George Loyola was the amanuensis for them.90 One of them was a thank-you letter that the embassy presented to the Republic of Venice (fig. 40), which is discussed in chapter 4. Itō Mancio also dispatched a letter from Milan to Mantua in order to express gratitude to Vincenzo Gonzaga for his hospitality (fig. 41). Like the prayer card for Maciejowski, the right side of the Japanese paper in Mantua has lost its red color through exposure to sunlight. The left section bearing the Italian translation, which was once folded over, still retains the original tint.91 Although the Italian part is today cut away from the main body of the letter, they were still of a piece in 1901. Bianca Cappello also received a thank-you letter from Mancio written on red Japanese paper.92 The Japanese text shows George Loyola’s handwriting, while the Spanish part was probably composed by Mesquita.


[image: Letter showing Japanese calligraphy on the right side and Italian on the left.]


fig. 40 | Letter from the Tenshō embassy to the Venetian Republic, dated July 2, 1585. Ink on paper, 31.8 × 41.7 cm. Biblioteca Apostolica Vaticana, Vatican City, Borg. Cinesi 536, 1r. Reproduced by permission of Biblioteca Apostolica Vaticana, with all rights reserved. © 2024 Biblioteca Apostolica Vaticana.
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fig. 41 | Letter from Itō Mancio to Vincenzo Gonzaga, dated August 2, 1585. Ink on paper, 37.5 × 31.5 cm. Archivio di Stato di Mantova, Mantua, Archivio Gonzaga, b. 1703, 779bis.


Perhaps the stock of Japanese paper was limited, since the embassy used European alternatives at times. The youths presented a sheet of European paper to the citizens of Imola in order to thank them for their warm welcome. European paper was also used for a letter sent from Venice by Mancio to Alfonso II d’Este; the letter was destroyed during the Second World War.93 The origins of the paper gifted on other occasions are undocumented.94 While in Mantua, the embassy presented some pieces of paper containing Japanese writings to Guglielmo Gonzaga. The embassy also gave a sheet written with Japanese letters and the four youths’ names to the chief magistrate and captain of Verona.



Japanese Paintings

Apart from the expedient calligraphic gifts, the Tenshō embassy did bring some valuable souvenirs from Japan—most importantly the pair of Oda Nobunaga’s folding screens for Gregory XIII (now lost). Attributed to Kanō Eitoku, the foremost Japanese painter of that period, the screens portrayed Nobunaga’s new castle and city; the latter view most likely included the Azuchi seminary located on the top floor of the Jesuits’ residence, which they had built on a plot of land given by him.95 These paintings were certainly in the style of “scenes in and around the capital” (rakuchū rakugaizu), a type of byōbu that minutely represented bustling city life seen through golden clouds from a bird’s-eye perspective.96 Nobunaga had given his precious byōbu to Valignano in 1581 upon learning that the latter was soon to return to Europe. The ambitious samurai would have wanted to promote his status, power, and wealth and to encourage further trade with European merchants by vaunting the city’s prosperity and his protection of the missionaries.

A display of the Azuchi byōbu to Europeans was also advantageous for the Jesuits. Alessandro Valignano instructed Nuno Rodrigues to bring the screens and some other gifts along with the embassy, instead of separately shipping them to Rome, which might have taken longer.97 Valignano explained that these objects would be of use to the embassy and needed to arrive at the same time. When the embassy showed certain screens to Albert VII in Sintra, they most likely included the Azuchi set.98 The Jesuits thereby could demonstrate the privilege of constructing their residence at Azuchi. Especially since Nobunaga had ordered his painter to accurately portray his territory on the screens, they would have conveyed a visual affiliation between his castle and the residence. Nobunaga allowed only the Jesuits to mimic the roof tiles that he used for his castle, although unlike him, they did not apply gold decorations.99

Once the Azuchi screens reached Rome, Gregory XIII displayed them in his gallery at the Vatican to show his global reach; however, they must have been moved elsewhere sometime before 1660.100 That year, Daniello Bartoli erroneously surmised that the pope had decided to “hang the two cloths” (“panni”) in the gallery, not knowing that the byōbu were made of hinged wooden panels.101 The word “panni” derived from the Jesuit Gaspar Coelho’s annual letter from Japan written in Portuguese, where he described the Azuchi screens as “panos” to indicate panels.102 It is possible that the screens had been removed by then and direct access was unavailable to Bartoli. We are now left with only two small images extracted from the screens, which Lorenzo Pignoria added to Vincenzo Cartari’s Seconda novissima editione delle imagini de gli dei delli antichi (Padua: Pietro Paolo Tozzi, 1626) and Imagini delli dei de gl’antichi (Venice: Tomasini, 1647).103 These woodcuts were based on the sketches that the Flemish artist Philips van Winghe had created during his stay in Rome between 1589 and 1592.104

In addition to the folding screens depicting China (see the introduction), the embassy brought over other pictures. They included paintings of a parrot and male and female peacocks, which Ulisse Aldrovandi, a Bolognese naturalist, described and depicted in his publications from 1599 and 1600.105 According to these texts, the Tenshō embassy had given the pictures to Gregory XIII some years before, and Innocent IX gifted them to his nephew Marchese Cesare Facchinetti, senator of Bologna. The latter must have received them during Innocent IX’s short pontificate—October 29 to December 30, 1591. Moreover, Diogo de Mesquita presented to Leonor de Mascarenhas an image of Christ on a “feofó” (which was doubtless a mistranscription of “beobó,” or byōbu) by the most outstanding of the Christian painters in Kyoto.106 The father gave Philip II the same artist’s painting of the Ecce Homo, though its format is unknown. The Jesuits thus pandered to the intellectual curiosity and religious preferences of European elites as a means to draw their attention to the faraway mission.



Strategic Gift Accommodation and Distribution

Such a selection of the Japanese products that would satisfy European tastes and needs doubtless reflected the diplomatic policy of Alessandro Valignano, who endeavored “to sweeten, not to sour relations” with local authorities by applying cultural adaptation in gift-giving.107 As part of this diplomatic strategy, the Tenshō embassy also presented a small number of lacquered products that European elites would have appreciated, including an escritório to Philip II.108 An escritório is a cabinet or compact writing desk that contains many small drawers (fig. 42).109 Developed from European prototypes, the furniture was a typical namban item for export. Namban (which means “southern barbarians”) refers to any item, idea, or person of Portuguese or Spanish origin. The word could also indicate an influence of their cultures as introduced to Japan during the age of exploration. The pope received, too, a black-lacquered writing desk and a small gilt-decorated table, which would have been lacquerware as well.110 In addition, the embassy brought over lacquered “caskets or inkwells” (“scrigni o calamari”) for the pope and others, which were likely inkstone boxes (suzuri bako). 111
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fig. 42 | Namban cabinet (escritório) with images of flowers, foliage, birds, and animals, late sixteenth–early seventeenth century. Makie lacquer and mother-of-pearl, 32.5 × 44.5 × 31.5 cm. Sendai City Museum, Sendai.


The Jesuits’ choice of lacquerware as a souvenir from Japan was certainly motivated by the fact that it was already in demand among Iberian dignitaries. However, it is conceivable that their lacquered possessions originated not only from Japan but also from China and India.112 When Philip II received the gifts from the Tenshō embassy, he noted their difference from Chinese objects, expressing his familiarity with the latter.113 As Japanese products would have been rare at the Iberian court, Valignano was concerned about whether the youths should give gifts from their country; the king and Albert VII were to choose whatever objects they liked.114 In the end, the Jesuits decided to offer Philip II intricate lacquerware, doubtless to impress him with its craftsmanship and to display the advanced civilization of the Japanese (hence their worthiness for conversion). The king especially appreciated a sagejū, a portable picnic set that neatly included, within a compact space, a sake bottle (tokkuri), cups, and several drawers for food (fig. 43); since this tokkuri was lacquerware, the entire sagejū was most likely lacquered.115 He also received a lacquered and gold-flecked nashiji basin for handwashing (suiban). In addition, the gold-decorated letterbox (fubako) given to the king was presumably lacquered.116 As noted by Luís Fróis, unlike Europeans, the Japanese presented their letters in long lacquered boxes.117 Alessandro Valignano incorporated this tradition to promote his embassy and the Japan mission, instructing Nuno Rodrigues to place the Kyushu lords’ letters in golden fubako when the youths visited the Spanish king and the pope.118
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fig. 43 | Sagejū (portable picnic set), Edo period. Lacquerware with gold and silver, 33.1 × 31.5 × 20.2 cm. Hayashibara Museum of Art, Okayama, HMOA25X00002. Image: Hayashibara Museum of Art / DNPartcom.


The youths’ gifts included other items from Japan. They presented a box with many smaller boxes inside to Archbishop Teotónio de Bragança.119 He courteously declined the offer, pointing out that they would need the box as a gift for somebody else. The embassy also brought with them a parasol that Ōtomo Sumitada had given to one of the Jesuits; Federico Zuccari may have depicted it in the upper right corner of his drawing (fig. 37).120

The embassy augmented its modest number of Japanese gifts with additional articles from South Asia and elsewhere.121 To Albert VII, they presented a rhinoceros-horn cup on a silver stand, which they would have obtained on their way to Europe: allegedly functioning as an antidote against poison, this was a princely collector’s item. Albert was content with the cup and held it in his hand for fifteen minutes.122 The embassy also gifted a rhinoceros-horn cup apiece to the pope and to Cardinal Alessandro Farnese, who was a great patron of the Jesuits.123 Perhaps it did not matter to Europeans if the souvenirs were specifically from Japan, as long as they came from distant Asia.124 The embassy presumably gave Francesco I de’ Medici, who was interested in alchemy and scientific studies, a silkworm’s cocoon that was as large as a human head.125 Although the reported size was probably an exaggeration, the Jesuits may have procured it in South Asia or Africa. A cocoon of the Anaphe reticulata moth in Africa can be larger than twenty-five centimeters and contain several hundred larvae. Moreover, the embassy presented small vases made of woodworm- and poison-resistant wood to Cardinal Alessandro Ottaviano de’ Medici (the future Leo XI), but their origins are undocumented.

The Jesuits broadly distributed their gifts in accordance with the perceived imperium of the beneficiaries. Philip II and Gregory XIII, who exercised paramount jurisdiction over worldwide evangelical missions, received several items each, including the Azuchi and other folding screens as well as lacquerware, which represented the embassy’s most prized and precious gifts from Japan. Meanwhile, Viceroy Albert VII obtained a non-Japanese product; the Italian dukedoms and republic mainly received used kimono and swords, in addition to letters containing Japanese calligraphy. For extremely important occasions and recipients, the Jesuits would have used torinoko, not European paper, which was of lesser rarity. The missionaries in Japan highly valued torinoko and used it to write reports to their superiors.126

The embassy’s gift-giving recalls how Alessandro Valignano instructed his missionaries in Japan to differentiate gifts according to the social rank of their recipients.127 In particular, the lords of utmost importance were to receive “unusual” (“menzuraxi”) gifts produced in a European style, while others obtained fairly ordinary Japanese goods. Valignano further noted that a maximum of three gifts would suffice for each recipient, though the quantity could vary depending on that person’s status. These ideas explain why the Spanish king and the pope received Japanese rarities and more gifts than other dignitaries. In addition, the Tenshō embassy brought over not only Nobunaga’s Azuchi byōbu but also Japanese products that local Christians had given to Valignano while in Japan, which helped the Jesuits minimize gift expenditures.128

Seen from the perspective of Japanese diplomacy, byōbu screens, lacquered boxes, and luxurious swords were suitable as gifts for foreign dignitaries, since samurai potentates shipped them as such to China and Korea.129 However, the gifting of used clothes to the hosting rulers and states was unconventional; samurai lords usually bestowed their garments and other products upon people of lower standing, a practice called kashi. What is more, the kimono and katana that the embassy gave were not of sufficient quality to be appropriate presents for princes.130 The youths thus apologetically conferred them to Vincenzo Gonzaga as keepsakes and “signs of [their] affection” rather than as gifts.131



European Reactions to the Kimono

Such was the larger cross-cultural context of gift-giving surrounding the Tenshō embassy. Ultimately, the gifting reveals that Europeans were interested in cultural difference and appreciated Japanese writings and products. The embassy’s kimono usually solicited positive reactions from European dignitaries, though an analysis of each writer’s religiopolitical stance better illustrates the motive behind his comments. One of the major sources for Europeans’ reactions to the embassy’s Japanese outfits is Luís Fróis’s Tratado dos Embaixadores Japões que forão de Japão à Roma no anno de 1582, which exists as a manuscript copy in the Biblioteca Nacional de Portugal.132 As one would expect, Fróis presented a favorable picture to promote the success of his religious order’s embassy. According to him, the appearance of the youths in their kimono delighted Albert VII, who also held one of their swords in his hand to carefully observe its workmanship. In addition, Maria of Austria was pleased to see the Japanese clothes and twice drew a katana from its sheath in judicious appreciation of the blade. Catarina de Bragança went further by having the embassy’s kimono duplicated and worn by her second son, Duarte. Fróis noted that she had already tailored another set of kimono in gold cloth and suggested its future introduction to Portuguese festivals. Such casual and joyous occasions would have allowed sartorial deviations from the traditional norm in elite European society.

Some internal reports and private letters written by the Jesuits, who, unlike Fróis, traveled with the youths, convey their direct and often candid observations. According to Diogo de Mesquita’s report in the Society’s archives, Catarina de Bragança commented that the Japanese youths should not feel “ashamed of” wearing their native clothing and noted that they looked fine.133 Such a statement suggests that the youths and their missionary chaperones had been concerned at the prospect of showing the unusual foreign clothes in Europe. According to Ippolito Voglia and Alessandro Leni, who accompanied the Japanese on their Italian tour, Alfonso II d’Este and Margherita Gonzaga desired to see the embassy’s traditional clothing, and he was delighted to receive it as a gift.134 Voglia stated that Paolo Giordano Orsini and his wife were also gratified to observe the Japanese kimono and sword. Doge Nicolò da Ponte, Leni wrote, carefully studied the embassy’s gifts of clothes and swords and was still holding them when the embassy left his presence. An anonymous Jesuit’s report from Venice states that the doge and senators all looked at the gifts with astonishment and reflected on the ingenuity of Japanese people.

In Rome, Francesco Mucanzio, a Jesuit and the pope’s master of ceremonies, recorded the clothing of his guests with approbation. According to Mucanzio, “The clothing of the ambassadors [who came] to us, unusual and not seen before here in the city, brought enjoyment and admiration to all for its novelty.”135 Mucanzio admired the fine weaving of the clothes and their polychrome images of birds, flowers, foliage, and branches, which looked alive. He was convinced that nobody in Europe was capable of such craftsmanship.

Significantly, European writers described the alien costumes by relating them to familiar accoutrements found at home.136 Mucanzio commented that the curved katana looked like a sword of the ancients and that the hakama resembled mariners’ trousers (fig. 44).137 Likewise, “the breeches [that] extend down to the feet” struck the Venetian ambassador Lorenzo Priuli as akin to a mariner’s outfit.138 The avviso and Daniele Annibale’s letter compared the kataginu to a monk’s scapular. A year later, Guido Gualtieri continued to equate the ensemble to a mariner’s trousers and a priest’s amice.139 These writers thus shared and repeated the same analogies.


[image: Illustration of Zeeland sailor wearing wide trousers and carrying an oar.]


fig. 44 | Jost Amman, Sailor from Zeeland. From Habitus praecipuorum populorum, tam virorum quam foeminarum singulari arte depicti (Nürnberg: Hans Weigel, 1577). Kunstbibliothek, Staatliche Museen zu Berlin, Berlin, R-Lipp Aa 14 mtl. Photo: Dietmar Katz.


A perceived similarity to European clothing also induced negative observations. Daniele Annibale commented that the voluminous white hakama looked like the clothing of a “buffoon” (“zanni”).140 Perhaps Annibale’s unfavorable view of the Jesuits shaped his devaluation of the strange attire. He called the Jesuits “barefaced” and “dolts” and cynically noted that they “have captured the bird in a cage” in reference to the docile youths. Teodosio Panizza concluded that their clothing “certainly does not have much grace [but] rather a complete likeness to buffoonish clothing.”141 Similarly, Panizza may have viewed the Jesuits with skepticism, since he sometimes made harsh comments about their Japanese embassy. For example, Panizza judged that the embassy’s Azuchi screens and other gifts to Gregory XIII had “little value” beyond their remote origins. However, Panizza had not seen the screens and had only heard about them from the Florentine ambassador, Francesco Gerini.142

Zanni (fig. 45), a servant of peasant origin, was one of the masked stock roles in the commedia dell’arte, a mode of theatrical performance that became popular in sixteenth-century Italy. Characteristically, he wore baggy bottoms of coarse cloth that were inspired by sailors’ loose pants.143 Like the four Japanese, Zanni also covered his torso with a robe of matching material underneath a hat that could be complemented with a feather and a ruff collar. Moreover, Zanni’s outfits were neutral in color and could feature brightly colored decorations, which may recall the youths’ white kimono with colorful motifs. Indeed, Gualtieri pointed out that these Japanese clothes lacked gravitas, unlike “ours,” which had “darker and uniform colors.”144 The clothes of elite European males were dark in color, usually consisting of trunk hose and stockings.145 Their tight clothes exposed the leg line. Indeed, European courtiers regarded bulky trousers as vulgar and suitable only for laborers.


[image: Illustration of Zanni and Pantalone serenading courtesans, who look out of upper-story windows. Pantalone plays a stringed instrument.]


fig. 45 | Zanni and Pantalone Serenade Two Courtesans, 1572–90. Colored drawing from Johann Adolf von Glauburg’s album amicorum. Kunstbibliothek, Staatliche Museen zu Berlin, Berlin, Lipp OZ 11, 78r. Photo: Dietmar Katz.




Pseudo-Kimono Images

Notwithstanding a few negative remarks on the embassy’s Japanese clothing, sixteenth-century publishers represented it visually in response to public interest. The final page of the Avisi venuti novamente da Roma delli XXIII di marzo MDLXXXV (Bologna: Alessandro Benacci, [1585]) contains a woodcut that depicts a short-haired figure (see chapter 1) under the heading “Likeness and clothing of those Indians [who have] arrived in Rome on March 23, 1585” (fig. 46). Scholars have repeatedly introduced the figure’s garments as the European clothes that Gregory XIII had gifted to the Japanese (see chapter 3) or, at best, as kimono-inspired European apparel. An exception is Yasunori Gunji, who identified the clothes as Japanese.146 Like the Mancio drawing (fig. 5), the woodcut represents a kamishimo ensemble, however imaginary.
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fig. 46 | Last page of the Avisi venuti novamente da Roma delli XXIII di marzo MDLXXXV (Bologna: Alessandro Benacci, [1585]). Biblioteca Nazionale Marciana, Venice, MISC.2636.5. By concession of the Ministry of Culture—Biblioteca Nazionale Marciana. Reproduction not permitted.


Below the figure is an explanation of the Japanese youths’ attire, which reads as follows:


They wear two long dresses, the outer one sleeveless, the inner one with sleeves, which go over the shoulders and chest down to the belt in the manner of a scapular, as the Carthusians in a cell or the friars of St. Francis of Paola use, but without hood; all in white silk, like a thin sarcenet, embroidered in various colors with leaves and lines and with diverse figures of birds, other animals, and jewels in arabesque; a felt hat, [that is] a Spanish cap with a gold braid; a shirt with pleated collar, also Spanish; a silk belt holding weapons.147



Just like the description of Mancio’s kimono in Bernardo Buontalenti’s portrait, the text in the Bolognese pamphlet gives a romanticized account of the Japanese clothing as jeweled. The reference to “a scapular” in this printed text and the inclusion of a slipper in the woodcut also reveal the circulation of such information outside Rome. Following the text, the woodcut further depicts the kamishimo as a lengthy gown. The embassy’s kataginu and hakama looked like a single piece of clothing to the European eye, since the vest was tucked in at the breeches and, as noted earlier, they contained similar colors and designs.148

The anonymous woodcut artist apparently had not personally observed the Tenshō embassy’s clothes, instead constructing his image based on their textual (and perhaps verbal) descriptions. The outer robe lacks the two strips of cloth that cross on the chest. The organic decorative motifs look European, as do the sleeves of the inner shirt, which taper at the cuffs, unlike traditional Japanese clothing. Two serpentine objects, which supposedly represent a katana set, erroneously hang from the figure’s right side. However, the artist’s effort to picture the foreign clothes was good enough to ensure the sale of the pamphlet, since few readers outside Rome would have actually observed the embassy in kimono.

Benacci employed the same image on the frontispiece of the Breve raguaglio dell’isola del Giappone, et di questi signori, che di là son venuti a dar obedientia alla Santità di N. S. Papa Gregorio XIII (Bologna, 1585; fig. 47). Ever since Masao Ōta published this booklet in 1943, which he had seen in Hanoi, many scholars have cited it, though without knowing its location.149 The booklet is currently preserved in the library of the École française d’Extrême-Orient in Paris (Jap. Christ 16). As demonstrated by this example and by the other illustrated pamphlet by Benacci (fig. 46), the publications about the embassy were no doubt lucrative, totaling at least seventy-eight in number during the sixteenth century.150 Among them, Benacci’s were distinctive in containing the image of the Japanese youth wearing his “kimono”—however European-looking. Benacci’s frontispiece would have captured the attention of potential buyers by portraying the theatrically posed figure in his unusual clothing.
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fig. 47 | Frontispiece of the Breve raguaglio dell’isola del Giappone, et di questi signori, che di là son venuti a dar obedientia alla Santità di N. S. Papa Gregorio XIII (Bologna: Alessandro Benacci, 1585). Bibliothèque de l’École française d’Extrême-Orient (Maison de l’Asie), Paris, Jap. Christ 16. Photographed by the author.


More than a decade later, in 1598, the Tenshō embassy’s kimono inspired Cesare Vecellio to include an illustration of Japanese clothing in his book on costumes from across the world (fig. 48). This rare, colored volume belonged to the Medici family until the demise of Grand Duke Gian Gastone de’ Medici in 1737.151 Although Vecellio did not mention the Tenshō embassy in his book, the labeling of this section—“Japanese Youth” (“Giovane Giapponese”)—recalls the four young travelers. Indeed, Vecellio’s accompanying text refers to their gifts to the Venetian Republic preserved in the armory at the Doge’s Palace. Apparently referring to the embassy’s clothing, the text states that the Japanese wear “a vest and long wide breeches, which are made of silk cloth, so beautiful and white that it seems like paper”; these clothes are carefully produced with exquisite images of foliage and birds in diverse colors.152 Above them, according to the text, the Japanese also put on “an overgown [zimarra] like [the one] made of figured velvet.” A zimarra is a lengthy overgown worn by men and women at home, which opens in the front and reaches almost to the ground. As in the case of the sopravesta, Vecellio must have meant a kosode.
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fig. 48 | Japanese youth. From Cesare Vecellio, Habiti antichi et moderni di tutto il mondo di nuovo accresciuti di molte figure (Venice: Sessa, 1598), 476v. Biblioteca Nazionale Centrale di Firenze, Florence, Banco Rari 362. By concession of the Ministry of Culture / Biblioteca Nazionale Centrale di Firenze. Reproduction not permitted.


In the woodcut, we can trace a few traits of the embassy’s outfits, which Vecellio’s anonymous artist portrayed fancifully. In addition to a cap, the figure shows the tight sleeves of what seems to be a doublet. If so, the three-quarter-sleeved gown is a kosode. Painted in red with gold highlights, this foliage-patterned robe looks like a Venetian velvet zimarra. Beneath it, as in Benacci’s illustrations, the figure wears a single garment, which shows images of flowers and birds; the round collar of this inner robe is non-Japanese. Through the opening of the trousers, we see the rear part of the kosode. The figure carries a walking staff, which makes him look like a pilgrim (the Japanese visited various pilgrimage sites, including the Marian sanctuaries in Guadalupe and Loreto). It is clear from this image that Vecellio and his artist did not see the Tenshō embassy’s clothes preserved locally.153 The Council of Ten, an administrative body of the Venetian Republic, jealously guarded access to its armory in order to avoid any theft.

Approximately 150 years later, Vecellio’s illustrated kimono influenced Giovanni Grevembroch’s image, which also bears the title “Japanese Youth” (“Giovane Giapponese”) on the opposite page (fig. 49). Grevembroch, presumably a native of Venice (though his family was certainly of Netherlandish origin), produced four volumes of drawings for Pietro Gradenigo, a local nobleman.154 They included this image of the Jesuit protégé in Venice, which helped bolster local pride, as implied in the text on the facing page that refers to the visit of “some Japanese princes” to “our magnificent city.”
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fig. 49 | Japanese youth. From Giovanni Grevembroch, Gli abiti de’ veneziani, di quasi ogni età con diligenza raccolti e dipinti nel secolo XVIII, ca. 1754. Biblioteca del Museo Correr, Venice, Ms. Gradenigo Dolfin 49/I, tav. 108.


In Grevembroch’s work, the image and text would have functioned together to strengthen his patron’s relationship with the Jesuits. Grevembroch inserted a missionary figure as well as the emblems of the Society and Gregory XIII, which underscores that the embassy was an important papal enterprise organized by the Jesuits. The adjacent text further introduces Pietro Ricchi’s painting, which represented the Tenshō embassy’s solemn entry to the Sala del Collegio at the Doge’s Palace in Venice. The Jesuits, after their exile in 1606, had returned to Venice in 1657 and commissioned the painting for their monastery of the Crociferi. Possibly executed after 1674 and immediately prior to Ricchi’s death the following year, the work was placed above a portal of the second cloister.155 However, the painting would have been lost when the Italian state confiscated the monastery in 1770. Moreover, Grevembroch’s text makes note of a Chinese youth who, accompanied by the Polish Jesuit Michele Boym, came to Venice in 1652. Following the references to the Society’s achievements in organizing these emissaries from East Asia is a dedication to Dionisio Orrigo, a Jesuit theologian residing in the city.

These pictorial examples of the Tenshō embassy’s imagined kimono evince a continuous European desire to portray the foreign clothes and enjoy their representations. Textual (and verbal) descriptions served as an ekphrasis for artists who had never seen the embassy and its kimono. As such descriptions inspired the artists’ interpretations, the images often became more fanciful than the texts. But even the images that were rooted in direct observations contained inaccurate or, at best, ambiguous portrayals of Japanese costumes and swords, since Europeans lacked precise knowledge of how they were worn, used, and carried. Basically, these visual records illustrate how the youths’ Japanese robes—however authentic-looking—had been tailored by the Jesuits to ensure local acceptance. By controlling access (or lack thereof) to the kimono, they elevated its social value, which Gregory XIII maximally exploited during his urban ceremonies. Ancillary to the special courtly value of the youths’ kimono and gifts was a broader European interest in cultural difference. Such difference, whether it was perceived enthusiastically or unfavorably, helped distinguish these visitors and contributed to the Jesuits’ and other Europeans’ advancement of diplomacy, political agendas, publishing sales, and local pride.







Chapter 3 Cross-Cultural Dressing in Japan and Europe

In addition to the kimono sets, the Tenshō embassy wore luxurious European clothes they had received as gifts from Gregory XIII. Archival documents, along with paintings and prints that depict the embassy, give some sense of the nature of these garments. One such image is a lunette fresco (fig. 50) in the Salone Sistino at the Vatican Library. Between 1588 and 1589, Giovanni Guerra, Cesare Nebbia, and their numerous assistants painted the walls and ceiling of the hall for Gregory’s successor, Sixtus V.1 The lunette depicts the ritual of possesso, during which the new pope (who was also the bishop of Rome) paraded to St. John Lateran, the city’s cathedral, in order to claim or “possess” it. The Japanese youths were among the throng of participants in Sixtus V’s ceremony on May 5, 1585. On the right side of the lunette, the four ride white horses and are dressed in long, black robes that Gregory had gifted them (fig. 51).2


[image: Fresco including a procession of numerous figures in a variety of costumes, some walking and some on horseback, along with other animals proceeding towards the church.]


fig. 50 | Giovanni Guerra, Cesare Nebbia, and their collaborators, Possesso of Sixtus V, 1588–89. Fresco in the Salone Sistino at the Vatican Library, Vatican City. Reproduced by permission of Biblioteca Apostolica Vaticana, with all rights reserved. © 2024 Biblioteca Apostolica Vaticana.
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fig. 51 | Giovanni Guerra, Cesare Nebbia, and their collaborators, Possesso of Sixtus V, 1588–89 (fig. 50), detail of the four Japanese youths riding white horses. Reproduced by permission of Biblioteca Apostolica Vaticana, with all rights reserved. © 2024 Biblioteca Apostolica Vaticana.


The cross-cultural dressing of the Tenshō embassy complicates the question of the Europeanization of visitors from non-European parts of the world. According to Kate Lowe’s study of African ambassadors to Europe, they were required to share the religion, clothing, and manners of the Europeans.3 She notes that when Prince Bemoim from Senegambia was visiting the Portuguese court in 1488, he underwent baptism before João II and his family. The king also allocated fine robes, servants, and silverware to Bemoim and his retinue to transform them into European courtiers. However, as discussed in chapter 2, the Japanese youths wore kimono as their official ceremonial costume at European courts. Contrary to the prevailing scholarly view, the papacy did not require non-Europeans to wear European clothing during their entry parades into Rome.4 Hence it is necessary to investigate the individual cases of non-European visitors to paint a fuller picture of their sartorial choices while in Europe.

This chapter proposes that the four youths’ European attire was not simply a result of cultural hegemony imposed by their hosting society. Their sartorial accommodation, at its basis, reflected a policy of assimilation advanced by the Jesuits, who well understood the difficulty of being accepted in foreign lands. Their sartorial concerns were complemented by Gregory XIII’s desire to appropriately attire his guests at court. What is more, the elite Japanese were fascinated by European clothes, and the youths also likely admired them. Significantly, it is possible to trace when they wore the pope’s sartorial gifts in Rome and elsewhere in Italy as well as in Japan.


European Missionaries In Kimono

While the Japanese youths put on Western clothing, European missionaries in Japan also attuned themselves to local sartorial customs, as illustrated in Kanō Naizen’s byōbu, which portrays a group of Jesuits approaching a Japanese port to greet Portuguese merchants who have just arrived in their “black ship.”5 A part of the screen (fig. 52) shows some of these missionaries attired in their religious order’s black mantle and cap; three others are clothed in a black or dark grey kimono with voluminous sleeves, and two of them with an obi belt. It is difficult to determine whether the kimono-clad Jesuits are Europeans or Japanese, but two of these figures, who are depicted with brown hair, may represent the former.
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fig. 52 | Detail from a six-leaf folding screen with Kanō Naizen’s seal, late sixteenth–early seventeenth century. Tempera and gold leaf on paper, 178 × 366.4 cm. Museu Nacional de Arte Antiga, Lisbon, 1641 Mov. © Luísa Oliveira / José Paulo Ruas and Direção–Geral do Património Cultural / Arquivo de Documentação Fotográfica (DGPC/ADF).


Indeed, some Jesuits wore kimono while living in Japan. In 1559, the Portuguese Jesuit Gaspar Vilela traveled from Funai to Kyoto together with Lourenço Ryōsai (a blind Japanese brother) and Damião (a Japanese dōjuku acolyte). Vilela and these Japanese shaved their beards and heads to look like Buddhist monks and put on “humble kimonos” in emulation of pilgrims.6 The following year, Vilela wore kimono along with a red cap and a mantle of Portuguese cloth during his audience with Shogun Ashikaga Yoshiteru. Even though the mantle was threadbare, by sporting it, Vilela wanted to show his foreign status and capitalize upon the shogun’s interest in Christianity. In 1565, Luís Fróis likewise donned kimono under a mantle to meet the shogun.7 Fróis and Organtino Gnecchi Soldo, who preached in and around Kyoto, also adopted silk kimono in order to elicit respect from the Japanese. Organtino’s kimono-clad figure was later caricatured in an anti-Christian book titled Kirishitan taiji monogatari (Tale of the kirishitan extermination; fig. 53). Published after the Tokugawa government’s banning of Christianity in 1614, the book represented Organtino with demonic features to underscore his malevolence in leading the Japanese Christians to the “false” faith.


[image: Caricature of figure wearing kimono possessing an elongated nose and other demonic features.]


fig. 53 | Organtino Gnecchi Soldo featured as “Urugan Bateren.” From Kirishitan taiji monogatari (Tale of the kirishitan extermination) (Kyoto: Nakano Tarazaemon, 1665). General Library, University of Tokyo, Tokyo, E22:776:110.


Cultural adaptation was an effective means for a small number of foreigners to achieve their missionary objectives in Japan. But Superior Francisco Cabral insisted that the Jesuits should wear black cotton cassocks while in Japan.8 After consultation with a group of missionaries in 1581, Alessandro Valignano endorsed the wearing of a rimless cap and a cassock under a dōbuku cloak, all in black, though not in silk.9 The dōbuku needed to have a high collar and long sleeves, and the cassock could be tailored after kimono, which, as expressed by other missionaries, should have a full collar and long sleeves apparently to hide the neck and arms. As noted in chapter 2, the Jesuits applied similar modifications to the Tenshō embassy’s kimono in Europe. Meanwhile, the Jesuits reserved their signature European mantle for solemn rituals and special visits to dignitaries, including non-Christians.

Valignano’s acculturation policy was visually commemorated in his portrait (fig. 54), which once decorated the library of the Jesuit college in Ingolstadt. In the painting, Valignano loosely wears a gown with wide sleeves, which looks like a kimono, though its color is not black and the lustrous textile evokes silk. Beneath it, a Chinese-looking garment, fastened with orange frogging, rises into a high collar. These East Asian robes may allude to the fact that Valignano extended his sartorial regimen from Japan to China, where the Jesuits dressed like Buddhist monks and, later, Confucian literati. The inscription below the portrait refers to the Tenshō embassy, though it erroneously states that Valignano escorted it all the way to Rome.10 The text notes three (not four) Japanese princes, perhaps in accordance with the Three Magi or because Julian was sick in Rome.
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fig. 54 | Portrait of Alessandro Valignano, seventeenth century. Oil on canvas, 86 × 61 cm. Stadtmuseum, Ingolstadt, inv. 15227.


European missionaries in Japan also received kimono from samurai lords, who bestowed objects upon people of lower standing (the practice of kashi, mentioned in chapter 2). The act was a form of reward and a demonstration of favor, not to mention the donor’s power and wealth. In 1569, Oda Nobunaga gave a silk kimono with lining (awase) and a single-layered garment (katabira) of white hemp to Luís Fróis, as well as a fine white kimono to Lourenço Ryōsai. Looking at them, Nobunaga reportedly said, “Now you look like important Buddhist monks of Japan!”11 However, his dressing of Fróis in kimono is usually not interpreted as the “Japanization” of the Other in scholarship, where non-Europeans are assigned the role of victims in cultural negotiations. Indeed, Nobunaga’s gift-giving was not necessarily an enforcement of Japanese culture upon the European missionary, as he intended to support the Jesuit. Nobunaga explained to his sons, “I do this to him [Fróis] for his credibility and reputation” with the Japanese populace.12 On March 3, 1591, Toyotomi Hideyoshi also gave silk kosode robes to Alessandro Valignano, other Jesuits, and Portuguese merchants as well as to the four youths during their audience. Hideyoshi applied the usual practice to his European and Japanese guests alike.



Openness to European Culture

Gifts of local attire to foreign visitors thus need to be interpreted beyond the single framework of cultural dominance. In the case of Kongo, for example, beginning with King Nzinga a Nkuwu’s baptism in 1491, Kongolese rulers had embraced Christianity and regarded European objects as precious regalia.13 As such, the elite desired European clothes when traveling abroad: for instance, the embassy of Miguel de Castro, an ambassador of the Count of Sonho (a province in Kongo), had the objective of procuring “a chair, a cape, war insignia, flags and other items of clothing.”14 While in Brazil, Castro received from Dutch authorities a black beaver hat featuring a red feather, in addition to a metal chest band and sword, which he proudly shows in his portrait attributed to Jaspar or Joronimus Beckx (preserved in the Statens Museum for Kunst, Copenhagen).15 Once Castro reached Middelburg, the West India Company commissioned this painting along with five others, which included his portrait in Kongolese clothes (now lost).16

António Manuel, who represented King Álvaro II of Kongo, was likewise portrayed in both types of clothing. In a German print (fig. 55) produced after an engraving printed in Rome, his figure is clothed in European garments. According to the print’s inscription, António Manuel wore the clothes to Rome. Meanwhile, Guillermus du Mortier’s print from the city shows António Manuel in his Kongolese netted garment, nkutu, carrying a bow and arrow in his hand and a quiver and fly whisk on his shoulder.17 However, António Manuel most likely had neither the time nor the physical strength to present such a Kongolese outfit after his arrival in the city on January 2, 1608, as he died a few days later. Nevertheless, these examples show that, like the Tenshō embassy, the Kongolese ambassadors were portrayed wearing both European and local costumes while in Europe.


[image: Broadsheet showing a Kongolese ambassador in European costume, accompanied by German text.]


fig. 55 | Lucas Kilian, Contrafactur deß Gesanten des Königs zu Congo in Africa an die Bäbstl, printed by Christoff Mang in Augsburg, [1608]. Engraving, 19.7 × 25.1 cm (excluding margins). Universitetsbiblioteket, Lund University, Lund, alvin-record:358063.


The Tenshō embassy also conceivably relished European clothes, since the Japanese had come to be fascinated by namban fashion by the time of the embassy’s departure for Europe in 1582. One ardent collector was Oda Nobunaga, who desired clothes and other items from India and Portugal. As reported by Luís Fróis in 1563, noblemen, Buddhist monks, and citizens who needed to negotiate with Nobunaga brought him many gifts from abroad.18 Fróis was surprised to see a large number of imported goods in such a remote place as Japan, including scarlet capes and coats as well as velvet caps that were decorated with feathers and medallions representing images of the Virgin. In particular, Nobunaga liked European hats (namban gasa); he chose a velvet hat among the gifts from Fróis and put on a black one during the bonfire feast on January 15, 1581. As Fróis noted, some other desirable gifts for non-Christian potentates were capes of Portuguese textile, leathers from Córdoba, Flemish cloths, handkerchiefs, and glasses.

The incorporation of namban fashion and lifestyle reflected the abiding Japanese curiosity about and fascination with foreign cultures. Japan had long been an ardent absorber of overseas religion and customs, such as Buddhism, kanji characters, and tea from the neighboring continent. With the arrival of Portuguese merchants, the novel designs and material of European fashion captivated the Japanese, providing an opportunity for wealthy samurai and merchants to vaunt their access to such rarities as prized status symbols. These fashion-conscious elites flaunted their difference from other Japanese people by adopting the sartorial traditions of the Other, who were, in this case, Europeans.19 Enamored with the culture of distant civilizations, Toyotomi Hideyoshi even applied names of Christian saints to his ladies-in-waiting—not because the women were Christians but because the sound of the names appealed to him.20 Thus the allocation of European baptismal names and robes was not necessarily cultural enforcement for the Japanese.



The Pope’s Sartorial Gifts

The sartorial gifts that the Tenshō embassy received from Gregory XIII are recorded in an archival document conserved at the Jesuit archives in Rome (see the appendix for the original text and its English translation).21 The document contains three sections. The first two inform us that the four youths obtained the same sets of clothing and footwear. According to the third section, their “servants” also received clothing, albeit of lesser quality; these individuals would have been George Loyola, Constantine Dourado, Augustine, and a fifteen-year-old Chinese youth who had been raised at the Jesuit college in Goa and accompanied the embassy from Cochin.22 The servants’ lace was crafted from silk instead of the gold used for the four youths. Gregory’s sartorial gifts to the embassy are further detailed in other documents at the Archivio di Stato di Roma, which, together with visual sources, facilitate our understanding of their appearance.23

The four youths obtained “rubboni” (wide, long gowns) and sottane (long undergarments) of black velvet, which their figures most probably wear in the Salone Sistino fresco (fig. 51).24 The Jesuit document records that the gowns had gold buttons and sleeves that were decorated with gold lace and reached the ground.25 In the fresco, the artists would have applied grey to indicate the luster of the black velvet and to distinguish the Japanese from those accompanying them. The youths’ frescoed garments also show gold buttons and extremely long sleeves that are garnished with gold lace. These sleeves, which hang loose, bear two openings; the Japanese figures extend their arms from the upper one. An elaborate display of an inner garment through the outlets of hanging sleeves denoted an Ottoman influence and was popular among the European elite.26 Although it is unknown who proposed such sleeves for the Japanese youths’ clothing (whether the tailor, the pope, his staff, or the Jesuits), the choice probably seemed appropriate for visitors from the distant East. As in the Salone Sistino fresco, an engraving that portrays Sixtus V’s possesso procession (figs. 56–57) illustrates the four Japanese on horses, dressed in the long gowns that contain extensive sleeves with armholes. Until recently, their portrayal in this print was unknown to scholars.27


[image: Print of the possesso parade for Pope Sixtus the Fifth, showing hundreds of participants.]


fig. 56 | After Giovanni Guerra, Ordine della cavalcata pontificale dal Vaticano al’ pos[s]esso di S. Giovanni Laterano, 1589. Etching and engraving, 48.6 × 116.3 cm. British Museum, London, Mm, 2.78. © The Trustees of the British Museum.
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fig. 57 | After Giovanni Guerra, Ordine della cavalcata pontificale dal Vaticano al’ pos[s]esso di S. Giovanni Laterano, 1589 (fig. 56), detail showing the four Japanese youths astride horses. © The Trustees of the British Museum.


As seen in the images of the Sistine possesso, the Japanese wore the clothes given by Gregory XIII for papal ceremonies. They had already sported these black gowns and undergarments during Gregory’s solemn ritual at St. Peter’s on March 29, 1585. According to Daniele Annibale, the youths put on a long black-velvet coat with gold braids over a sottana of the same fabric that reached the ground, and their velvet cap had a wide gold band.28 Much delighted, Gregory decided to prepare “other more festive and precious” clothes for Easter.29 The embassy appeared in them on March 31, which was the fourth Sunday of Lent. For the joyous ceremony of blessing the Golden Rose on that day, Gregory donned a rose-colored long mantle (pluviale), while the cardinals pulled violet capes over rose soutanes. Chromatically concordant with their outfits, the Japanese were dressed in long coats of dry-rose damask.

These garments must be the “rubboni” that were tailored from damask of “dry-rose crimson” (see II:1 in the Jesuit document). The rosasecca di cremisi was a shade acquired by soaking crimson silk in orchil, which added a tinge of purple.30 Scholars consider the rosasecca to be bluish or violet-tinted rose.31 A sample of rosasecca wool, which the Italian merchants Agnolo di Ser Pino di Vieri and Giuliano di Giovanni sent to Francesco di Marco Datini and Cristofano di Bartolo Carocci in 1403, has a dark purple-red tint.32 Brighter pinks are observable in a piece of rosasecca silk from 1628 (fig. 58).33 Contemporaries of the four youths described their clothes as “crimson,” “rosy,” or “rosy crimson.”34
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fig. 58 | Sample of rosasecca silk cloth. From the Mostre de’ drappi forastieri che si trovano presso mercanti, 1628. Archivio di Stato di Milano, Milan, Cimeli 23, 10r.


These gowns are perhaps what the Japanese figures wear in the Milanese woodcut (fig. 29). The archival document informs us that the gowns had gold lace of two-finger width, which was decorated with additional laceworks on its sides.35 In the woodcut, such ornamental details may have been expressed by the lines drawn vertically in the middle of the Japanese figures’ robes. In particular, the garments of Itō Mancio and Hara Martin, who are portrayed in the upper right and bottom left of the sheet, clearly show a wide vertical decoration flanked by narrow strips. The gowns are also documented to have “large garnished astoni,” which are probably a series of twig-like ornaments along both sides of the laces in the woodcut.36 However, the description indicates that gold laces were applied vertically and horizontally to the sleeves. If that was the case, the anonymous artist of the woodcut omitted the vertical laces or represented the horizontally decorated sleeves of the sottane (II:2) for some unknown reason.

Other images represent the same robes in color. One of them is a series of drawings (figs. 10–12) by Urbano Monte, in which the youths’ gowns show a red tint. As discussed further in chapter 7, Monte based his drawings on the local woodcut (fig. 29). After this print, broadsheets were also produced in Augsburg.37 An impression that belonged to the Japanese archaeologist Kōsaku Hamada and is currently in the Kyoto University Library collection shows cream-colored robes with red laces. This cream hue was originally purple, which faded after long exposure of the print to the sunlight. When Hamada published the print in his book Tenshō ken’ō shisetsu by Iwanami Shoten in 1931, the woodcut had the purple color; other impressions in London and Gotha still retain the original hue (fig. 13). Across the Alps, an anonymous artist had pictured the Japanese embassy as wearing purple garments with red ornaments in Milan.

The Jesuit document also lists three different headdresses. While none of the surviving images of the embassy portrays the beaver-fur hats with white feathers it describes (I:5), the possesso fresco and print (figs. 51 and 57) as well as the Milanese woodcut (fig. 29) most likely depict the berets of black uncut velvet that were decorated with gold braids (II:7). Such a voluminous cap was called a “stocky beret” (berretta a tozzo), which was popular in Italy during the last two decades of the sixteenth century.38 In the fresco, the gold braids contain round gold ornaments, while they are all printed black in the Milanese woodcut. An example of the third hats would have been observable in Domenico Tintoretto’s portrait of Itō Mancio (fig. 8) before it was overpainted in a later century. According to the Jesuit document (I:4), the black velvet berets had gold braids with “diamond-pointed” ornamentation. A close look at the X-ray photograph of the canvas reveals a pointy design for Mancio’s headdress band (figs. 59–60).39 The stocky beret in the portrait was repainted to reduce its height and volume, which was apparently to update the sitter’s fashion and to make the portrait marketable for sale.40 The ruff was also enlarged and the canvas was trimmed on its four sides.
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fig. 59 | X-ray photograph of Domenico Tintoretto, Portrait of Itō Mancio, 1585 (fig. 8). Fondazione Trivulzio, Milan.
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fig. 60 | X-ray photograph of Domenico Tintoretto, Portrait of Itō Mancio, 1585 (fig. 8), with red lines added by Roberta Lapucci .




Apparel Judgment

As indicated by these hats, the clothes that Gregory XIII gifted to the Japanese youths were extraordinary, and Europeans would have judged these foreign courtiers’ social standing by observing the materials, colors, and designs of their outfits. As reported by Francesco Babbi, secretary of the Florentine ambassador to Rome, the pope had the Japanese dressed in all sorts of the finest fabrics and allowed them to dispense monies in a lavish manner. Babbi cynically added, “They would request all they wanted without any respect.”41 Among the luxurious materials used for the Japanese, silk was extremely expensive. Velvets (for example, Jesuit document I:1–2, 4; II:4, 7) were especially costly, since a large quantity of silk was needed to produce the thick, dense fabric.42 Even the socks and belts for the four youths were knitted of silk threads. Moreover, gold was generously applied to their lace and buttons. While Gregory spent 2,000 or 3,000 scudi for the clothes, another 1,200 scudi were needed just for their ornamentation and “other small things.”43 Luxurious laces, braids, and buttons could be later detached for sale or for pawning.

Some colors were highly valued in Renaissance society. Among reds, crimson was of supreme value, as it was produced from a rare and costly kermes. This dyestuff would have been extracted from scale insects called Porphyrophora hamelii and Porphyrophora polonica, which mainly came from Armenia and Poland.44 Renaissance viewers placed crimson above other reds and perceived those dressed in this princely color as having high social status.45 From the mid-sixteenth century, inexpensive cochineal was imported from New Spain; it is noted as “coconiglia,” “cremosi et polvere di Spagna,” and “cremeyze d’India.”46 Such expressions are, however, missing from the descriptions of the embassy’s clothing. Apart from the long gowns of dry-rose crimson (II:1), the four youths received doublets and breeches of Venetian crimson satin (I:3, 6). Kermes may also have been used for the embassy’s giuggiolino chamber gowns as well as for the pagonazzo robes, doublets, and breeches (II:3–6).47 Giuggiolino (jujube) was yellow-orangish brown or russet in color.48 Pagonazzo was dark reddish-purple, which was dyed with kermes or other red dyestuff.49 Among the cloths used for the four youths’ new robes, black velvet (I:1–2) was the most expensive; black fabrics, especially velvets, were difficult to dye, since multiple dyestuffs and stages were required to produce the dark tonality.50

As is evident in the possesso images and Milanese woodcut (figs. 29, 51, 57), the four youths’ clothes bore intricate designs. The Spanish-style robbiglie (sleeved garments that covered the torso) recorded in the Jesuit document (II:4) had wide gold lace and were tailored from pagonazzo velvet, which produced rich patterns owing to the different pile heights.51 Their matching doublets and breeches of pagonazzo satin, which also had gold buttons and lace, were “slashed” (II:5–6). Slashed clothes were prevalent during the Renaissance period as signs of wealth, since such damaged fabrics would not last long.52 The doublets and breeches of Venetian crimson satin were likewise slashed; from the openings of the doublets, their green taffeta lining would have been visible (I:3, 6). The sleeves of the jujube-colored zimarre (chamber gowns; see chapter 2) had three openings, which most likely revealed their iridescent lining (II:3). As many as fifty pairs of gold buttons that were knotted in the forms of small lilies also decorated each gown.53 Perhaps because zimarre and braided frogging, just like hanging sleeves, derived from and were associated with the clothing of Asia Minor and eastern Europe, the papacy gifted the frogged gowns to the visitors from the “exotic” East.54



Changing from Jesuit Robes to Ambassadorial Garments

Gregory XIII had a variety of reasons for giving such magnificent clothes to the Japanese youths. Since their kimono was meant for royal (and papal) visits, it was deemed unsuitable for other ceremonies that he wanted the youths to attend. Gregory’s sartorial gifts also accorded with Alessandro Valignano’s pecuniary expectation; he had instructed Nuno Rodrigues to procure the youths’ clothes while in Europe with the financial support of Albert VII, Philip II, and the pope.55 In other words, the Jesuits, who knew the importance and practicality of adopting local clothing, had already provisioned their protégés’ sartorial acculturation before their arrival in Europe. As discussed in chapter 2, the embassy (or more precisely, the Jesuits) had expressed reluctance about wearing kimono after the papal parade to Santa Maria sopra Minerva on March 25, 1585. Gregory’s gift of clothes was thus an immediate response to his guests’ preference. The very next day, the pope had a box delivered that was filled with various silk fabrics of black and other colors from which the embassy could choose. The pope sent along his majordomo, Alessandro Musotti, bishop of Imola, to provide for “their every desire.”56

The sumptuous clothes from the pope notably differed from the four youths’ customary dress. Back in Japan, they had put on the blue cotton kimono or katabira (hemp robe; see chapter 1) required of students at the Jesuit seminaries.57 When the students ventured outside, they donned a black dōbuku cloak. The Jesuits allowed children of samurai and noble lineage to sport silk kimono of blue or other colors when they went out or had visitors. By the time the four youths reached the Indian subcontinent, they were dressed in European clothing. In Goa, as reported by Jan Huygen van Linschoten, who was living in the city, “three [sic] Princes” arrived from Japan, aged no more than fifteen or sixteen; they “were clad like the Jesuits.”58 Such attire would have reflected the youths’ commitment to a religious life while allowing them to travel inconspicuously, hence safely, by blending in with their Jesuit chaperones.

Valignano instructed Nuno Rodrigues that the Japanese youths should “dress very nobly and cleanly” once they reached Portugal and ordered him to obtain cassocks and mantles that the students would wear.59 Valignano apparently intended the clothing of the Japanese to reflect their seminarian status. He added that Rodrigues should acquire silk gowns in addition to cassocks or gowns of extremely fine black taffeta. This request most likely guided how the four youths would be dressed during their audience with Albert VII in Lisbon; for the occasion, they wore cassocks of Chinese taffeta underneath black rash (wool) mantles.60

In general, according to Daniello Bartoli, the youths had very modest European clothes while traveling across the Iberian Peninsula. He reports that the large crowds that flocked to see the Japanese were calm. Since the youths were dressed in European clothing, they “did not have anything strange [about them] (aside from their facial features) which would draw curiosity to see them.”61 Although Bartoli did not describe the youths’ exact outfit, they would have been clothed similar to the Jesuits while in Iberia.62 The Japanese were also dressed like the Jesuits in Florence and Siena.63

The humble Jesuit garments were good enough for the seminary students during their Iberian and Tuscan sojourn, but in Rome, Gregory XIII desired his royal ambassadors to dress in a manner appropriate to their new rank. Indeed, it was the pope who had added the costly decorations to their clothing.64 Notably, on April 2, 1585, only after he dressed the Japanese “at their level” would he “permit them to go about their visits.”65 It was customary for a freshly arrived ambassador in Rome to visit cardinals, princes, dukes, and other ambassadors after attending a papal audience.66 The new courtly clothes thus allowed the Japanese seminarians to access the world of court diplomacy and networking.

It should be noted that the type of sartorial gifts for non-European visitors depended on how a European potentate wanted to define their status at his court. When the conquistador Hernán Cortés brought a group of Aztec natives to Spain in 1528–29, Emperor Charles V gave them European clothes.67 The visitors included Don Martín Cortéz Nezahualtecolotl and his two half-brothers, all sons of Moctezuma, the ruler of Tenochtitlan, which was the empire’s capital. But their gifted clothes were equivalent to the clothing of low-ranking Spanish courtiers, such as city councilmen and magistrates. While the emperor glorified himself and his empire by situating the colonized elite at the lower end of his court, the pope lavishly attired his spiritual followers from Japan to elevate their status and thereby to manifest the success of evangelizing such significant dignitaries. Functioning like a livery, the clothing from the pope also demonstrated a special master-client relationship: the benefactor’s generous patronage and the adherents’ honor to receive it. Wearing the clothing given by the former would have denoted the latter’s acceptance of his authority and teachings.



The New Pope’s Leadership Claim

After Gregory XIII’s death on April 10, 1585, it was Sixtus V’s turn to assert his exclusive role as spiritual father of the princely ambassadors from afar. The new pope accentuated the superiority of his support to Gregory’s by increasing the amount of financial aid to the Japan mission from 4,000 to 6,000 scudi.68 However, the Franciscan pope and the Camera Apostolica (papal treasury) were reluctant to pay the large sum of 1,200 scudi that Gregory had left unpaid, as mentioned earlier, for the ornamentation and “other small things” of the youths’ sumptuous clothes.69 Since the Jesuits had failed to obtain Gregory’s signed mandate for the amount before his death, the creditor (a braid maker) was unable to collect his payment and wanted to have the Japanese youths arrested before their departure from Rome on June 3. The Jesuit superior general Claudio Acquaviva held that their detention would cause “a great scandal” and wished to conceal the monetary dispute; he promised to pay the fee, should the papacy be unwilling to do so. After the summer passed without the papacy’s full financial reimbursement, Acquaviva needed to take out a loan for the payment. He was going to subtract the sum and its interest from the following year’s allowance of 6,000 scudi with Sixtus’s permission.

Such administrative and financial confusion did not discourage Sixtus V from promoting his evangelical leadership in the Salone Sistino. The Latin inscription above the possesso fresco states, “People from the antipodes accompany Sixtus on his way to the church, and now the new pastor feeds a new flock” (fig. 50). The text helps draw viewers’ attention to the small figures of the Japanese Catholics in the long procession while underscoring Sixtus V’s role as their current spiritual guide.70 The possesso, one of the first public events for every new pope, was an occasion to distinguish his authority from his predecessor’s.71

Moreover, the fresco visually celebrates the reestablishment of social order after Sixtus V’s election and manifests his extraordinary power. Turmoil was routine during a period of sede vacante, that is, the absence of authority between one pope’s demise and the election of his successor.72 In the fresco, a long orderly procession to St. John Lateran, which is painted at the top, confirms social stability under Sixtus V’s new governance. In addition, the continuous line of participants indicates that he has a number of military, religious, and secular followers, including the Spanish king.73 The king’s submission to papal authority is expressed through images of the four white horses that proceed toward the Coliseum, which is represented on the far left of the fresco. Decorated with draperies, the horses were annual tributes (chinee) that the Spanish king presented to the pope on the feast of Sts. Peter and Paul (June 29) in order to acquire the right to rule the kingdoms of Naples and Sicily. After the white horses, two mules carry the pope’s red litter, followed by the Japanese youths astride their mounts near the Senatorial Palace (the façade of the adjacent Conservators’ Palace is also partially visible on the far-right end of the fresco). By the time of Pius V’s possesso in 1566, the pope had received the salutation of the conservators and other officers of Rome on the Capitoline Hill.74 The portrayal of the municipal centers of Rome in the fresco was likely meant to evoke Sixtus’s control over secular powers in the city. As recorded in the inscriptions in the possesso print (fig. 56), many civic magistrates and officers, such as the senator, conservators, and gonfaloniere (standard bearer), as well as the prior and caporioni (heads) of the thirteen quarters in the city, joined Sixtus V’s parade. These inscriptions help identify the animals, figures, and objects depicted in the fresco (fig. 50). The objects include the four pontifical hats painted below the image of the Coliseum on the left side of the fresco. Carried atop the poles, these red hats represent the pope’s dignity. Finally, the prominent figure of Sixtus rides a white horse under an umbraculum in the foremost foreground, ahead of the Swiss guards, cardinals, and cavalry.

The depiction of Sixtus V’s evangelical leadership of his Japanese followers was appropriate for a hall in the Vatican Library, a facility that controlled and promulgated the dogmas and teachings of the Catholic Church during the Counter-Reformation. The library collection held books and manuscripts as a bulwark against the propagation of Protestantism. As explained in the custodian Federico Ranaldi’s letter to Sixtus V, these “ancient originals and exemplars” were to serve as “clear sources of the true lessons.”75 The vast collection also contained non-European manuscripts and books on scriptural, scientific, and other subjects, such as a polyglot psalter in Hebrew, Greek, Arabic, and Chaldean with Latin translations.76 When Michel de Montaigne visited the library in 1581, he even saw a Chinese book.77 The pope’s dedication to collecting global knowledge and disseminating Catholicism by text was further manifested through the decoration of the pillars inside the Salone Sistino. They were painted with the images of hypothetical inventors of alphabets across the world and featured letters in Chaldean, Armenian, and Cyrillic.78 The punches for these languages, as well as those for Greek, Arabic, Serbian, and Hebrew, were kept in the Vatican Press (Tipografia Vaticana), which Sixtus established close to the library in 1587.79 The press published books of Catholic beliefs and linguistic studies in Italian, Latin, and other languages until Paul V transferred its function to the Tipographia della Camera Apostolica in 1609.



Formal Clothes Beyond Rome

The clothes depicted in the Vatican Library fresco and other sartorial items that the four youths received from Gregory XIII continued to serve them on special occasions when they visited central and northern Italy after their departure from Rome. While on the road, the Japanese were dressed in their “traveling clothes,” but upon their arrival in Recanati, a town located along the Adriatic Sea, they changed outfits before attending Mass at the Jesuit college on June 12, 1585.80 Matteo Bruni, a medical doctor, recorded what the youths wore on their visit to a church in Rimini, where they stayed from June 16 to 17: “There gathered all the men and women to see them clothed in fine rose color, and in black garments above with gold trimmings, and velvet hats with large cords around [them], which were given to them by Pope Gregory.”81 It is most probable that these rose-colored robes were the items listed in II:1 or 2 in the Jesuit document, and the hats recall the headdresses depicted in the Milanese woodcut (fig. 29).

More importantly, the locals were aware that the clothes worn by the embassy were Gregory XIII’s gifts. When the Japanese youths traveled outside Rome, their lavish clothing from the pope would have amplified recognition of his generosity, protection, and global influence as the ultimate Christian authority. From the Jesuits’ perspective, the papal livery signaled to a large audience that the pope held their embassy and order in uniquely high favor.

The Japanese also arrayed themselves in clothing from Gregory XIII during public ceremonies at other places. One mile before reaching Perugia on June 7, the youths changed into the long gowns of dry-rose damask that were richly bordered with gold lace (II:1); they paraded into the town on horseback, accompanied by at least two hundred riders and many citizens.82 The next morning, the embassy attended Mass in the same clothing that had been given by Gregory XIII. On June 26, when the Japanese youths entered Venice, they sported these crimson damask clothes with gold passementeries and black velvet “berrette a tozzo” containing gold plaits (I:4 or II:7).83 According to Urbano Monte, the Japanese entered the city of Milan in crimson satin clothes on July 25; these outfits most probably correspond to the doublets and breeches of Venetian crimson satin (I:3, 6).84 Over these clothes, the embassy donned tabby capes decorated in gold and wore hats of “mixed colors” (“meschia”). Similar mantles, though tailored from wool, are documented (II:8), while such hats are missing from the list at the Jesuit archives in Rome.

In addition, the four youths likely sported the pagonazzo set (II:4–6), which their contemporaries described as murrey (morello), as these colors were interchangeable for some fifteenth-and sixteenth-century Italians.85 In Bologna, on June 20, the four carried a baldachin during the procession of the Blessed Sacrament, wearing their morello and gold silk clothes along with black coats and berets, which were also decorated with gold.86 Two days later, the youths arrived at Ferrara dressed in long morello satin robes with richly decorated gold lace.87 These clothes could have been the pagonazzo ensemble, though, according to the Jesuit document, the outer robbiglie were made from velvet, while satin was applied to the doublets and breeches. In Marmirolo, located outside Mantua, Vincenzo Gonzaga, son of the Duke of Mantua, greeted them accompanied by numerous gentlemen.88 The local chronicler Giovanni Battista Vigilio recorded that the Japanese had donned black mantles and morello sarcenet clothes, which were ornamented with a gold cord. He probably misunderstood satin for sarcenet.



Fashion Statement at Home

The Japanese youths left Europe in April 1586 and arrived at Goa in May 1587, where Jan Huygen van Linschoten, who had described their Jesuit clothing on their way to Europe, noted the difference in their appearance.89 He recorded that they were now dressed in gold and silver fabrics or brocades given by Italian lords. In Goa, the four youths were reunited with Alessandro Valignano, who was, however, unable to reenter Japan with them, since Toyotomi Hideyoshi had banned Christianity and expelled its missionaries in July that year. In order to persuade him to relinquish his anti-Christian policy, Valignano decided to return to Japan not as a missionary but as an ambassador of Duarte de Meneses, viceroy of Portuguese India. In this manner, Valignano, together with the four youths, arrived at Nagasaki in July 1590.

Once in Japan, the four youths’ luxurious European clothes took on different roles, as Valignano acknowledged their extraordinary value.90 He actually viewed them as the only useful items that they had brought back for the Japan mission’s work. The exceptional merits of these clothes were also noticed by Arima Harunobu and his vassals, who, during a welcome-home party in Arima, proposed that the four youths should be dressed “in the Roman style” to accompany Valignano.91 Taking his advice, they joined his embassy to Hideyoshi, which consisted of twenty-plus participants, including Portuguese merchants. At the port of Murotsu in present-day Hyōgo Prefecture, the four youths displayed their European clothes to many samurai lords in order to arouse their curiosity about Europe and Christianity. These dignitaries were on their way to visit Hideyoshi for the New Year’s greeting. They especially marveled at “the richness of the dresses that they [the four youths] were wearing and that His Holiness had given them.”92 The youths displayed nautical charts and maps, including that of Italy, to show Rome and other places they had visited. The youths further exhibited an astrolabe, globe, clocks, and rare books from Italy and played European musical instruments, to the delight of the visitors. The four had received musical training in their seminary as well as during their sojourn in Italy and Portugal.

In Kyoto, Valignano’s embassy fashioned its public image through the display of fine European clothes. Upon entering the capital on February 23, 1591, the Portuguese were dressed in their brilliant clothing, and their orderly procession amazed a large number of onlookers. Until then, according to Luís Fróis, the people of Kyoto had held a low view of the Portuguese. The youths also went out every day in different attire, which Albert VII had given them by the order of Philip II. By seeing these rich clothes and listening to the youths’ narration of their honorable treatment abroad, many dignitaries in Kyoto developed a more positive attitude toward Europeans and their religion. The fine appearance of the viceroy’s embassy had a ripple effect on Hideyoshi, who had previously displayed little interest. Hideyoshi began to talk about the embassy—in fact, he spoke of little else—promising a magnificent reception at his court.

For the audience with Hideyoshi on March 3, the embassy dressed even more splendidly than when it had arrived at Kyoto. Leading the procession to Hideyoshi’s Jurakutei palace was a richly embellished Arabian horse, a gift for him, while Indian grooms in their turbans and long colorful silk clothes escorted the mount. Following a similarly dressed Indian and two Portuguese riders were the four youths’ pages. They were dressed in the rich clothes loaned by the youths and appeared to be sons of great lords. Meanwhile, the youths wore “their black velvet robes garnished with gold lace, which the Supreme Pontiff gave them in Rome.”93 These clothes were undoubtedly the black velvet gowns that are depicted in the possesso fresco and print (figs. 51 and 57). Finally, Valignano and two other priests advanced in their religious order’s soutane and cape in front of the Portuguese in their sumptuous garments.

Hideyoshi reportedly said that the Japanese looked like “paupers” compared to the lavishly dressed Europeans. He listened attentively as the youths sang and played a harpsichord, harp, lute, and small rebec (a type of fiddle) as well as another bowed instrument and portable organ. Satisfied and fascinated, Hideyoshi ordered an encore three times. The embassy, however, avoided the topic of the missionaries’ return for fear of upsetting him. At the very least, he did not persecute the Christians—at least not at that moment. Unsurprisingly, after the visit of the four youths and the Portuguese, European fashion items, such as capes, shirts, breeches, and hats, became widely popular among dignitaries in Kyoto.94

When the embassy returned to Kyushu, the Jesuits continuously utilized Gregory XIII’s sartorial gifts to enhance the splendor of their religious ceremony. At the church in Arima, the four youths were “richly dressed in long clothes, which His Holiness had given them.”95 They accompanied Valignano, who wore the ornate cape that Sixtus V had gifted to the Japanese Church.96 During this solemn ritual, Harunobu received the pope’s brief, along with a sword, hat, and a fragment from the relic of the True Cross given by him.

Reflecting the ambitions of the popes and the Jesuits as well as travel practicalities, the youths switched among different outfits and thereby took on different identities. While traveling in Asia and Europe, these students from the Jesuits’ seminary generally wore their religious order’s robes. Alessandro Valignano also required that they obtain sets of European students’ fine clothing once they arrived in Lisbon in order to demonstrate their status as elite seminarians. The Jesuits knew the effectiveness of incorporating local attire and expected royal and papal financial support for the acquisition of the embassy’s European clothes. Gregory XIII responded well to this expectation, lavishing them with finery so as to redefine their status as princely ambassadors and to emphasize his evangelical success during court ceremonies. Instead of being compelled to wear European clothes, the youths would have been enchanted by the pope’s luxurious sartorial gifts and felt especially honored in obtaining them from their spiritual father. When the youths returned home, their European apparel visually and tangibly manifested that they had journeyed as far as Europe and received its foremost religious authority’s exceptional hospitality. These clothes, dazzling and extravagant as they were, contributed to the Jesuits’ missionary strategy to mesmerize and evangelize the Japanese with unusual articles of distant origin.







Chapter 4 Grand Receptions for Global Fame

After their return home, the four youths conveyed what they had seen and experienced abroad to Japanese potentates through material displays and musical performances, and they verbally explained the places they had visited, which no doubt included the magnificent maritime city of Venice and the grandiose theater of Vicenza. Such would have been the expectation of their Venetian and Vicentine hosts, who were concerned with global attention to their own localities. Indeed, a small canvas depicting Itō Mancio (fig. 8) was part of the Venetian project of establishing a worldwide reputation for hospitality and prosperity. Discovered in 2014, this portrait, which Carlo Ridolfi mentioned in his seventeenth-century biography of Jacopo Tintoretto, was believed to have been lost.1 According to Ridolfi, the Venetian Senate ordered Tintoretto to create a commemorative painting of the four youths. However, only one of the portraits—that of Mancio—remained in the artist’s house after his death (see chapter 1 for the primacy of Mancio’s image). While the whereabouts of the portraits of the other three youths are unknown, surviving documents indicate that the canvas (fig. 8) was related to this commemorative painting of the Japanese visitors, which the Republic of Venice commissioned for the Sala del Maggior Consiglio (fig. 61) in the Doge’s Palace. I argue that the Venetian state intended the painting to be a monumental group portrait, which would have had two purposes: to depict the reception of the princely ambassadors by Venetian nobles and state officers on one of the islands in the lagoon and to portray their audience with the doge on land. However, Jacopo and his workshop left this colossal and ambitious painting unfinished.


[image: Photograph of the Sala del Maggior Consiglio in the Doge’s Palace depicting monumental paintings on walls and ceiling.]


fig. 61 | The Sala del Maggior Consiglio in the Doge’s Palace, Venice. The raised tribuna platform is in front of Jacopo Tintoretto and his workshop’s Paradise; portraits of doges can be seen on the uppermost part of the left wall. Photographed by the author.


After spending time in Venice between June 26 and July 6, 1585, the Japanese youths traveled to Padua and then to Vicenza, where they visited Andrea Palladio’s Olympic Theater on July 9. Adjacent to the theater is a hall called the Antiodeo (fig. 62), where the frieze on the upper part of a wall, certainly painted by Alessandro Maganza, depicts the Olympic Academy’s reception of the Tenshō embassy at the same theater (fig. 63).2 The academy completed the frieze project more than a decade after the embassy’s departure from Vicenza. In this portrayal, the Japanese are seated in the front row, though only three of them are depicted; a possible reason for the exclusion of the fourth is discussed below. The Japanese figures are wearing identical European costumes, including round hats, large collars, and long gowns that reach far below the knee, which recall the sartorial gifts from Gregory XIII. On the left side of the composition is the figure of Livio Pagello, one of the academicians, who is delivering a welcoming oration at the podium.
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fig. 62 | Attributed to Alessandro Maganza, frescoed frieze showing a tournament from 1588, the Olympic Academy emblem, and the reception of the Tenshō embassy, 1596 or later. The openings below lead to the theater. Antiodeo, Olympic Theater, Vicenza. Photographed by the author.



[image: ]


fig. 63 | Attributed to Alessandro Maganza, Reception of the Tenshō Embassy, 1596 or later. Antiodeo, Olympic Theater, Vicenza. Photographed by the author.


Jacopo Tintoretto’s group portrait (had he or his son Domenico finished it) and the Olympic Theater’s fresco of the Japanese visitors would have shared one visual feature: the portrayal of their reception by locals, either Venetian officers or Vicentine academicians. Renaissance states, cities, and elite individuals often boasted of their generous welcome of foreign dignitaries. In 1581, the Venetian Francesco Sansovino proudly stated, “It is known to everyone that this State always paid extraordinary courtesies to those Princes who, for whatever reason, came publicly to Venice.”3 Similarly, in his letter dated March 4, 1585, the Vicentine Filippo Pigafetta—a descendant of Antonio Pigafetta, who circumnavigated the globe with Ferdinand Magellan—claimed that “courtesy toward foreigners” was fundamental in his homeland.4 Hospitality, however, was inherently performative; as Patricia Fortini Brown has noted, “such welcomes” had “many-layered messages.”5

In this chapter, I propose that the Venetian state officers and the Vicentine academicians intended to display their generosity and prosperity, as well as the global fame of their maritime city and all’antica theater, through pictorial records of the welcome they afforded the Japanese. To support this claim, I reconstruct the subject matter of Jacopo Tintoretto’s unfinished group portrait by situating the ceremonial receptions of the Tenshō embassy within Venetian diplomatic protocol at sea and on land. In light of the scholarly consensus that the Mancio canvas (fig. 8) was painted by Domenico, I explore why he, and not his father, produced this work for the group portrait.6 Ultimately, the Venetian state abandoned the group portrait, most likely because it did not fit the decorative scheme of the Sala del Maggior Consiglio and the Tintoretto workshop was engaged in the production of the Paradise (fig. 61). Meanwhile, the Vicentines completed their fresco of the Japanese reception despite the delay caused by social and economic difficulties in their city and academy. With much administrative vigor, the academy president, Pompeo Trissino, and other members resumed the frieze project in order to ensure the continuity and development of their institution. The frieze represented not only the grand welcome of the foreign dignitaries but also the academy’s motto and successful stage performances, which were all meant to inspire current and future members.


State Politics and Hierarchy

As seen in the Venetian and Vicentine cases, most European rulers and officials visited by the Tenshō embassy arranged some kind of formal reception. However, how the visitors were received depended on both domestic and international politics, not to mention the competition among them for more grandiose ceremonies. The treatment of the Japanese with extraordinary honor by the Spanish king and the papacy set the diplomatic tone for the rest of the European states.7 The Grand Duke of Tuscany and the Republic of Venice were obligated to offer nothing less than an impressive show of pomp to maintain their social standing and friendly terms with the Catholic authorities. Now that the major Italian states were hosting the Japanese embassy, Duke Guglielmo Gonzaga also invited the Japanese to Mantua while they were still in Rome and again when they traveled to Venice.8 It was only during the embassy’s stay in La Serenissima that the duke succeeded in soliciting an affirmative reply. Even if a stopover at Mantua was possible, a detour to Turin was not, despite the enthusiastic invitation sent by Charles Emmanuel I, Duke of Savoy: the embassy had to rush to the port of Genoa in order to sail for Spain, whence it would eventually return home.9

Orders from the dominant central authority also influenced the reception of the Japanese in peripheral towns. After leaving Rome on June 3, 1585, the embassy toured the papal state, where governors ruled towns on behalf of cardinals who generally resided in the Eternal City.10 These prelates dispatched letters to their representatives, requesting that they offer lodging and food to the embassy on behalf of Sixtus V, who wished the Japanese to be treated with hospitality. Nevertheless, the embassy encountered various problems as a result of delays in the delivery of such letters and local misadministration, especially upon its departure from Rome. For example, the embassy reached its first port of call, the town of Civita Castellana, one day before the arrival of a letter to the governor from his patron, Cardinal Filippo Boncompagni.11 The Japanese were thus initially deprived of guards or other means of assistance. In Narni, the new governor was unaware of a letter from Cardinal Carlo Michele Bonelli, which the former governor had read, while a letter from Rome to Terni almost certainly did not reach its destination: the governor and priors declared that they would provide nothing for the embassy without an order from the authorities, which failed to arrive in time.

Nevertheless, some locales, including Loreto and Ancona, received the embassy convivially. The government of Rimini also reported to Cardinal Vincenzo Torfanini that it had offered a cordial welcome to the Japanese despite their sudden arrival.12 According to this letter, the townspeople felt it was only right to accommodate the Japanese youths who had come to render obedience to the pope from a remote part of the world. Citizens of Recanati likewise entertained the embassy with great pomp, though they sought to exploit the occasion for their religiopolitical benefit by persuading Sixtus V to reinstate the town’s jurisdiction over the nearby sanctuary of Loreto.13 Rimini’s attempt to cash in on hospitality was fruitless, however. On March 17, 1586, the pope granted episcopal independence and cathedral status to Loreto and its church, suppressing the diocese of Recanati and demoting its cathedral to a collegiate church.

After journeying through the papal state and the Duchy of Ferrara, the embassy planned to visit Venice. The Republic received notifications from Lorenzo Priuli, its ambassador in Rome, and the papal legate in Venice regarding the arrival of the Japanese and Sixtus V’s wishes for a warm welcome.14 On June 22, the Venetian Senate replied to Priuli, asking him to inform the pope that the Republic was pleased to accommodate the embassy as he wished.15



A Reception in the Lagoon

In welcoming the Japanese, the Republic of Venice applied its ceremonial modus operandi at sea. The Tenshō embassy reached Chioggia, the port of entry for visitors from the south, on June 25, 1585.16 The Senate made sure that the Japanese would receive an honorary welcome by writing in advance to Filippo Cappello, podestà (chief magistrate) of Chioggia.17 The following day, the embassy left for the island of Santo Spirito, a halfway point in the lagoon located just a few kilometers from Venice. The Senate assigned thirty senators (pregadi) to accompany the Venetian nobleman Geronimo Lippomano, who delivered words of welcome in the Senate’s name on the island.18 This was a great display of honor, since the Senate only dispatched such a large number of local dignitaries to greet important guests.19 The Venetians then escorted the Japanese embassy to their city in three piatti, large roofed barges used to receive princes and dukes, accompanied by more than one hundred gondolas and other vessels.20 Following their usual diplomatic practice, the Venetians made a detour to offer the best views of Venice, passing the island of San Giorgio Maggiore toward St. Mark’s Square and entering the Grand Canal instead of taking the guests directly to their Jesuit residence.21

Despite the magnificent reception, the Japanese were not afforded the highest of honors. Traditionally, the doge personally embarked in the bucintoro to welcome heads of state and other guests of the foremost importance.22 The Republic, which regarded the Japanese as ambassadors, did not deploy this colossal ceremonial ship.23 Rather than greeting them outside or upon the staircase of the Doge’s Palace, as was the usual protocol with guests of the highest rank prior to their audience, Doge Nicolò da Ponte waited for the Japanese in the Sala del Collegio on June 28 (though it should be noted that the ninety-five-year-old was unwell).24 According to Venetian diplomatic practice, the doge also took off his cap (corno) before kings, cardinals, and prince-electors of the Holy Roman Empire and shared a bench with extraordinary guests to indicate their equal status. In this case, however, Da Ponte kept his cap on during his meeting with the Japanese, who, divided into two groups, sat in chairs on either side of him.



Tintoretto’s Ambitious Group Portrait: Subject and Cost

The visit of the Japanese youths nonetheless offered the Venetian Republic an opportunity for self-promotion by means of a visual memento. In his letter to Claudio Acquaviva dated July 12, 1585, the Jesuit Ippolito Voglia described the Collegio’s commission of a painting from Jacopo Tintoretto. The Collegio was the main executive body of the government, composed of the Signoria (the doge, his councilors, and three heads of the supreme tribunal) and the Consulta (sixteen savi, or “wise men,” elected from the senators).25 According to the letter, the painting was to portray the Japanese youths in two scenes:


On Sunday [June 30], they went to the Council at St. Mark’s where there were 120 gentlemen in that large hall; while the signor ambassadors were in that high principal place, the Republic’s finest painter portrayed them from life by the order of the doge; as he did not do so well, I thought to persuade Father Mesquita that a small room would offer the utmost convenience; since in that large hall a place was yet to be filled by a rare picture, the entire Collegio ordered the same [painter] to fill it, making a painting of these four princes at the meeting with the senators and at the introduction to the doge; it will be a marvelous thing and he will be paid 2000 scudi.26



As seen above, Jacopo was tasked with portraying the senators’“meeting” (“incontro”) with the four youths and their introduction to the doge. The first scene was most likely the welcome on the island of Santo Spirito, since the term incontro could indicate an official and solemn reception.27 The second scene was doubtless the audience with the doge.

That Jacopo Tintoretto’s group portrait must have been an ambitious project is indicated by its extremely high price. Like Voglia, Alessandro Leni, another Jesuit who joined the embassy’s post-Roman trip, noted that the painting would cost more than 2,000 scudi.28 Diogo de Mesquita reported that the amount was 2,000 ducats (the ducat had a slightly higher value than the scudo).29 In contrast, Jacopo and his workshop’s other works were much less expensive, though he was known for discounting or donating his paintings to secure future commissions.30 For the large paintings of the Last Supper and Gathering of the Manna at the church of San Giorgio Maggiore, each measuring close to four meters in height and six meters in width, Jacopo earned only 180 ducats. His Paradise (fig. 61), which contains almost five hundred figures on its colossal canvas of twenty-two meters in width and seven meters in height, cost 1,500 ducats.31 In sixteenth-century Venice, the price of a painting was determined by multiple factors: scale, materials, the number of figures, the artist’s reputation, and the overall quality of the finished work.32 The Collegio would have wanted Jacopo’s group portrait of the Tenshō embassy to be spectacular, a vast and impressive work that encompassed numerous figures within the two rich pictorial narratives.

We may imagine what Jacopo’s unfinished scenes would have looked like by examining two paintings that portray similar subjects. Both works are located in the Sala delle Quattro Porte at the Doge’s Palace, where ambassadors waited before their audience with the doge in the Sala del Collegio. One of these, painted by Andrea Michielli (Vicentino), represents the Republic’s grand island reception of King Henry III of France in 1574 (fig. 64). In front of the monumental triumphal arch, which was designed by Andrea Palladio for the occasion, Doge Alvise Mocenigo, dressed in a golden robe, presents the black-clad king to Giovanni Trevisan, patriarch of Venice, who is standing under a baldachin. The scene is attended by an impressive number of men and women in sumptuous dress. The golden bucintoro on the far left of the composition, along with numerous gondolas and other vessels, further enhances the splendor of the ceremonial entry. Neither the doge nor the bucintoro was present during the welcome of the Japanese embassy on the island of Santo Spirito. Nonetheless, like Michielli’s work, the first scene of Jacopo’s group portrait would have been packed with the figures of the Japanese visitors, Lippomano, and thirty senators as well as gondolas and additional boats.
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fig. 64 | Andrea Michielli (Vicentino), Entrance of King Henry III of France at San Nicolò al Lido in 1574, 1593. Oil on canvas, 400 × 810 cm. Sala delle Quattro Porte, Doge’s Palace, Venice. © Archivio Fotografico–Fondazione Musei Civici di Venezia.


The second scene of Jacopo’s group portrait would have resembled the painting by Paolo Veronese’s “heirs” (successors of his workshop), which shows a Persian embassy’s ducal audience (fig. 65).33 In this painting, the doge, flanked by the Persians, sports golden ceremonial robes with a fur cape and sits in front of the red cloth of honor above the steps. Similarly, the youths were seated on the raised platform on both sides of Nicolò da Ponte; he wore a robe of fine brocade, decorated with precious stones, and sat upon the silk-lined throne.34 In the Persian painting, the gold-mantled ambassador is addressed by two men, probably an interpreter and dragoman.35 The latter, dressed in black, holds what appears to be the translation of a diplomatic letter. Diogo de Mesquita and Ippolito Voglia likewise served as interpreters on the platform, standing close to the youths on the right side.36 The Japanese were seated in ornate seats above those of the many senators who attended the audience; this hierarchical placement indicates that the youths were treated better than the Persian visitors depicted in the Veronese work, who are placed among some Venetian officials at the same level.37 In this painting, a casket occupies the center of the pictorial foreground, from which two servants draw forth a diplomatic gift from Persia—a white silk drapery with gold embroidery. This portrayal echoes how the Tenshō embassy presented gifts of kimono and swords from a casket during its audience.38 Unlike these Persian figures, however, the Japanese did not wear their traditional clothing for their meeting (see chapter 2). Nonetheless, Jacopo’s group portrait would have contained motifs and compositions similar to those seen in these paintings of an insular reception and ducal audience, since they represent the Republic’s diplomatic tradition for foreign dignitaries.
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fig. 65 | Haeredes Pauli Veronensis, Reception of a Persian Embassy in the Sala del Collegio, 1591–92. Oil on canvas, 400 × 210 cm. Sala delle Quattro Porte, Doge’s Palace, Venice. © Archivio Fotografico–Fondazione Musei Civici di Venezia.




Complementing Image with Text in the Sala Del Maggior Consiglio

The impressive and imposing group portrait was originally intended for the Sala del Maggior Consiglio, the largest and most important hall in the Doge’s Palace. Decorated with a number of images that represented Venetian state ideals, the hall was where the Great Council, which consisted of male patricians above the age of twenty-five, assembled to vote on legislation and elect state officers.39 On Sunday, June 30, the Japanese observed such a ballot from the tribuna (raised platform; fig. 61) of the hall, which Ippolito Voglia described as “that high principal place” in his aforementioned letter.40 According to the letter, Jacopo sketched them to fill an empty space in the hall with “a rare picture.” After a devastating fire in the hall on December 20, 1577, the Venetians replaced its ceiling paintings before 1584.41 Jacopo’s group portrait would have been destined for one of the walls, where redecoration continued until the early seventeenth century.

Diogo de Mesquita also reported that the Japanese had been portrayed from life “to place them in a hall, where [portraits of] the doges are, within a painting with all the senators.”42 The Sala del Maggior Consiglio displays a chronological series of the doges’ portraits, which Jacopo’s son Domenico Tintoretto and other artists painted between approximately 1580 and 1590 (fig. 61). The hall’s adjacent Sala dello Scrutinio similarly exhibits portraits of the doges, but, like Voglia, Mesquita was most probably referring to the Sala del Maggior Consiglio as the future location of the group portrait.43 By stating “to place them . . . within a painting with all the senators,” Mesquita clearly meant that the work would portray the many senators who had received the embassy on the island of Santo Spirito and during the audience with Nicolò da Ponte. Jacopo Tintoretto’s painting of the Tenshō embassy was hence an ambitious group portrait.

According to Mesquita’s report and other documents, the Republic planned to place the Japanese embassy’s letter of gratitude (fig. 40) next to Jacopo Tintoretto’s group portrait.44 As noted in chapter 2, George Loyola’s Japanese calligraphy is accompanied by its Italian translation, and comparison of the two texts reveals slight differences. The word “shisha” in the Japanese text can be translated as “messengers,” but the translator chose “ambassadors” to underscore Mancio’s and Miguel’s high status. In addition, the Italian text explains that Miguel is the nephew of the king of Arima and the cousin of the prince of Omura, a phrase missing from the Japanese counterpart. While the Japanese wording simply introduces Julian and Martin as “samurai,” they are specified as “barons” in Italian.

Both the Japanese and Italian texts then explain the embassy’s reason for the trip and confirm the greatness of the Venetian Republic and its fame on the opposite side of the world. According to these texts, the Japanese traveled for three years to kiss the pope’s feet and render obedience to him; they also wished to see Venice, which surpassed their imagination. They were leaving this letter as a memory of their visit and promised not to forget the Republic’s hospitality and love. The texts conclude that the youths would convey what they had seen in Venice upon their safe return home. The letter was therefore meant to complement the group portrait by explaining the identity of these unusual figures from a different culture, their appreciation of the Republic’s extraordinary reception—which certainly included the two events represented in the painting—and the far-reaching reputation of the city of Venice.



The Second Attempt to Portray Mancio

However, what we are left with is not Jacopo Tintoretto’s large group portrait but Domenico’s small canvas that depicts Itō Mancio alone (fig. 8). The relationship between the two works needs to be clarified. According to Ippolito Voglia’s letter, which we have already discussed, the Jesuit wanted the youths’ portraits to be repeated in an intimate room since Jacopo’s depiction was unsuccessful. The aged Jacopo’s energetic brushstrokes, which captured the sitters’ inner state, were probably inappropriate for the portrayal of unfamiliar Asian physiognomy.45 By contrast, Domenico rendered his sitters realistically; he was one of the most celebrated portraitists in Venice and painted many portraits of secular and ecclesiastical leaders as well as foreign ambassadors.46 As such, Domenico likely painted the small painting (fig. 8) for the group portrait, since he customarily sketched a bust image of the sitter in oil before producing a fuller-length portrait.47 Along with workshop assistants, he may have intended to paint the group portrait of the Tenshō embassy using Jacopo’s ideas (concetti) for composition and figures. Especially after 1580, when Jacopo was almost sixty (though he would live for another fifteen years), Domenico and their assistants executed the majority of his paintings, including Paradise (fig. 61).48

A question remains: Does the Mancio canvas (fig. 8) contain Jacopo’s sketch of him beneath that of Domenico? Jacopo would have portrayed the Japanese youth in oil; such was his usual custom, since no drawing by him for portraiture is extant.49 Curiously, the X-ray photograph of the Mancio portrait indicates retouching of the eyes and nose (fig. 60).50 However, whether these underpaints were executed by Jacopo or Domenico is unclear. On June 30, 1585, when Jacopo depicted the youths, they sported short robes “in the Spanish fashion” and were carrying swords; they also wore a gold chain around their necks with the image of Sixtus V, which the pope had presented as a gift when they were made knights of the Order of the Golden Spur on May 29.51 Such an outfit demonstrated their knightly status so that they could be seated “in the place destined for the knights”—that is, the tribuna in the Sala del Maggior Consiglio.52 It is possible that the quickly painted V-shaped lines on Mancio’s chest represent the gold chain (fig. 8) and that the portrayal of Sixtus V was removed when the canvas was trimmed in a later century (see chapter 3). His image may have influenced the pope-like figure that an anonymous artist repainted in profile on the band around Mancio’s hat (fig. 8).



The Puzzling Aftermath

Why neither Jacopo nor Domenico completed the group portrait of the Tenshō embassy remains unclear. Here, I explore some of the possible reasons from the perspective of the Republic’s state administration, the Tintoretto workshop’s other engagement at that time, and the pictorial themes of the Sala del Maggior Consiglio. Strangely, Girolamo Bardi, a Camaldolese monk and historian, omitted the Tenshō embassy’s group portrait from his Dichiaratione di tutte le istorie che si contengono ne i quadri posti novamente nelle Sale dello Scrutinio, & del Gran Consiglio, del Palagio Ducale della Serenissima Republica di Vinegia (Venice: Felice Valgrisio, 1587), where he described the pictures meant to be placed in the hall.53 Bardi would have prepared the text around December 19, 1586, which is the date he gave to his preface. It is conceivable that the Republic had not finalized the commissioning of the group portrait before that date, resulting in a delay to the project. According to Voglia’s letter (see above), the Collegio planned the painting but, as an advisory body that only discussed state affairs and made proposals to the Senate, it had little authority to decide on any transaction that cost over 25 ducats.54 On October 17, 1587, the Senate finally agreed to reserve 2,000 ducats for the completion of the painting, which had already been begun.55 However, Jacopo and Domenico most likely made little progress, since just a year later they began to work on the colossal Paradise (fig. 61), work that continued until around 1592. Precedence was therefore given to this important painting on the principal wall of the Sala del Maggior Consiglio.

To a certain degree, the group portrait of the Japanese ambassadors to the pope was in keeping with existing decorations in the hall. The north wall of the hall is adorned with the cycle of twelve paintings that convey the role of Venice as defender of the Church, visually narrating how the Republic sided with Pope Alexander III in his conflict with Holy Roman Emperor Frederick Barbarossa.56 Several artists, including Jacopo and Domenico Tintoretto, produced these paintings between the 1580s and 1620s. The Alexander cycle also contains two scenes that represent ambassadors whom the pope and doge dispatched to the emperor. Additional images of ambassadors from Nuremberg and Turkey, painted by Jacopo Palma il Giovane and Andrea Michielli, appear in the monochrome compartments of the ceiling.

Nonetheless, apart from Tintoretto’s Paradise on the east wall, the decorative themes of the Sala del Maggior Consiglio are largely bellicose, retrospective, and allegorical—and hence at odds with the painting of the contemporaneous reception of the Japanese. While the cycle of Alexander III portrays Venice’s intermediary role between the pope and Frederick Barbarossa from the twelfth century, the Fourth Crusade cycle on the opposite wall represents the city’s conquest of Zara and Constantinople between 1202 and 1204. The west wall displays Paolo Veronese’s Triumphal Entry of Doge Andrea Contarini into Venice, which celebrates the Republic’s victory against Genoa during the late fourteenth century. In addition, the images that adorn the central ceiling, painted by Jacopo Tintoretto, Palma il Giovane, and Paolo Veronese, glorify Venice’s subjugation of its provinces. In addition to the discrepancy of the subject in relation to the rest of the hall, a final blow to the moribund project may have been the Republic’s expulsion of the Jesuits from Venice in 1606; the Jesuit-related painting was thus likely deemed unsuitable as a decoration in the hall of state.57 The Venetians eventually abandoned the project, which nevertheless would have influenced the subject matter of Andrea Michielli and the Veronese workshop’s paintings (figs. 64–65) in the Sala delle Quattro Porte.



A Brief Stay in Vicenza

By contrast, the Olympic Academy successfully completed, though on a small scale, a painting of the Tenshō embassy a decade after its visit on July 9, 1585. Prior to the embassy’s departure from Venice, the Senate resolved to dispatch letters to Venice’s territories of Padua, Vicenza, and Verona in order to request an honorable welcome.58 The Senate decided to cover the expenditures of the embassy’s sojourn in these cities (which were to spend modestly). As we have already seen, an order from the dominant center often shaped the reception of the embassy in a subjugated city. Having received a letter from Doge Nicolò da Ponte, the rectors of Vicenza (podestà and captain) sent numerous gentlemen to welcome the embassy two miles outside the city.59 The four youths were traveling with four Jesuits, six servants, and six pages in four carriages.60 Accompanied by the welcoming party, the embassy continued its journey to Vicenza in twelve carriages that the rectors had prepared and arrived at the city after 3:00 p.m. on July 9.61 The Japanese lodged in the bishop’s palace, where the rectors offered words of welcome.

After venerating the relic of the holy thorn in the cathedral, the embassy made its way to the Olympic Theater, where the academy organized a grand reception. Attendees, including well-dressed women, filled the audience seats. After girls sang and played trombones, cornets, and other instruments, which the Japanese enjoyed, the academician Livio Pagello delivered an oration in Italian.62 Young singers then sang, accompanied by violas, and were followed by the Latin eulogy of Riccardo Esio, a Jesuit residing in Vicenza.63 Finally, a trombonist and cornetist played in harmony with an organ. The next morning, the Japanese attended a Mass given by a Jesuit father in the Cappella di San Nicolò at the bishop’s palace and left Vicenza at 9:00 a.m., continuing on to Verona. On July 11, the academicians reported their reception to the Republic of Venice.



Finishing the Frieze

Despite the hurried eighteen-hour stay of the Japanese, the Olympic Academy commemorated their visit in visual form, attesting to the extraordinary importance it attributed to the event. By the time of the academicians’ accommodation of the embassy, their organization had been established for three decades. The architect Andrea Palladio and twenty other men founded the academy in 1555 to promote classical studies and the sciences, especially mathematics, medicine, and astrology, as well as the arts.64 On March 3 and 5, 1585, the academicians celebrated the inauguration of their theater, which was inspired by ancient Roman precedents and built to Palladio’s design, with a performance of Oedipus Rex.65 It was only four months later that the Japanese visited the new theatre.

The frieze’s scenes occupy two walls of the Antiodeo. The east wall (fig. 66), from left to right, chronologically represents the academy’s prominent and successful plays: Amor costante, Sofonisba, and Oedipus Rex. To the far left of the south wall (fig. 62) is a depiction of a tournament that the academy organized for the carnival on February 26, 1588. The central fresco shows the institutional emblem, a chariot race at an ancient circuit, accompanied by the text “HOC OPVS,” a short version of the academy maxim, “hoc opus, hic labor est” (in this work, the mighty labor lies) from Virgil’s Aeneid (6.129). (The emblem’s design recalls Pirro Ligorio’s engraved views of the Circus Maximus and Circus Flaminius, which Nicolas Beatrizet first printed in 1552.) To the right is the reception of the Japanese.


[image: Three monochrome scenes showing actors in front of an architectural stage background.]


fig. 66 | Attributed to Alessandro Maganza, frescoed frieze showing the Amor costante, Sofonisba, and Oedipus Rex, 1596 or later. Antiodeo, Olympic Theater, Vicenza. Photographed by the author.


The frieze, however, was not completed until around 1596; the long delay merits investigation. At a certain point, an unknown artist drew up some parts of the borders for the frieze, which were then abandoned.66 At a council meeting on May 17, 1595, the academy president Pompeo Trissino and other academicians lamented the unsatisfactory state of the Antiodeo, noting that “it is certainly a very unbefitting and almost shameful thing for the Olympic Academy.”67 The original entrance to the theater was located in the Antiodeo, which was a vestibule, where many visitors congregated. The academicians did not want the unfinished state of the hall to indicate their thoughtlessness or weakness or to diminish the reputation of the institution and city.

Funding, as is often the case, was most likely the problem. The long-term commitment of building the great theater, which cost about 18,000 scudi, drained the academy’s coffers.68 The institution had to ask the city of Vicenza to forward the taxes earned from granting new citizenships to help fund construction.69 Significant famine and social disorder in Vicenza may also have damaged the academy’s fiscal and administrative health. In 1589, extremely cold weather swept in and killed off a large quantity of vines and other plants.70 On May 18, 1591, Fabio Monza, a local chronicler, commented that the famine was so widespread that it was of great “horror to humanity.”71 Peasants were forced to live in increasingly pitiful conditions and barely survived by eating grass. Food prices drastically rose—a “monstrous thing,” as Monza wrote on June 1.72 He added that 150 people came to the city from the nearby mountains to beg for food and assistance. In 1592, Pompeo Trissino spoke at the academy on the topic of animosity and violence in the city.73 As recorded on January 3, 1594, the academy further suffered from “a very great disorder” and instability of income due to the fluctuating enrollment of members.74 As a result, it was unable to hire and pay readers and musicians. “Inevitably the academy remains dead,” the council pronounced.75

However, the academicians decided to resume the decoration program of the Antiodeo during the presidency of Pompeo Trissino. A member since 1580, Trissino was a key figure in the academy’s reforms and artistic projects.76 In addition, he emphasized the necessity of compiling a chronological account of the academy from its origins to the present time.77 Significantly, this textual effort corresponded with the visual project, as both were to celebrate the academy’s history. Four decades following the establishment of their proud organization, the current members needed to pass on the memories of its past achievements to posterity. However, they could not complete the frieze at once. On May 17, 1595, the academicians decided that the scenes should temporarily remain unpainted, but the borders were to be finished with monochrome (chiaroscuro) decorations.78

The reduced color palette for the borders, as well as for the Japanese and five other scenes in the frieze, was likely due to both stylistic and financial considerations. Grisaille paintings, which became popular in sixteenth-century Italy, evoked a sense of antiquity.79 The academy was also intent on spending as little as possible.80 As indicated by the uncompleted frieze section on the west wall (fig. 67), Alessandro Maganza applied his pigments directly to the dry surface. Allowing an artist to paint with speed and efficiency, the fresco a secco technique required less time and financial outlay than buon fresco, which was executed on wet plaster. This unfinished fresco, moreover, indicates that Maganza applied lighter paints to the dark background to produce his illusionistic images.
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fig. 67 | Uncompleted frieze section above the original entrance to the vestibule. The large screen is a modern installation. Photographed by the author.


The academicians made other decisions. Some portraits were to be removed from the Antiodeo, and the members who wanted their coats of arms to be painted on the walls would have to share the cost of their placement equally.81 In this manner, the academy sought to secure funds for the frieze project. Such a remedy was, however, still insufficient; on February 11, 1596, the council stipulated that individual members would make voluntary contributions in order to portray the images of the academy’s activities following the depiction of its emblem.82 But the academy likely could not raise enough funds, as the council decided to make further monies available for the execution of the scenes on June 23.83 By that date, the unnamed artist (certainly Maganza) had already painted the fresco of the academy emblem in the center of the south wall.84 The academicians also agreed to represent their institution’s “most notable activities” very soon.85 Maganza probably completed the scenes of the academy’s plays, tournament, and Japanese reception shortly after.



Inspiration for Future Generations

By having these great events painted in the frieze, the academy sought to commemorate “the generosity of the academicians of the past and the present” and provide “virtuous stimulation” for future members.86 In particular, the scenes of the theatrical performances would have served as visual encouragement for the academy to produce additional spectacles at the theater. In 1596, one of the new statutes under Pompeo Trissino’s presidency stipulated that the academicians should organize some performance or play, whether tragic, comic, or pastoral, noting that it was unbefitting to leave their theater “unused and idle forever.”87 However, theatrical undertakings were extremely difficult, owing to the academy’s unstable income and internal disagreements.88 After performing Oedipus Rex in 1585, the academicians organized a handful of tournaments but were unable to arrange another play at the theater until 1618.89 Subsequently, the academy most likely did not perform a play there until 1847—more than two hundred years later.90

Apart from organizing theatrical plays, the responsibility of receiving foreign dignitaries was no less significant for the academicians. On March 15, 1593, while anticipating the visit of Maximilian I, heir to the Duchy of Bavaria, they proudly stated that “the fame of the greatness, nobility, and magnanimity” of their institution reached “not only throughout our province and Italy, but also beyond the mountains and seas.”91 As the academicians claimed, contributions to such an achievement included their splendid stage performances and their “generosity” toward many noble guests. They therefore proposed organizing a welcome for Maximilian that would surpass earlier events, apparently including the Japanese reception that had taken place eight years before. Through the frescoed image of that reception, the academicians may have aspired to encourage future members to continue, in ever-increasing grandeur, the tradition of embracing dignitaries from afar in order to further the institution’s prestige.

In this scene (fig. 63), the Japanese figures are all depicted within a compressed space in the bottom right part of the composition, while the image of Livio Pagello is displayed prominently at the podium, separated from the others. It is unsurprising that the academy chose to portray not the Jesuit speaker Riccardo Esio but its own member upon the stage. An anonymous academician exalted Pagello’s speech, stating that its “serious mode, words, effects, gestures” and the “occasion, and the quality of timing and placement” engendered admiration from others.92 The academy hoped to publish the text of Pagello’s oration, though this plan was never realized.93 In the fresco, his prominent figure stands alone on the stage in front of the classicizing scaenae frons (architectural backdrop), which shows an impressive array of columns and statues. Rather than the Japanese figures, the packed theater dominates the composition. Such a rendering indicates that the fresco’s central theme is the celebration of the eloquent academician, magnificent all’antica theater, and glorious academy.



THE JAPANESE MAGI

Curiously, the scene of the Japanese youths (fig. 63) portrays only three of them, perhaps in an attempt to recall the biblical story of the Magi.94 In his welcoming speech, Livio Pagello narrated that a star had guided the three sages “from the Orient” to the newborn Christ in Bethlehem.95 Addressing the Japanese by stating, “You, [the] extremely illustrious prince-ambassadors of very Christian kings,” Pagello related them to “new Magi.” As a matter of fact, Pagello was not the only European who equated these travelers from the East with the wise men.96 Citizens of Perugia, where the Japanese “royals” arrived on June 7, 1585, regarded their visit as akin to the arrival of the Magi.97 A chronicle of the city-state of Bologna, which accommodated the Japanese from June 18 to 22, contains an interpolated verse by Vitale Papazzoni that also associates them with the Magi from the Orient.98 More elaborately, Guido Gualtieri linked the Japanese embassy to the expedition of the Magi, claiming that the three Christian princes of Japan had sent the youths to venerate Christ through his vicar, the pope in Rome.99

Similarly, Livio Pagello and Riccardo Esio’s orations emphasized the fact that the youths had come to see the pope and indicated the broader impact of their joyous visit. Pagello explained that these converts “had bowed to Christ’s vicar, adoring him with deep humility” and “had offered him [the] very precious gifts of living faith.”100 The embassy’s arrival, he noted, has “cheered . . . our world, . . . Christendom, and particularly Italy, where the head of Christians resides.” Pagello praised them for having virtuous souls and the courage to sail “many seas, to cross many mountains, [and] to seek many countries.” Esio likewise underscored the piety of the Japanese, who had traveled not from the Middle East and India but from a more distant land, enduring a long, dangerous trip to Italy in order to prostrate themselves before the pope.101

Thus, although its subject is nonreligious, the scene of the Japanese reception (fig. 63)—and indeed any image of these new Catholics—would have been spiritually inspiring for many post-Tridentine viewers. This was especially true given the religious turbulence of the time. Since the early sixteenth century, Vicenza, like other northern Italian cities, was entangled in religious schism. Calvinism had become popular among elite citizens, including Elio Belli, one of the founders of the academy.102 Eventually, the papacy’s condemnation of Protestantism helped repress the movement in Vicenza by the end of the century. Painted in the aftermath of this turmoil, the fresco of the pope’s pious disciples from distant lands served as a visual confirmation of the legitimacy of Catholicism for its followers. The fresco, situated in the academy’s public space, demonstrated by extension its commitment to the Roman Catholic Church. Though secular, the academy was part of the wider Christian community, and after being elected, the new president customarily attended Mass, as did Pompeo Trissino at the church of San Lorenzo in Vicenza on January 4, 1587.103

As we have seen, the physical performance and visual commemoration of reception encompassed multiple layers of meaning, ranging from authoritarian power to economic prosperity, generous hospitality, and rhetorical eloquence. Despite their secular nature, such scenes of welcome to the ambassadorial followers of the pope could denote their hosts’ religious and institutional affiliation with the papacy. In addition, the extreme distance that the youths had to travel in order to return home evinced the far-reaching reputation of the Venetian Republic and the Olympic Theater. By depicting not only the Japanese embassy but also local elites and scenery, the visualization of grand ceremonial hospitality was, after all, a form of self-glorification for the cities, and citizens, of Venice and Vicenza. While the former abandoned its grandiose project, the latter successfully concluded its depiction of past glory in an effort to build for the future.

Whereas Venice and Vicenza received only one Japanese embassy during the early modern period, about two decades after the academicians’ completion of their frieze, another Japanese embassy reached Rome, which afforded the papacy an opportunity to manifest its political and spiritual authority though court rituals and visual arts, as was the case during the youths’ visit (see chapters 1–3). However, in contrast to the images of the Tenshō embassy that showed either the Japanese robes chosen by the Jesuit or the European costumes gifted by the pope, the portrait of Hasekura Rokuemon visually recorded the kimono and swords that his Japanese master had selected for the embassy. An analysis of these details unveils the samurai lord’s far-flung ambition, as shown in the following chapter.







Chapter 5 Connecting Trilateral Ambitions Beyond Time and Space

A monumental canvas (fig. 7), which measures almost two meters in height, vividly portrays the physiognomy and magnificent kimono of Hasekura Rokuemon, who stayed in Rome from October 25, 1615, to January 7, 1616. In commemoration of this second Japanese embassy’s visit, Scipione Borghese, Pope Paul V’s cardinal-nephew, commissioned Archita Ricci to create the ambassador’s portrait.1 Hasekura wears a dōbuku cloak with motifs of deer, stripes, and triangles, beneath which the patterns of Japanese pampas grass echo his white kosode robe down to his white hakama trousers.2 At his waist are an uchigatana sword and aikuchi (a dagger with no handguard), both elaborately decorated (fig. 68). Date Masamune doubtless provided the splendid robes and swords painted in the portrait.3 The handguard of the uchigatana bears the golden openwork that shows the family’s coat of arms, called the kuyōmon; it consists of eight circles enclosing a central one, as appears on Masamune’s falconry glove (fig. 69). The snow-covered pampas grass was also the Date family’s emblem.
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fig. 68 | Archita Ricci, Portrait of Hasekura Rokuemon, begun 1615–16 (fig. 7), detail. The gold sword guard depicts Date Masamune’s kuyōmon (nine circles) emblem in openwork. Hasekura Rokuemon’s left doublet sleeve shows a shippō (interlocking circles) design.



[image: Falconry glove with Masamune’s emblem of eight circles enclosing a central one.]


fig. 69 | Date Masamune’s falconry glove, sixteenth–seventeenth century. Deerskin, 30.5 cm. Sendai City Museum, Sendai.


After the Tenshō embassy’s 1585 departure from Rome, extravagant expressions became prevalent in Baroque art, which clearly informs Ricci’s grandiose portrayal of the Japanese ambassador in his sumptuous outfit. I argue that in addition to this artistic trend, the religiopolitical ambitions of Masamune, his embassy, and the Borghese family shaped Hasekura’s imposing representation. Hasekura’s exquisite kimono was part of Masamune’s larger strategy to promote himself in Europe—a strategy that also encompassed his gifts and letters to Paul V. While traveling in Europe, the embassy further negotiated its courtly status by underscoring Masamune’s obedience to the pope and Hasekura’s high status. In Rome, Masamune and the embassy’s effort resonated with the Borghese family’s ceremonial and pictorial agendas; the religiopolitical significance of the embassy’s visit for the papacy can be highlighted by an investigation into Florence’s rather cool treatment. I believe that Masamune, his embassy, and its hosts were well aware of the earlier Japanese embassy, which affected Hasekura’s sartorial performance and courtly reception in Europe.


Masamune’s Katana, Kimono, and Doublet

How Hasekura Rokuemon was lavishly dressed at the papal court is visually recorded in Archita Ricci’s portrait (fig. 7). The deer motifs in gold and silver and other rich details in these colors, as well as in red, green, and blue, are striking against the white silk, although it is difficult to identify some of the designs. The pointed greenish-blue and yellow decorations on his dōbuku, which include floral-like patterns, seem to represent fans (fig. 68). The light-blue amorphic image, which is also painted on Hasekura’s cloak to the left of the aikuchi pommel, shows the golden ears of Japanese pampas grass or some other graminaceous plant. When Ricci was finishing the painting, Hasekura likely had already departed Rome, and thus his kimono was unavailable for direct observation.4 Perhaps for this reason, the artist awkwardly depicted the collars of the dōbuku; a fold also unnaturally hangs over the cuff of Hasekura’s right sleeve. Despite such strange details, the bold yet orderly, blocky, and repeated application of lively Japanese pampas grass evokes kimono designs of the Azuchi-Momoyama period.

Equally impressive are the painted swords. The uchigatana’s handguard and pommel are all gold, while the handle is intricately coiled with smoked, tanned leather (fusubegawamaki), the technique also used for that of an uchigatana owned by the Christian lord Kuroda Yoshitaka (fig. 70).5 Meanwhile, the scabbard of Hasekura’s uchigatana appears to have been made of black-lacquered stingray skin (samegawa). Samegawa may also have been applied to the handle of his aikuchi, whose scabbard recalls the technique of embossing a thin gold plate over a noduled mold (kinheshidashiarare). As Hasekura is not depicted on the battlefield, where an adversary might seize his swords, the pink sageo (cords) loosely hang down instead of being tied to the obi belt (fig. 7).
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fig. 70 | Lacquered and gold granule-embossed sheath, most likely produced in ca. 1598–1604 under Umetada Myōju’s direction for the sword “Atakigiri,” which was created by Osafune Sukesada in 1524 and owned by Kuroda Yoshitaka. Sheath length 91.6 cm. Fukuoka City Museum, Fukuoka. Image: Fukuoka City Museum / DNPartcom. Photo: Fumiyasu Kaname.


Such an extraordinary outfit in the portrait recalls the dynamic design of costumes among powerful warriors, which reflected their ambitious character during the time of civil wars in Japan. They wore a boldly designed suit of armor to intimidate enemies and, over it, pulled a vest (jimbaori) of innovative patterns to stand out on the battlefield. The occasion to fight a battle was a special day (hare no hi) for samurai lords who, if faced with death, chose to die with honor, preferably clad in stylish fashion. Masamune’s wardrobe attests that he was one of such potentates who favored splendid and fashionable costumes. His lacquered armor, currently preserved in the Sendai City Museum, is black and stylish, its helmet surmounted with an asymmetrical gold crescent. According to an inventory of Masamune’s belongings (Gomotsu no chō) from circa 1601, he used not only domestic fabrics but also imported velvet and satin for his dōbuku.6 His collection further included clothes of Portuguese influence, such as a kappa (cape) and several pairs of karusan (voluminous breeches), in addition to tiger, leopard, and bear skins as well as ivory.

In particular, a jimbaori (fig. 71), doubtless owned by Masamune, is stylistically related to Hasekura’s painted costume.7 The scarlet zigzag patterns at the bottom of the vest are called yama-gata (mountain-shaped) or kyoshi (sawtooth) designs, which were popular among samurai during the Azuchi-Momoyama and early Edo periods.8 Such designs are applied in the series of golden triangular decorations, though more acute in angle, along the hem of Hasekura’s dōbuku (fig. 7). The decorations are visible especially on Hasekura’s left side, where Ricci exaggerated the volume of the overlapping folds to reveal their rich designs.
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fig. 71 | Jimbaori (vest) owned by Date Masamune, sixteenth century. Gold and silver braid on black and red wool ground, 88.0 × 23.0 cm. Sendai City Museum, Sendai.


Denoting Masamune’s wide spectrum of fashion interests, his jimbaori (fig. 71) further shows the influence of European clothing. The vest is made of rash (raxa), an imported wool much preferred among samurai.9 This wool not only served as a status symbol but also was suitable on the battlefield, being resilient against inclement weather. Scarlet (shōjōhi), which was most likely dyed with cochineals from New Spain, was a particularly auspicious color for samurai who believed that it had been tinted with the blood of a Chinese mythological animal (shōjō). Other overseas features include the gold braids, buttons, and a ruff that once adorned the vest.10 These items, the scarlet and black colors, and the yama-gata patterns evoked European fashion for contemporary Japanese, as seen in the clothes of Portuguese figures painted in a namban screen (fig. 72).11 Moreover, the juxtaposition of black, red, and gold in the jimbaori indicates that the dark area above the red hem and gold triangles of Hasekura’s cloak in Ricci’s portrait (fig. 7) was originally sheer black, though the paint is somewhat faded today. If Masamune had this dōbuku newly tailored for his embassy, he most likely incorporated the namban tricolors and yama-gata design to demonstrate his knowledge of European fashion or to cater to European taste.


[image: European figures shown on screen wearing ruffs and black, gold, and red clothing and hats.]


fig. 72 | Detail from a namban screen containing Kanō Naizen’s seal, first half of the seventeenth century. Ink, color, and gold on paper, 158.9 × 361.6 cm. National Important Cultural Property, Agency for Cultural Affairs, Government of Japan.


More obvious European influences can be seen in the collar and doublet of the Hasekura figure in Ricci’s portrait. As in the case of the Tenshō embassy (see chapter 2), these items that covered the neck and arms helped facilitate the Keichō embassy’s acceptance in European society. Hasekura’s flat collar shows the shift in fashion, however, as the four youths’ voluminous ruffs were no longer in style during the early seventeenth century.12 It is unknown whether the Keichō embassy brought over the stylistically updated collar and its matching cuffs from Japan or acquired them in Europe.

However, unlike the Jesuits’ ad hoc procurement of their four protégés’ doublets in Goa, Masamune certainly prepared Hasekura’s while in Japan. Masamune had already been familiar with a doublet, which the Japanese called juban after the Portuguese term jubão or jibão.13 As an outcome of trade with Portugal, samurai began to wear it under their armor. The Date nikki (Date journal) compiled by Masamune’s retainer Date Shigezane records that he had his banner bearers dressed in juban made of muryō, a type of silk from China, underneath their armor in 1592.14 According to the Gomotsu no chō, Masamune owned two juban: one had black and shōjōhi colors, and the other was white.15

In Ricci’s portrait (fig. 7), the doublet matches the kosode, hakama, and dōbuku, which form a unified ensemble in color and design. The images of Japanese pampas grass are applied to both the kosode and hakama, which, along with the dōbuku, show gold and dark turquoise stripes at the top. Red borders mark the cloak’s sleeves and bottom as well as the hem of the trousers. The patterns on Hasekura’s right doublet sleeve are blurred, but on his other sleeve, it is possible to observe gold and dark blue images of plum flowers (fig. 68). Similar floral designs appear on his inner kosode just below the European collar and along the shoulder line of the dōbuku. Hasekura’s left doublet sleeve also shows a dark green shippō design, which consists of interlocking circles and is considered auspicious. Archita Ricci used the same green to portray the stripe and foliage along the shoulder line of the dōbuku and some pampas grass leaves on the kosode and hakama. The white, shiny silk texture of his doublet and these kimono pieces is analogous as well. In short, Masamune contrived a total coordination of his ambassador’s outfit to attain the maximum sartorial effect in Europe.

This was not the first time that Date Masamune had splendidly outfitted his retinue. Prior to the Keichō embassy, he had burnished his public image by outfitting his three thousand soldiers in magnificent attire when they marched through Kyoto on their way to join Toyotomi Hideyoshi’s invasion of Korea in 1592.16 The procession was marked by thirty dark blue banners, which displayed the design of the golden sun. Their carriers were dressed in black-lacquered armor, which featured gold circles on front and back. Attired in armor of the same design, other soldiers carried guns, mallets, or archery equipment; they also wore tall gold-pointed hats and had silver-decorated swords within red scabbards. Each horseman carried gold-ornamented swords and, on his back, a black horo (a balloon-like shield to protect against arrows) with gold images of the half-moon. The horses were adorned with armory featuring leopard, tiger, and bear skins as well as peacock feathers. Onlookers in Kyoto marveled at the extraordinary costume of Masamune’s army, and he became much admired throughout the capital. Similarly, he would have sought to astound Europeans and spread his reputation by splendidly dressing up his ambassador. In Ricci’s portrait, Hasekura’s clothing and swords show intricate designs, delicate craftsmanship, and an abundance of gold from head to toe. Even his leather tabi socks have gold decorations.



Different Kimono for Different Occasions

Masamune prepared such a special outfit for his hare no hi in Europe, which took place on October 29, 1615, when his ambassador entered the city of Rome in a great cavalcade, dressed in the very kimono shown in Ricci’s portrait (fig. 7).17 According to the Historia del regno di Voxu del Giapone, dell’antichita, nobilta, e valore del suo re Idate Masamune (Rome: Giacomo Mascardi, 1615), which was written by Scipione Amati, an Italian translator for the Keichō embassy, Hasekura put on a richly decorated set of “Indian” clothes for that occasion.18 Comprising many different sections, the white clothing had images of “animals, birds, flowers [which were] woven with silk, gold, and silver.”19 Hasekura also wore a ruff collar and a Roman-style hat, which he raised while smiling to salute the large crowd—a non-Japanese manner of greeting that he adopted while in Europe.

Not only Hasekura but also his Japanese companions who preceded him in the parade dressed in kimono. Riding white horses, his seven staff members wore wide-sleeved “casacconi” (apparently dōbuku) of various colors and hakama, both made of silk (on casacca, see chapter 2).20 Each of these riders carried a wakizashi dagger (see chapter 1) in his obi belt and had tachi, a long katana that samurai hung from their belt on their side.21 Then came “four Japanese knights of honor” (discussed in detail in chapter 6). One of them (Kodera Geki, who was still unbaptized at that moment) was dressed like the seven servants, though more richly.22 Meanwhile, the others (Itami Sōmi, Noma Hanbē, and Takino Kahē) donned black silk robes. They were followed by two pairs of Japanese riders, all attired in a silk dōbuku with minute yellow and green checkered patterns. The first pair held a cross-headed spear (jūmonji yari) and another pole weapon (naginata), followed by the carriers of a naginata and a green silk umbrella (karakasa) in front of Hasekura.23

Like the Tenshō embassy (chapter 2), Hasekura brought over two sets of kimono for the most preeminent of court ceremonies. For the audience with Paul V on November 3, Hasekura wore a robe reserved for his meetings with kings and great princes; it had white and blue checkered patterns.24 The colored decorations would have been applied partially, since Paolo Mucanzio, the papal master of ceremonies, observed that Hasekura had a white kimono echoing the style of mariners.25 (The remark reminds us of how Europeans had interpreted the Tenshō embassy’s hakama.) Hasekura had most likely donned the same kimono during an audience on January 30 with Philip III—who had met the youths approximately thirty years before. Amati states that Hasekura had “some very exquisite clothes, which serve only for the solemn acts of an embassy.”26

Reserving the special Japanese robes for the royal and papal audiences recalls how the Jesuits utilized the four youths’ kimono. From their European experiences, Date Masamune likely expected the audiences and other ceremonies at the Spanish and papal courts, including an entry parade into Rome, for his own embassy. The special kimono ensemble that Hasekura wore for the entry—in addition to his staff’s naginata, yari, and tachi, some of the paraphernalia that soldiers customarily carried in Japanese processions—indicates that the embassy had prepared these items for such a public spectacle before its departure from Japan. Indeed, Masamune would have been aware of the earlier Japanese embassy and heard about it during his visit to Kyoto on his way to Korea in 1592. Just a year earlier, the youths had met Toyotomi Hideyoshi and, dressed in European garb, created a great sensation in the capital (see chapter 3). In addition, when Masamune was living in Kyoto between 1593 and 1595, he would have learned about them directly from Hideyoshi, who invited him to a cherry blossom party at Mt. Yoshino. Masamune’s other possible source was his trustworthy Catholic vassal, Gotō Juan, who was involved in the inception of the Keichō embassy.27 According to Luis Sotelo, Masamune ordered his embassy to travel to Genoa, recalling the great honors that the Tenshō ambassadors had received there.28 Sotelo conveyed such an explanation to four dignitaries who, on behalf of their Senate, visited him and Hasekura on October 12, 1615, at the Franciscan monastery of the Santissima Annunziata del Vastato in Genoa.

Sotelo, of course, could have invented this story to please the Genoese officers, but at the very least, the Keichō embassy was conscious of its predecessors. In his speech during the embassy’s audience with Paul V on November 3, 1615, the Franciscan theologian Gregorio Petrocha noted that the earlier travelers had left the western part of Japan thirty-three years before, while the second embassy came from the eastern region.29 Scipione Amati’s manuscript Breve ristretto delli tre stati naturale, religioso, e politico del Giapone, which he submitted to Cardinal Scipione Borghese in order to promote the Keichō embassy, also stresses the merit of establishing a bond with Masamune and confiding in him, recalling the “fidelity and constancy” of the three Kyushu lords who had dispatched the earlier ambassadors and served as the protectors of the new Christians in Japan.30 In addition, Amati’s Historia refers to the great welcome of the Tenshō embassy during the pontificates of Gregory XIII and Sixtus V.31

Sartorially, however, the Keichō embassy differed from the Tenshō embassy, as Hasekura sported at least one more set of Japanese robes in Europe—a black kimono ensemble that is depicted in Claude Deruet’s bust portrait (fig. 9).32 Although it is difficult to identify the black clothes painted in this work, the figure of Hasekura wears a doublet featuring a white-laced collar and cuffs underneath a dōbuku.33 Within the opening of the cloak, one observes the same aikuchi that Ricci painted (fig. 68).34 A square-cut ring, which Hasekura may have received from a European dignitary, also appears in both paintings.

Hasekura utilized these black robes for official events of lower significance. In Genoa, he pulled a dōbuku over his kosode and hakama, all in black (though, as discussed in chapter 2, Europeans often perceived the latter two as a single robe). The four dignitaries observed that he had a long but not too wide tunic of black velvet that reached almost to his feet; above it, he wore a shorter tunic of black tabby silk with short, voluminous sleeves (which was apparently a dōbuku).35 Hasekura also had a short katana in his belt, a black felt hat, and suede tabi socks, which the Genoese mistook for shoes. For the audience with Cosimo II de’ Medici in Florence on January 24, 1616, Hasekura was dressed in the black kimono again under a hat of uncut velvet, carrying a gilt-decorated katana.36



Obedience in Exchange for Trade and Magnificent Reception

Apart from these Japanese robes, Hasekura brought over a series of gifts from Date Masamune to Paul V that surpassed in number the four youths’ souvenirs for Gregory XIII. Evidently, Date Masamune expected his courtly gifts to convey his power, wealth, and status before European dignitaries. He presented the following items: a byōbu screen that consisted of four panels, a large legged cabinet with mother-of-pearl inlays and gold lines, and a coffer (a container with a vault-shaped lid; fig. 73).37 Masamune’s other gifts included a large sideboard, a writing desk with an inkwell, six missal stands, and six host boxes, which would also have been lacquered. In addition, he presented four round incense burners of gilt copper and a picture frame for a bedroom painting.
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fig. 73 | Coffer given by Date Masamune to Paul V (the stand from a later century), ca. 1613. Lacquerware with gold, silver, and mother-of-pearl, 52.8 × 85.8 × 44.5 cm. Private collection. With permission. Photo by Sheila McKinnon.


The embassy’s gifts were apparently meant not only to please and impress European dignitaries but also to serve as samples of exportable merchandise. Byōbu screens, writing desks, and lacquerware had already been exported to Manila and New Spain.38 In particular, the lacquered missal stands and pyxides were typical export items for the Christian market. Indeed, the use of mother-of-pearl inlays and gold lines indicates that the cabinet for Paul V was heavily decorated namban lacquerware that suited European taste.39 The lacquered coffer (fig. 73), recently identified as one of Masamune’s gifts to the pope, featured intricately designed gold fittings and delicate, if rather busy, designs of grapes, leaves, and ivies in gold and silver, some of them decorated with mother-of-pearl inlays.40 Given the association of Christ’s blood with wine, these grape motifs would have resonated with Christian users. Moreover, most of the Keichō embassy’s gifts to the pontiff reflected European lifestyles. The coffer was intended to contain “white clothes,” and the retable was most likely to frame an image of a holy figure placed in a bedroom.41 The sideboard would have been used to display silverware, as was customary in Baroque palaces.42

Equally impressive was Masamune’s letter to the pope, which Hasekura and Luis Sotelo submitted during their audience. Both the Japanese version and its Latin translation (figs. 74–75) were written on thin Japanese paper, which was glued with gold, silver, and most probably mizu kin leaf (mizu kin is a mixture of gold and silver).43 Although the silver has now turned black because of oxidation, the glittering effect of the letters would have been striking. Such an ornate paper was usually reserved for painted handscrolls (emaki), and Masamune had never used it for correspondence.44 The sparkling letters to Paul V, along with Hasekura’s extraordinary kimono, were meant to facilitate a positive outcome in Masamune’s pursuit of trade negotiations.45
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fig. 74 | Date Masamune’s letter to Paul V, dated September 4, Keichō 18 (October 6, 1613). Ink on paper, gold and silver leaf, 36.3 × 95.0 cm. Biblioteca Apostolica Vaticana, Vatican City, Borgh. 363b, 1r. Reproduced by permission of Biblioteca Apostolica Vaticana, with all rights reserved. © 2024 Biblioteca Apostolica Vaticana.
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fig. 75 | Latin translation of Date Masamune’s letter to Paul V, dated September 4, Keichō 18 (October 6, 1613). Ink on paper, gold and silver leaf, 95.0 × 36.4 cm. Biblioteca Apostolica Vaticana, Vatican City, Borgh. 363b, 2r. Reproduced by permission of Biblioteca Apostolica Vaticana, with all rights reserved. © 2024 Biblioteca Apostolica Vaticana.


In order to gain papal support for the negotiations, both texts insinuate Masamune’s desire for conversion. According to the letters, after learning about Christianity from Luis Sotelo, Masamune wished to convert, which was difficult at that time for reasons unmentioned, but he intended his subjects to follow Christianity. Masamune thus had sent Sotelo and Hasekura as his ambassadors to request the dispatch of Franciscan missionaries and a prelate (bishop) to his lands. Only after a lengthy explanation of Masamune’s evangelical interests do the texts briefly address his main point: his wish for the pope’s intervention to establish a commercial relationship with New Spain.

Both letters further convey Masamune’s intention of obedience, although that intention is more explicit in the Latin translation. This Latin version, composed by the embassy while in Spain, was what the pope and his entourages would have read; the letter thus benefited from expressions that appealed to this eminent audience.46 While the Japanese letter begins with Masamune’s desire to humbly osculate the pope’s feet, the Latin translation adds, “with profound submission and reverence.”47 Moreover, the Japanese and Latin texts note that the two ambassadors were to visit the pope and kiss his feet as “a sign of obedience” and “for the sake of submission and obedience,” respectively. Notably, a draft of the Japanese text preserved by the Ishimoda family, who served the Date clan, records Masamune and his two ambassadors’ intent to kiss the pope’s feet but not their obedience.

The Keichō embassy further utilized external sources to confirm its obedience, since an ambassador’s expression of submission was significant for papal authority (see chapter 1). The Duke of Lerma, Francisco Gómez de Sandoval y Rojas, was Hasekura’s godfather when he was baptized in Madrid on February 17, 1615. The embassy obtained letters of recommendation to Paul V and Scipione Borghese from this powerful duke and his sister Countess Leonor de Sandoval y Rojas.48 In the letters, they explained that the embassy was going to visit Rome in order to render obedience to the pope and kiss his feet on behalf of Masamune. As such, these Spanish nobles also requested a warm welcome and protection for the embassy. The embassy also presented letters from Archbishop Antonio Caetano, the papal nuncio in Madrid, who attested to Cardinal Borghese that Hasekura was to pay obeisance to the pope. Caetano added that Hasekura’s conversion and his obedience to the pope had resulted from Sotelo’s efforts. By repeatedly emphasizing an intention for obedience, the embassy certainly sought to secure a grand reception, no less honorable than the welcome that the papacy had afforded the earlier Japanese ambassadors. However, Cardinal Borghese wrote to Antonio Caetano that “the request of the public consistory in [the] Sala Regia seems to be a little inconvenient,” since Date Masamune was just a vassal of the Tokugawa shogun.49



Papal Reception of the Unbaptized Ruler’s Embassy

The papacy differentiated the courtly ceremonies for Hasekura and Sotelo from those of the Tenshō youths for one more reason: Date Masamune was yet to be baptized. The distinctions were noticeable in the starting points and participants of their entry parades. Paul V did not send his staff to deliver a welcoming speech outside the city wall, unlike Gregory XIII, who had dispatched Bishop Alessandro Musotti, prelates, and chamberlains from the papal court.50 Whereas the Tenshō travelers entered from the Porta del Popolo, the Keichō embassy’s cavalcade began from the Porta Angelica, which did not usually serve as an entrance for principal dignitaries.51 Moreover, prelates, the pope’s court members and mules, and the mule-riding grooms who carried cardinals’ hats (see chapter 1 and fig. 23) were missing from Hasekura’s cavalcade, since Masamune was unbaptized.52 The entry was “small” (“petitte”), as observed by the French ambassador, lacking “ecclesiastic” and other “qualified” participants.53 Instead of the archbishops and bishops who had accompanied the Tenshō embassy, secular elites escorted the Keichō embassy: Roman nobles flanked Hasekura’s seven Japanese servants, while he rode next to the pope’s nephew Prince Marcantonio Borghese.54

Despite the absence of cardinals (who were represented symbolically by their hats), archbishops, and bishops, according to Scipione Borghese, Paul V granted the Keichō embassy “all those honors” reserved for “ambassadors from gentile princes” whom the papacy welcomed in a public entry cavalcade.55 The procession for the Japanese boasted a long line of light cavalries, their captains, the staff of cardinals and ambassadors, and Roman and foreign nobles, who paraded double-file, magnificently dressed, heralded by the sound of trumpets.56 Following the drummers from all of the quarters of Rome (fourteen at that time) and the five trumpeters who animated the populace with their rhythm, the gracefully dressed gentlemen, knights, and nobles proceeded on horseback. The highlight of the parade was of course the Japanese group, whose members were, as noted earlier, mostly attired in their colorful kimono and carrying exotic weapons. Subsequently, their translators, Scipione Amati and Francisco Martinez Montagno (an interpreter from New Spain), rode on horses in Spanish clothing, and Luis Sotelo and other Franciscans joined in Scipione Borghese’s carriage, followed by many additional carriages. The Swiss guards and musicians saluted the Japanese with artillery fire, firecrackers, and music at St. Peter’s Square and on the Castel Sant’Angelo bridge. Streets were packed with people, including nobles in carriages, and women watched the procession from their windows, which were decorated with draperies and cushions.

In addition, the papacy distinguished the papal audiences for the Tenshō and Keichō embassies in terms of placement and the pope’s clothing. While Gregory XIII had assembled a public consistory for the Tenshō embassy in the Sala Regia, Paul V met Hasekura and Sotelo in a gallery or hall located next to the Sala Clementina in the Vatican Palace on November 3, 1615.57 Instead of the red silk cope (pluviale) and the papal tiara that Gregory XIII had worn to meet the Tenshō embassy (see chapter 1), Paul V just pulled a stole, which was for a secret consistory, over a short cape (mozzetta) of red velvet. The Spanish ambassador, Francisco Ruiz de Castro, noticed the differences in the audiences for the Keichō embassy and ambassadors from the Holy Roman Empire, Spain, and France; these were received at the Sala Regia, with the pope dressed in full papal regalia.58

The ranking and religious status of a ruler thus determined how the papal family received his ambassador. Scipione Borghese wrote to Antonio Caetano that the papacy did not prepare a public consistory, as it had done for the previous Japanese embassy, since Hasekura represented the non-Christian lord and the Holy See had never given a public consistory to unbaptized princes.59 According to Scipione, however, his uncle granted great honors to the Keichō embassy by receiving it in a public entry consisting of light cavalries and Swiss guards. The pope also publicly met the embassy in one of the rooms at the Vatican along with numerous cardinals. Hence such an entry and audience constituted an honorable reception at the papal court; indeed, all of the twenty-six cardinals who were present in Rome attended the audience for the Keichō embassy. There were also the governor of Rome, the auditor of the Apostolic Camera, many bishops, prelates, and noblemen, the staff of the pope and cardinals, and curial officers, in addition to Prince Marcantonio Borghese to his right.60 Paul V hoped that the embassy, gratified by such an honor, would voluntarily induce Masamune to embrace Christianity.61 Apart from a desire to convert him, self-glorification motivated the pope to receive the Keichō embassy in the grand ceremonies, albeit of lesser spatial and sartorial significance than the reception of the earlier Japanese embassy.



Florence’s Unwanted Guests

Paul V’s overt appreciation of the Keichō embassy was noticed by Piero Guicciardini, a Florentine ambassador in Rome. Guicciardini wrote a letter on November 14, 1615, to Curzio Picchena, the first secretary of state in Florence, stating, “The arrival of this man [Hasekura] seems to have been to the pope’s liking as a thing that gives him great glory.”62 “But since this thing is to the pope and his court’s liking and glory,” Guicciardini commented, “everybody is quick not to celebrate and approve it.” Although ambassadors customarily went to see a newly arrived ambassador out of courtesy after his audience with the pope, Guicciardini was certainly one of those in Rome who did not welcome Hasekura.63 Upon learning that the Spanish ambassador went to greet Hasekura, Guicciardini wondered whether the French and Venetian ambassadors would do the same.64 In that case, he felt that it was necessary to follow the usual protocol. However, Guicciardini decided not to after finding that the French ambassador was considering not paying a visit.

In this way, Guicciardini and Picchena sought to prevent the Keichō embassy’s trip to their city. Guicciardini declared, “I will dedicate every study and diligence to avoid this hurdle,” and the embassy “does not have any excuse to make it happen.”65 According to Picchena, Sotelo expected to be treated well in Rome and in the rest of Italy, just as the Tenshō embassy had been.66 Sotelo perhaps wanted to follow in its footsteps and tour around Italy with a group of the converted Japanese in order to promote the success of the Franciscans’ Japan mission widely. On November 20, 1615, Guicciardini was planning to tell Hasekura and Sotelo that the ducal couple would be out of town. “If they are by all means neither animals nor deaf,” he stated, “they should understand.”67

An occasion for direct confrontation arrived on December 4, when Hasekura and Sotelo visited Guicciardini, who was displeased by their appearance, as he was not acquainted with them. During the meeting, they conveyed their desire to travel overland to Florence, see the city, and kiss the hands of Grand Duke Cosimo II de’ Medici and his wife, Maria Maddalena of Austria. Guicciardini wrote, “I affirmed to them that they would have neither enjoyment nor any satisfaction, since in that season the city was empty, and Their Highnesses absolutely would be absent and far away.”68 However, Guicciardini’s efforts at discouragement proved unsuccessful with Sotelo, who “spoke well” and was “imprudent” and “interfering.” The Florentine considered the friars “brazen-faced”: once they put on their hoods, they would “look at nothing.” Guicciardini felt that it was inappropriate to tell the ecclesiastics and others, especially those whom the pope had treated well, not to come. If the embassy really came to Florence when the ducal couple was away, Guicciardini proposed to house the visitors in the Franciscan convent of Ognissanti and provide two carriages for four days. In this manner, the embassy could explore famous places in the city without encumbering the state. On January 1, 1616, Guicciardini wrote that he had tried to impede the embassy from leaving for Florence, “but the friars when they don’t want to listen, they don’t listen.”69

Unable to prevent Hasekura and Sotelo’s arrival, Picchena declared that they would “be treated coldly” in Florence.70 He merely assigned a pair of carriages to a keeper of the convent of Ognissanti, who would meet the visitors at the city gate on January 18. The Japanese were expected to go sightseeing in these carriages and, as noted by Picchena, “without many ceremonies.”71 In reality, the state could not ignore the pope’s guests. They had an audience with Cosimo II, who gave them a golden chain with a medal showing his portrait on one side and his emblem of a crowned palm on the other.72

Some of the reasons that prompted Guicciardini and Picchena to take a cold attitude toward the Keichō embassy merit further discussion. Cosimo II remained on relatively good terms with Paul V, though the latter had opposed the proposed marriage of the grand duke’s sister Caterina to the Protestant prince Henry Frederick of Wales in 1611.73 Thus the Florentine officers’ skepticism would have been largely caused by the outlook of the Japan mission, which was no longer as propitious as in the time of the Tenshō embassy, and by the Keichō embassy’s disputed legitimacy (see the introduction). Guicciardini was aware that the Jesuits—who detested anything not organized by them—claimed that the Franciscans, not Masamune, had instigated this embassy.74 Picchena also wrote to Guicciardini that courtiers in Madrid did not visit Hasekura “if not privately for curiosity”; such chilly treatment of the embassy at the Spanish court possibly shaped the Florentines’ attitude.75 Financial burdens may further explain their reluctance to accommodate the Japanese guests. According to Guicciardini, the embassy was economically strained, since the pope neglected to adequately finance its return trip, which compelled it to take “the shortest path.”76 Guicciardini concluded, “They are people that give no service to the world,” and “from scrounging and so forth, they cannot request anything.”77



A Princely Catholic Knight

In contrast, Paul V and his family took advantage of the Keichō embassy’s arrival to promote his global reach and missionary achievements as the head of the Catholic Church. Archita Ricci’s portrait (fig. 7) served this purpose by presenting Hasekura Rokuemon as a converted diplomat of great wealth and high social status. Large and expensive, such a full-length portrait was favored by kings and nobles to emphasize their power and authority.78 In fact, the Borghese family had already adopted the monumental pictorial format to depict a non-European ambassador in his native costume. A painting that the family’s descendants kept in the Borghese Palace in Rome at least until 1954, when Paola Della Pergola published its photograph (fig. 76), represented a standing turbaned man.79 I identify him as ‘Ali-qoli Beg, a Persian ambassador who stayed in Rome between August 23 and September 12, 1609.
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fig. 76 | Photograph of a lost portrait of ‘Ali-qoli Beg formerly in the Borghese Palace, Rome, from Paola Della Pergola, “Contributi per la Galleria Borghese,” Bollettino d’arte 39 (1954): 139. With permission.


The painted figure recalls the printed image of ‘Ali-qoli Beg (fig. 77), which shows dark eyebrows and a slightly aquiline nose. His neatly trimmed white mustache and beard were common for men of advanced age during the Safavid period (‘Ali-qoli Beg was seventy-three when he reached Rome).80 In both works, the figures wear a turban with a finial on top (the object is vaguely visible in Della Pergola’s photograph) and a rich brocade gown over an undergarment that overlaps the chest. It appears left over right in the painting, which is reversed in the engraving. The canvas was possibly painted by Lavinia Fontana or copied after hers, as she produced a portrait of ‘Ali-qoli Beg that he brought back to Persia.81 The whereabouts of both portraits are unknown today.
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fig. 77 | Engravings of Shah Abbas I and ‘Ali-qoli Beg (above); Robert Shirley (below), 1609. 8.9 × 6.0 cm, 8.0 × 5.8 cm, 9.4 × 5.9 cm, respectively. Biblioteca Angelica, Rome, Ms. 1214, 83r. By concession of the Ministry of Culture. Reproduction not permitted.


The paintings of the Japanese and Persian ambassadors (figs. 7 and 76) were most likely displayed together in the same room at the Borghese Palace at least by the twentieth century. An inventory dated May 8, 1924, lists the “portrait of a Japanese prince from life” and “portrait of a Turkish prince from life,” which must be the painting of ‘Ali-qoli Beg.82 Portrayed magnificently, both ambassadorial figures thus took on an enhanced princely status. Such an impression of Hasekura is generated by the gold crown and ostentatious black feathers that adorn his coat of arms, which consists of a Buddhist swastika and crossed arrows, as seen in the upper left corner of his portrait (fig. 7). The dog at his feet also wears a jeweled golden collar, while the heavy velvet curtain and a drapery on the table are bordered with gold fringes.

These lavish motifs in Hasekura’s portrait correspond with his presentation as a noble knight and a blood relative of “King” Date Masamune in Amati’s Historia.83 As Amati compiled his text largely after Luis Sotelo’s explanations, such an exaggerated statement would have been based on them.84 However, on November 30, 1619, the Jesuit Jeronimo De Angelis in Japan, criticizing his rival Franciscans’ embassy, explained that Hasekura was neither eminent nor Masamune’s relative, as Sotelo had proclaimed in Europe.85 According to De Angelis, Hasekura was a criminal’s son, and Masamune had imposed the death penalty on Hasekura’s father, Tsunenari, for having committed some kind of fraud. De Angelis claimed that Masamune had therefore assigned the son to the hazardous overseas mission to compensate for his father’s sin. A Japanese archival document confirms Tsunenari’s death penalty and his son’s temporary exile; however, Hasekura had been Masamune’s trustworthy vassal, having served as his messenger on several occasions.86 Nonetheless, Hasekura’s lineage was not as prestigious as the family background of Itō Mancio (see chapter 1), who was also depicted with a crown in Italy (fig. 29). Hasekura, who owned sixty kan of land (kan was a unit based on the production of rice), was just a middle-ranked samurai in Masamune’s territory.87

Moreover, unlike the images of the four seminarians, Ricci’s portrait of Hasekura depicts him as a militant knight (fig. 7). The samurai prominently shows his katana swords in the center of the painting, touching his uchigatana while placing the other hand near what seems to be a helmet. European portrait artists often painted a helmet on a draped table as a sign of military strength. In addition, the figure’s one-arm-akimbo position projects a commanding air of authority (see the introduction).

Behind his figure, the image of a galleon at sea conveys Hasekura’s faraway origin. His coat of arms and Masamune’s crest of the nine circles are visible within the flag atop the mast and on the stern of the galleon, respectively.88 Since Archita Ricci certainly had never seen the San Juan Bautista, he would have painted a galleon in general. The ship ventures out into the vast ocean while firing a cannon in salutation, as several figures on the shore see it off.

A cross at the very top of the mast indicates that the embassy was driven by Christian faith, masking the other motive—Masamune’s commercial aspirations. Above the galleon is painted, as mentioned in the introduction, the figure of Faith flanked by Hope and St. Francis, a reference to Sotelo’s religious order. Right above them, a dove, which symbolizes the Holy Spirit, is flying beneath the radiating sun, an embodiment of Christ (the motif is not Polaris, since the painted blue sky suggests daytime).89 The dog by Hasekura’s side is a visual marker of loyalty and faith.



Hasekura’s Varied Visual Identities

Sciopine Borghese initially kept the portrait (fig. 7) at the Villa Borghese, where the German architect Joseph Furttenbach visited sometime after the Keichō embassy’s departure from Rome in 1616 and his own from Italy in 1620. According to his Newes Itinerarium Italiae, published in 1627, one of the rooms upstairs displayed a “portrait of an envoy of the king from Japan” and a Japanese writing desk, which was, as discussed above, one of Masamune’s gifts to the pope (who had then given them to Scipione).90 The cardinal’s placement of the portrait and writing desk together at his villa helped maximize the promotional effect of the remote ambassador’s visit. According to Furttenbach, the ambassador traveled to Rome with his thirty servants out of Christian devotion and received an honorable reception. Furttenbach observed that the lacquered desk was as black as ebony and had a pleasant odor; the surface was shining like a mirror and delicately decorated in gold. He commented, “Nowhere have I seen a similar industrious work.”91 Hasekura’s knightly grandeur and exquisite kimono in his portrait, as well as the intricate craftsmanship of the lacquerware, would have underscored the Borghese papacy’s missionary success in the remote lands of wealthy, powerful, and civilized people.

After Furttenbach’s visit, Scipione may have transferred Ricci’s portrait to the Borghese Palace, where he relocated after the death of Paul V in 1621. An inventory of the art collection at the Villa Borghese from circa 1633, as well as sundry publications about it, makes no mention of the portrait.92 With Scipione also came his collection of “the finest paintings of our time.”93 He placed some of them on the ground floor, where he established “a very famous gallery” in 1625, while others adorned his apartment on the upper stories.94

In sharp contrast to Ricci’s ostentatious presentation of the Japanese courtier (fig. 7) is Claude Deruet’s smaller portrait of the same sitter in private prayer (fig. 9). While Ricci’s Hasekura wears fancy, colorful kimono, Deruet’s figure is dressed in simple black clothes. Instead of the helmet on the richly draped table, a statue of the crucifix rests on a bare counter. As opposed to the grand format used to portray flamboyant and powerful military elites, the intimate pictorial space in Deruet’s portrait encompasses the contemplative figure before the crucifix, which recalls similar images of Ignatius of Loyola in his spiritual exercises.95 Ricci’s Hasekura looks directly at viewers, with the edge of his slightly opened mouth curving upward; his figure gives an impression of a sociable, amiable diplomat. In the bust, however, his piercing eyes are fixed on the statue of Christ, and the corners of his firmly closed mouth droop. Rather than resting his hand on a sword, as in Ricci’s canvas, Deruet’s Hasekura holds a rosary, a portable chaplet that could be attached to the ring.96 Engaged in prayer, this figure radiates deep religiosity and a strong determination to follow the Christian path. Such a depiction would have reflected his private life when away from ceremonial attention.

Deruet’s portrait shows Hasekura’s modesty and piety along with his fidelity to Masamune, as expressed in the portrayal of the master’s dagger. These were the qualities that Hasekura wished to communicate back home, as he brought the painting with him to Japan, where it may have served as a visual reminder to keep the Christian faith during the difficult time of persecution.97 As the Keichō embassy failed to cement trade between Japan and New Spain, after Hasakura’s return to Sendai around September 20, 1620, Masamune forbade the practice of Christianity. No longer able to ignore pressure from the Tokugawa shogunate, he persecuted Christians in his territory, though not severely.98 Although Jesuit sources explain that Hasekura apostatized his Christian faith, he would have secretly practiced it, along with his family and servants. Following Hasekura’s death, the Date government (han) discovered that his son Tsuneyori’s servants were Christians and confiscated the portrait in 1640.99

The visual mementos of Hasekura Rokeuemon expressed his varied identities depending on the intended viewers and contexts of display. His depiction as a princely Christian ambassador epitomized the political, commercial, and religious agendas of Date Masamune, his embassy, and Scipione Borghese, which were connected across the seas and across time in Archita Ricci’s portrait (fig. 7). Ricci’s portrayal of Masamune’s wealth and power, Hasekura’s Christian faith and alleged high social status, and the long distance that the diplomat had traveled in the galley to meet the pope all inflated the papal family’s global significance. As the head of the Catholic Church, the pope thus responded to the Keichō embassy differently from the Florentine state officers, who did not find much political value in entertaining Hasekura. Even after Hasekura’s departure from Rome, his portrait and the lacquered exotica expressed the Borghese family’s missionary leadership to houseguests in their villa and palace. Paul V and his family further juxtaposed the images of Hasekura and ‘Ali-qoli Beg—along with, as I discuss in the next chapter, portrayals of other ambassadors and visitors from around the world—to stress the recognition of their pontificate’s centrality by the powerful rulers beyond Europe.







Chapter 6 Martyrs, Bishops, and Missionary Power Struggles

A year after the departure of the Keichō embassy from Rome the Modenese agent Alessandro Gualtieri (or Gualterieri) reported on January 7, 1617, that he had seen Paul V’s new fresco in the Quirinal Palace (figs. 78–79).1 According to Gualtieri, the mural featured four embassies to the pope: two from Persia, one from Kongo, and one from Japan. Based on this document, Kristina Herrmann-Fiore has identified images of António Manuel, ‘Ali-qoli Beg, Robert Shirley, and Hasekura Rokuemon within the fresco.2 In one loggia (fig. 14), the figure of Hasekura wears a ring and a striped kimono containing images of deer, recalling the items that Archita Ricci recorded in his portrait (fig. 7).3 While Ricci’s canvas certainly served as a model for the fresco, its artists applied grey hair to their figure of Hasekura, making him appear advanced in age and sagacious. They also sought to increase his and the four other Japanese figures’ visibility within the crowded loggia by alternately painting their hair grey and black. These Japanese figures, along with other non-European and European figures, occupy a total of eight loggias spread on the two walls, all painted in a trompe l’oeil style that was most likely devised by Agostino Tassi.4 The north wall (fig. 78) is attributed to Tassi and his assistants, while Giovanni Lanfranco, Carlo Saraceni, and other artists may have been responsible for the south wall (fig. 79).
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fig. 78 | Attributed to Agostino Tassi and his assistants, frescoed frieze on the north wall, 1616–17. The coats of arms were painted in the nineteenth century. Sala Regia (currently Salone dei Corazzieri), Quirinal Palace, Rome. By concession of the Ministry of Culture. Reproduction not permitted. Photo: Mauro Coen.
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fig. 79 | Attributed to Giovanni Lanfranco, Carlo Saraceni, and their assistants, frescoed frieze on the south wall, 1616–17. The coats of arms were painted in the nineteenth century. Sala Regia (currently Salone dei Corazzieri), Quirinal Palace, Rome. By concession of the Ministry of Culture. Reproduction not permitted. Photo: Mauro Coen.


In this chapter, I focus primarily on the images of these four Japanese—one converted in Rome, the rest relatives of Japanese martyrs—and Luis Sotelo. Their depiction denoted not only the Borghese family’s evangelical success and the exemplary fortitude of Japanese Christianity but also the effectiveness of Paul V’s new Franciscan policy in Japan. By considering the religiopolitical and military meanings of other non-European figures in the fresco, I further argue that the visual representation of the Keichō embassy conveyed the pope’s claim to supreme authority over global missionary endeavors and his connection to a powerful ruler in Japan. In addition to the aforementioned ambassadors from Persia and Kongo, the fresco most probably represents Ethiopian and Chinese figures. Their individualized depiction—including the possible portrayal of the former Korean slave who lived in Rome under the name of Antonio—indicates that they were based on life studies.


The Sala Regia: Audience and Decorations

Before discussing the frescoed figures, it is necessary to clarify the audience for the murals in this papal palace and the decoration program overall. During his pontificate, Paul V moved his residence from the Vatican to the Quirinal Palace, where he had the Sala Regia (fig. 15; the same appellation as the hall in the Vatican) and the adjacent Pauline Chapel built by his architect Carlo Maderno in the south wing. Between 1616 and 1617, the pope had the upper walls of the Sala Regia painted by some of the principal artists of the period, including Agostino Tassi, Giovanni Lanfranco, and Carlo Saraceni. To celebrate the completion of the decoration, the hall was opened to the public—an opportunity that Alessandro Gualtieri did not miss. Other viewers of the fresco attended Mass in the Pauline Chapel, among them cardinals, bishops, prelates, generals of religious orders, and curia officers in addition to princes, dukes, ambassadors, and the governor of Rome. These dignitaries and their entourages saw the fresco while congregating in the Sala Regia before and after Mass. The hall was the main entrance to the Pauline Chapel, where Paul V frequently held Mass (rather than at the Sistine). The Pauline Chapel also served as a space to celebrate the Borghese family’s dynastic prosperity. In 1619, Paul V married his nephew Marcantonio Borghese and Camilla Orsini in the chapel in front of elite guests, both female and male.5

More than just an atrium, the Sala Regia also functioned as a continuous ceremonial space. During the celebration of the feast of the Purification on February 2, Paul V received the obedience of the cardinals and blessed candles in the Pauline Chapel; he then conducted a procession within the Sala Regia while holding a lit candle.6 On Quadragesima Sunday, after blessing palm leaves in the chapel, the pope proceeded to the Sala Regia with one of them in his hand. On both processional occasions, he was seated in a chair under a baldachin and carried by soldiers. In addition, Paul V bestowed a red hat onto a newly ordained cardinal in the Sala del Concistoro (today the Salone delle Feste), who was greeted by other cardinals in the Sala Regia.7

Visitors also entered the Sala Regia on nonreligious occasions. In 1619, the Duchess of Albuquerque (wife of the Spanish ambassador) and Lucrezia Tomacelli (wife of Filippo Colonna, Prince of Paliano and grand constable of the Kingdom of Naples) came to kiss Paul V’s feet at the Quirinal.8 They went to see the Pauline Chapel, certainly entering from the main entrance in the Sala Regia, and then enjoyed refreshments in one of the adjacent rooms. In addition, the Quirinal Palace was used as the papacy’s guesthouse for important visitors. When Prince Tommaso Francesco of Savoy came to the Holy See in 1620, he passed through the Sala Regia to reach the palace’s new rooms, where he lodged.9 Indeed, a large salon on the piano nobile was a significant ceremonial space during the seventeenth century.10 According to the etiquette of the period, elite guests visiting a palace ascended the grand staircase to a salon, from which they proceeded to the host’s apartment to be received. At the Quirinal Palace, the monumental staircase had two ramps, one leading to the Sala del Concistoro and Paul V’s apartment, which included his private Annunciation Chapel.11 The other ramp directed visitors to the new south wing, which contained the Sala Regia, the Pauline Chapel, and the pope’s second apartment.

Viewed by elite guests attending the new papal residence, the magnificent fresco in the Sala Regia served to extol Paul V’s pontificate and dynasty. At both ends of each long wall, greenish grisaille images, framed by cartouches and supported by animated putti, portray the major buildings that he constructed or embellished in Rome (figs. 78–79).12 Painted more toward the center of the wall, large oval scenes depict the life of Moses, emphasizing, as in the Sistine Chapel, the pope’s role as supreme guide and lawgiver. In front of the Mosaic scenes, seated allegorical figures, such as Authority and Generosity, glorify the pontificate; additional allegories are painted within monochrome medallions. The Borghese coats of arms and heraldic symbols (the eagle and dragon) are ubiquitous on the walls and the heavily coffered gilt ceiling. Further images of the Borghese emblems appear within Annibale Durante’s grotesque designs for the window splays on the lower south wall. Atop Taddeo Landini’s relief, Washing of the Feet (fig. 15), located above the chapel entrance on the west wall, statues of angels by Pietro Bernini and Guglielmo Berthelot once held the pope’s coat of arms (now lost).13

Most prominently, the two long walls of the hall illustrate lively European and non-European figures. On the north wall (fig. 78), seen from the chapel, the Kongolese figure is portrayed in the second loggia and the Japanese in the third, while on the south wall (fig. 79) the Chinese are located in the second loggia (fig. 80) and the Ethiopian in the third. Thus, the Asians face one another diagonally across the hall, as do the Africans. In both the Kongolese and Ethiopian loggias, European figures flank the Africans, their skin tones depicted in sharp contrast. Furthermore, each wall is framed by turbaned figures, including, as convincingly identified by Angelo Michele Piemontese, ‘Ali-qoli Beg (fig. 81; compare the white-bearded man in the center with his images in figs. 76 and 77).14 On the opposite wall, an image of Robert Shirley, the other ambassador who reached Rome from Persia in 1609, is painted in the east end (fig. 79). According to Cristelle Baskins, the loggias at the west end portray the Armenian merchant Kwajeh Sefer and the Chaldean archdeacon Adam.15 Devoid of a historical scene in the background, the fresco combines the visits of various dignitaries that took place at different times.16 In this manner, the pictorial assembly emphasizes the idea of Rome as caput mundi. Within the loggia of the Chinese (fig. 80), a pilgrim ascends the pillar to obtain a better view of those gathered below. Hasekura, the four Japanese, António Manuel, and Robert Shirley were all Catholics, and their long and hazardous travels helped demonstrate extraordinary deference toward the pope. Such an effect was more conspicuous during the time of Paul V. Below the frieze, the frescoed emblems of major cities in Italy are nineteenth-century additions, and instead of the rich tapestries seen today, the walls were of gilt-decorated blue leather.17
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fig. 80 | Attributed to Giovanni Lanfranco, Carlo Saraceni, and their assistants, loggia of Chinese and pilgrim figures, 1616–17. Sala Regia (currently Salone dei Corazzieri), Quirinal Palace, Rome. Segretariato Generale della Presidenza della Repubblica–Photo Giovanni Ricci Novara.



[image: Detail of loggia showing ‘Ali-qoli Beg and three other turbaned figures.]


fig. 81 | Attributed to Agostino Tassi and his assistants, loggia of the Persian ambassador ‘Ali-qoli Beg, 1616–17. Sala Regia (currently Salone dei Corazzieri), Quirinal Palace, Rome. Photo: Giuseppe Schiavinotto.


The colorful, exotic clothes and diversity of the foreign figures undoubtedly impressed contemporary viewers. Kimono robes, flamboyantly feathered hats, jeweled turbans, and the richly embroidered garments of the Middle East are painted in gold, red, pink, orange, yellow, green, and blue. In showing traditional attire from around the globe, the fresco can be seen as a monumental version of the world-spanning costume books that were popularized by Cesare Vecellio and others.

In particular, the individualized depiction of the East Asians demonstrates the papacy’s updated firsthand knowledge of Japan and China. To the far left of the Japanese loggia (fig. 14) is a saggy-cheeked figure with a wrinkled forehead and long sideburns. One of the two black-haired men with fleshy, rosy cheeks is painted with thick eyebrows, while the other has a wide face and round eyes. The two figures flank a grey-haired man with slightly dark skin, who looks forward. Similarly, the Chinese man in black (fig. 80) is clearly distinguished from the two behind, who appear to be his servants (their frontal and profile images were almost certainly derived from the same model). The Japanese islands had been “discovered” little more than half a century earlier, and the Ming Empire only permitted residency to European missionaries in 1582. At a time when direct access to information about such hitherto unfamiliar inhabitants was increasing but still limited, their detailed collective portrayal underscored the pope’s expansive awareness, knowledge, and influence.



Japanese Knights of Honor

The four males in the Japanese loggia (fig. 14) have been identified as the “knights of honor” who accompanied Hasekura Rokuemon during his entry on October 29, 1615 (see chapter 5).18 They were Hasekura’s secretary Kodera Geki from Ōshū, Itami Sōmi from Settsu (modern-day Osaka and Hyogo Prefectures), Noma Hanbē from Owari (Aichi Prefecture), and Takino Kahē from Yamashiro (Kyoto Prefecture). Takino was Hasekura’s captain of the guards.19 On November 20, the senator of Rome and civic officials decided to grant honorary citizenships to Hasekura and these four companions.20 Citizenship was also awarded to Scipione Amati, Francisco Martinez Montagno, and Gregorio Matthias (the Venetian majordomo of the embassy). Yet the fresco omits their representations, preference being given to the exotic faces that effectively promoted the papacy’s global reach.

The four men accompanying Hasekura were special members of the Keichō embassy. Sotelo, in particular, described Itami, Takino, and Noma as “the three main Japanese,” while Scipione Amati noted their extraordinary piety.21 Taken by the spiritual ecstasies of Fathers Michel and Tomaso at a Franciscan convent in Alcalà on August 22, 1615, Takino and Noma, as a sign of their commitment to a spiritual life, discarded their arms, put on Japanese religious robes, and cut off their topknots. According to Amati, the three Japanese would have left the secular world to become monks had he and Sotelo not persuaded them to continue their trip. During Hasekura’s entry parade in Rome on October 29, the three men neither carried arms nor wore topknots.22 Itami further wore a Buddhist monk’s hat, which looked like a raised bag with two corners (probably a sumi zukin), in order to indicate his renunciation of the world.

About two weeks later, Sotelo and the three Japanese visited Paul V on November 15 to submit a handscroll, which showed a frontispiece painted with images of a mountain, trees, and clouds.23 The scroll contained a letter from forty Christians in Kyoto, Fushimi, Osaka, and Sakai, written on Japanese paper and embellished with gold and silver leaf. According to the letter and its Latin translation, they had decided to send their peers in order to convey to the pope the current situation of the Japan mission and its desperate needs. One of these was the canonization of six Franciscan missionaries and twenty Japanese Christians who had been persecuted on February 5, 1597—or at least permission to celebrate the date of their martyrdom. The three further presented a special box to the pope, which contained a small crucifix made from wood used in the martyrdom of one of the missionaries. The relic symbolized that they had died on a cross, like Christ (crucifixion was a traditional method of persecution in Japan).24 According to the Japanese original, all three Japanese delegates were the offspring or a relative of a martyr. The Latin version adds that Takino was a martyr’s child and Noma was another victim’s cousin, while Itami had been a Catholic for more than thirty years and was well acquainted with the history of the Japanese Church. Though exiled at that point, according to the Latin translation, he came from a very noble family—most likely the Itami clan that had owned Itami Castle in Settsu until 1574.

Scholars consider him to be Itami Heizaemon, who lived as a Buddhist monk under the name Sōmi (which explains his choice of headdress during the entry parade); he converted to Christianity and became known as Pedro de León.25 He accompanied Fra Jerónimo de Jesús, whom Tokugawa Ieyasu dispatched to Manila in 1600, and received a special letter (shuinjō) from the shogunate to trade with the Philippines in 1604. Since Itami was already an established merchant by that year, Hidemichi Tanaka identifies him as the grey-haired figure behind Sotelo.26

Geki Kodera also had a direct relationship with Paul V and his family: he was baptized at the basilica of St. John Lateran, with Scipione Borghese as godfather.27 The cardinal-nephew gave Kodera the Christian name Paolo Camillo after Paul V (Camillo Borghese). The baptism, which took place in front of numerous religious and secular dignitaries, was a showpiece for the papal family to promote the effect of their global spiritual guidance. Since Kodera was described as a “courteous youth,” he may be the young man depicted in the middle of the loggia.28 The hair on the top of his head, as seen in the figure of Hasekura, is portrayed as being pulled back to form a topknot; the hair of the other three is rendered as slightly loose. This observation enables us to identify the man on the far left of the loggia as either Takino or Noma, though dressed not in black; his colorful robe rather recalls the multicolored kimono that Kodera and the seven Japanese attendants wore during the entry parade (see chapter 5). Such a pictorial choice would have been to light up the fresco scene. Whatever the case may be, the images of the Japanese martyrs’ relatives and the new convert indicated the strength of Japanese Christianity and its continuation under the Borghese pontificate’s successful missionary leadership.



The Ambassador Luis Sotelo

In front of these Japanese figures is the personage of Luis Sotelo, who leans toward the image of Hasekura, directing his attention to one of the entrances below (fig. 14). It seems that Sotelo is passionately explaining who the visitors are and the significance of the papal ceremonies taking place in the hall. The images of Sotelo and Hasekura, with their heads close together, convey the friendly rapport that the two developed during their long and arduous journey. Their closeness can be inferred from King Philip III’s letter to his ambassador in Rome, which states that Sotelo had been assisting Hasekura “with particular care and good zeal.”29 Another contemporary noted that Sotelo was a “guide and most faithful advisor” to the samurai during their entire trip.30 In addition, Sotelo worked as an interpreter for Hasekura, along with Scipione Amati. In Genoa, Amati translated a local dignitary’s welcome speech into Spanish, and Sotelo, in a low voice, immediately conveyed it to Hasekura in Japanese.31 Having learned the language in Manila, Sotelo came to speak it competently after fewer than four months in Japan.32

In the fresco, Sotelo’s head is positioned lower than Hasekura’s. Perhaps the posture is a sign of respect; it also offers a view of the Japanese figures behind. However, the missionary’s image is no less conspicuous than that of the samurai, occupying a larger space in the foreground with his voluminous Franciscan robe. Significantly, he is the only European missionary portrayed in the fresco. Since Sotelo was also an ambassador of the Japanese mission, his figure was included with Hasekura’s image in the front row of the loggia.

Date Masamune’s letters to the papacy (figs. 74–75) alluded to Sotelo’s ambassadorial status, which was, however, not unanimously accepted by courtiers at the papal court.33 Simon Contarini, the Venetian ambassador in Rome, mentioned Sotelo simply as Hasekura’s “colleague” and “the friar interpreter.”34 Piero Guicciardini, the Florentine ambassador, cynically observed how “that friar” also claimed to be another ambassador.35 Meanwhile, the papacy treated both Sotelo and Hasekura as Masamune’s ambassadors, as recorded in the diaries of the papal masters of ceremonies.36 In his reply to Masamune, Paul V also noted the pair as “your ambassadors.”37 It seems that Paul V and Scipione Borghese commissioned their portraits, since on January 23, 1616, the papacy remunerated a French painter called “Monsu Claudio,” most likely Claude Deruet, for “two portraits done of the ambassadors of Japan.”38 In addition, Archita Ricci produced “two portraits of the standing Japanese ambassadors.”39 Only the portraits of Hasekura survive today, however (figs. 7 and 9).

The images of Sotelo were important for Paul V, since they helped demonstrate the efficacy of his Franciscan policy in Japan. In 1585, Gregory XIII declared that only the Jesuits could evangelize in the country, but the Franciscans objected to the missionary monopoly and began proselytizing in 1593.40 In 1600, Clement VIII officially allowed the mendicants to go to Japan, though on the condition that they would travel via Lisbon and the East Indies in order to please Portugal, which claimed patronal rights (padroado) on the islands. Yet the mendicants still protested the travel restriction, which Paul V finally lifted in 1608; now, they could travel from the Spanish Philippines. Sotelo had already entered Japan in 1603, taking the Manila route as a member of the Philippine governor’s embassy. Nonetheless, the frescoed figure of the Spanish Franciscan, who gained Date Masamune’s trust and became his ambassador, attested to the effectiveness of the pope’s missionary decision. Behind the portrayal of Sotelo, the images of Japanese Franciscan followers further confirmed the religious order’s flourishing program of evangelism.



The Chinese Man in Black

While commemorating the Franciscans’ success in Japan, the Borghese papacy presented a balanced missionary perspective in order not to affront the Jesuits, visually referencing their China mission on the opposite wall. Herrmann-Fiore considers the male figure in a black large-sleeved costume (fig. 80) to be Archdeacon Adam from Mosul, while Giuliano Briganti observes Chinese features.41 Kōichi Ōizumi identifies the figure with greater precision as either a Chinese state official or a Chinese missionary in a Jesuit garment.42 In China, as noted in the introduction, Matteo Ricci and his Jesuit colleagues adopted Chinese scholars’ clothing as an expedient device to assimilate into local society.

The figure’s elongated and angled eyes confirm that he is indeed East Asian. He may have been a Chinese national called Antonio Cinese, who was living in Rome immediately prior to the execution of the fresco. According to Scipione Borghese’s correspondence with Antonio Caetano, dated October 18, 1614, Antonio Cinese decided to return to China after residing in Rome for seven years and asked Scipione for letters to Philip III.43 Paul V also requested, via his cardinal-nephew, that the papal legate assist Antonio Cinese. From this account, neither Antonio’s identity nor the purpose of his visit to Rome is clear, although his name indicates that he had been christened. Given the rarity of a guest from the Far East, it is plausible that a portrait or sketch of Antonio was created before his departure and later served as a model for the man in black or for the servant-like figure(s) behind him.

This Antonio could have been the Korean ex-slave “Antonio Corea” whom the Florentine merchant Francesco Carletti had purchased in Nagasaki in 1595 and baptized before their arrival in Goa. According to Carletti’s Ragionamenti sopra le cose da lui vedute ne’ suoi viaggi, he returned to Florence with the Korean in 1606; the ex-slave then moved to Rome, where he was called Antonio. Like the East Asian visitor whom Scipione mentioned in his letter, the Korean thus could have been living in the city for seven years by 1614. In the earliest surviving manuscript of Carletti’s Ragionamenti, most likely transcribed from the original before 1619, the Korean was mentioned only as Antonio without the “Corea” suffix, which was added to later copies of the text.44 During the time of the Borghese pontificate, people in Rome may well have referred to him as Antonio Cinese, rather than Corea, because of the lack of information they possessed about Korea.

Along with the East Asian physiognomy, the Jesuits’ Chinese costume was visually accessible in Rome. Sometime between 1610 and 1612, the Chinese Jesuit and painter Manuel Pereira (You Wenhui) created Matteo Ricci’s likeness, which Nicholas Trigault, a Flemish Jesuit, brought to Rome in 1614.45 Three years later, the portrait was exhibited in the Jesuit Church of the Gesù in Rome, as it is today. Another image of Ricci in his Jesuit Chinese outfit was disseminated widely in Europe on the printed frontispiece of De Christiana expeditione apud Sinas suscepta ab Societate Jesu (Augsburg: Christoph Mang, 1615), which Trigault dedicated to Paul V.

Trigault also brought to Europe the clothing that the Jesuits had adopted in China. He is depicted sporting it in a drawing (now preserved in the Metropolitan Museum of Art) that Peter Paul Rubens composed either in Antwerp or Brussels in 1617.46 In the Quirinal fresco, however, the hat is round, the sleeve is narrow at the end, and the robe lacks white or blue facings (fig. 80).47 A transparent white collar is also added to the frescoed robe, which is open in the center, where the red inner garment is visible. The strange rod may be a scepter (hu), which the Chinese carried on official occasions, though it was customarily flat. It is equally possible that the object represents the handle of a sword, following Hasekura’s portrait (fig. 6). Just as Tassi and his assistants incorrectly rendered a rounded kimono collar for the figure in the far left of the Japanese loggia (fig. 14), the Lanfranco and Saraceni team would have freely interpreted the Chinese garb.

Dressed in unfamiliar costume, the Chinese figure would have effectively conveyed Paul V’s leadership of the China mission. The Jesuits reported five thousand converts for Paul V, winning favor from the imperial court and officials.48 To attract the attention of the literati, Matteo Ricci and his colleagues presented Christianity as compatible with Confucianism and demonstrated their advanced scientific knowledge. As early as 1601, the Jesuits were allowed to reside in Beijing, and upon Ricci’s death in 1610, they received permission to bury him in the capital. Ricci’s successor as the mission’s superior was Nicolò Longobardo, who dispatched Trigault to Europe. In Rome, he obtained Paul V’s approval to translate the Bible and Roman Breviary into Chinese and to use the language and wear hats during Mass (their removal was considered disrespectful in China).49 The pope also helped Trigault establish a papal library in Beijing and supported the (unrealized) idea of founding a charitable institution for the mission. The pope’s special attention to the mission explains the fresco’s inclusion of the Chinese, who are painted separately from the Japanese group. Such visual distinction served to redouble the pope’s evangelistic achievements in the farthest parts of the world.



Patronal Claims Over Kongo

Paul V’s global missionary ambition was also manifested through the figure of the Kongolese ambassador (fig. 78), which I shall later relate to the portrayal of Luis Sotelo. Since King Álvaro of Kongo was already a Catholic, the pope was attempting to bring the Kongo mission under direct custody of the papacy. Supported by Spain, the Portuguese, who claimed patronal rights in the East Indies, sought to control the Church of Kongo.50 When Paul V planned to dispatch the non-Portuguese Discalced Carmelites to Kongo, the Council of Portugal impeded their embarkation from Lisbon in 1611.51 Portugal and Spain also delayed António Manuel’s departure from the Iberian Peninsula for Rome for almost two years, worried that his meeting with the pope would facilitate negotiations unfavorable to them.52 The papacy was planning to welcome António Manuel in a public consistory against “the opposition of the Spaniards who maintain that this kingdom is tributary to them.”53 As noted in chapter 3, the Kongolese ambassador arrived in the city on January 2, 1608, and died a few days later.54 Even so, the pope continuously endeavored to establish a direct relationship with Kongo, and in 1615, contrary to the wishes of Spain and Portugal, he confirmed the Spanish priest Juan Bautista Vives as Álvaro’s permanent ambassador in Rome.55 At the Quirinal, the pope reiterated the loyalty of Kongo and his authority over its evangelization by fabricating a healthy image of the ambassador.

As reported by a Spanish ambassador to Philip III, Paul V was “very determined on this missionary question, saying it belonged to his Office, and that it concerned the wellbeing of souls and the propagation of the Catholic faith.”56 In 1608, Paul V approved the Congregation of St. Paul in Rome in order to train missionaries for the propagation of the Catholic faith across the world.57 Independent from Spain’s congregation and even from that of Italy, the new institution essentially belonged to the Apostolic See.58 However, under intense pressure from Spain, which believed that the congregation would bring “inconveniences,” Paul V closed it down in 1613.59 The papal attempt to reclaim what Portugal and Spain saw as their prerogative was not new. In 1568, Pius V had founded a missionary congregation for this very reason, as did Clement VIII in 1599.60 Such endeavors eventually culminated in Gregory XV’s establishment of the Sacred Congregation of Propaganda Fide in 1622, which brought missionary undertakings under papal direction.



A New Japanese Bishopric

The pope encountered Iberian objections again when the Keichō embassy requested the establishment of a bishopric in Ōshū. In his letters to Paul V (fig. 74–75), Masamune solicited the appointment of a prelate to assist with increasing the number of converts.61 The petition from the forty Japanese Christians more concretely stated that bishops were needed from the Franciscans, Dominicans, and Augustinians, with an archbishop as their head. They pointed out that a single bishop in Nagasaki oversaw four hundred thousand Christians in Japan and that he did not speak the Japanese language. Certainly, the request for mendicant bishops reflected Sotelo’s plan to expand the Franciscan order’s evangelistic activities in northern Japan, independent of the Jesuits in the south. According to Scipione Borghese, Sotelo craved the bishopric or some titular churches for himself, negotiating for them with “much shrewdness” though without “much prudence.”62 The embassy even suggested that Philip III nominate a bishop (hence from among the Spanish Franciscans) whom the papacy should officially endow.63

Portugal was fervently opposed to the embassy’s proposal. An unnamed Portuguese agent wrote to the papacy that it was inopportune to send new bishops to Japan, where the shogun had been persecuting Christians.64 The letter adds that the shogun allowed the bishop to remain in Nagasaki, far from the capital, only for fear of losing Portuguese trade; should he become enraged with the arrival of an additional bishop, he well might rescind the existing bishopric. That bishop, the agent stressed, had oversight not just of Nagasaki but of the entire country as well—and ever since Pope Alexander VI assigned the West Indies to Spain and the East Indies to Portugal, Japan had belonged to the latter. If bishops and an archbishop were dispatched from the West Indies, the right of the archbishop of Goa, who was the head of the Japanese episcopacy, would be diminished. As a result, the agent warned, many disputes would occur.

Pressure also came from the Spanish court, which ruled that the embassy, upon returning home, should report the number and locations of converts in Japan; such information would help determine the necessity of dispatching the prelates.65 While buying time in this manner, Philip III wrote to his ambassador in Rome, Francisco Ruiz de Castro, that if the pope provided a different resolution to what had been decided in Spain, it would bring “many inconveniences.”66 The ambassador informed the pope of the king’s thoughts.67

On November 28 and December 1, 1615, the Congregation of the Holy Office assembled in Rome to discuss various matters raised by the embassy and confirmed that a new bishop was necessary.68 The Congregation was, however, concerned about the Portuguese Council’s interference and frictions between the Jesuits and other religious orders, which would delay the evangelization of Japan. Another concern was the shogun’s reaction, as he had put more than thirty Christians to death when Sotelo constructed a small chapel in Edo. The Congregation therefore decided to wait until the conversion of Date Masamune and, through Antonio Caetano in Madrid, to clarify the views of Philip III and his council.

On January 8, 1616, a day after the departure of the Keichō embassy from Rome, Scipione Borghese wrote to Antonio Caetano that Paul V wanted to create a new bishopric in Japan “for [the] help of those parts” and hoped that Philip III would regard the idea as beneficial for both Spain and Portugal.69 Scipione advised the nuncio to exert much effort at the Spanish court; if there was no objection, he was to recommend Sotelo, whom the pope regarded as apposite for the seat, since he knew the customs and language of Japan. As the Spanish court showed reluctance to challenge the missionary status quo, on December 11 (a month before the inauguration of the Quirinal fresco), Scipione reiterated to the nuncio that the pope desired to establish the bishopric to serve God and assist Japanese souls, but without Spain’s consent it was impossible to carry out the “good thing.”70 As Scipione lamented, the papacy needed to rely upon the Iberian power for the supply of missionary personnel and navigation.71

His intention notwithstanding, Paul V was unable to establish a new Japanese bishopric. The Spanish Franciscan prominently portrayed in the Quirinal fresco had negotiated its founding in vain (fig. 14). It is possible that the pope intended this image to express his support for the creation of an episcopal seat in northern Japan and his endorsement of Sotelo for the office. From the broader perspective of evangelical administration, the figure of Sotelo, along with that of António Manuel, would have conveyed the papal view that the traditional patronal divisions were becoming incompatible with increasingly complex missionary issues across the world. Such a view anticipated the Propaganda Fide’s effort, decades later, to place overseas episcopal designations and seats directly under papal jurisdiction.72 Criticizing the Iberian politics that had prevented Sotelo’s ordination to the bishopric, Francesco Ingoli, the first secretary of this congregation, concluded that “the human interests impede[d] the divine service.”73



A Network of Muslim Allies and Prospective Catholic Rulers

The papacy was, however, much more than a religious entity, and the Quirinal fresco also conveyed its military ambition. Since the fifteenth century, the papacy had desired an alliance with Persia against their common enemy, the Ottoman Empire.74 Abbas I was attractive as an ally, having defeated the Turks through a series of campaigns between 1603 and 1607 in the regions currently known as Armenia and Azerbaijan.75 He was well known in Europe as a formidable sovereign, illustrated in books of great kings and military heroes such as Giacomo Franco’s Effigie naturali dei maggior prencipi et più valorosi capitani di questa età con l’arme loro (Venice: Giacomo Franco, 1596) and Dominicus Custos’s Atrium heroicum Caesarum, regum, aliarumque summatum ac procerum (Augsburg: Michael Manger, Hans Schultes [Praetorius], 1600–1602).76 The pope thus “gladly” met and listened to Robert Shirley when he visited Rome to discuss Abbas’s proposal to form a Persian-Catholic alliance against Turkey.77 Meanwhile, the English and Dutch East India Companies (established in 1600 and 1602, respectively) had been aggressively exploring distant lands, gaining control over previous Portuguese and Spanish monopolies.

Paul V’s anxiety about the Protestants’ involvement with Persia can be inferred from the memorials of the Discalced Carmelite Paolo Simone di Gesù Maria, whom he dispatched to the Spanish court in 1608. The priest reported that the Dutch and English had been pursuing amicable relationships with Persia; most concerningly, an English agent had enjoyed a secret and lengthy audience with the shah.78 Paolo Simone warned that unless Philip III acted immediately, Persia would establish peace with Turkey and collaborate with the Protestants, which portended the risk of losing the East Indies and eventually the West Indies. As long as the Turks were busy fighting the Persians, Paul V considered the Christians safe.79

If Persia assisted in protecting Catholic Europe’s eastern borders, Ethiopia and Kongo would provide military support from the south. Alfonso Chacón and Agostino Oldoini’s Vitae, et res gestae Pontificum Romanorum et S. R. E. Cardinalium ab initio nascentis Ecclesiae usque ad Clementem IX. P. O. M. (Rome: Philippi et Ant. De Rubeis, 1677) explains that the fresco contains a portrait from life of an envoy from Emperor Susenyos I of Ethiopia.80 Today Fecur Egzy is the only known Ethiopian ambassador dispatched to Rome during Paul V’s pontificate. However, Egzy and his Jesuit companion António Fernandez, who left the imperial court together in 1613, were arrested by the Moors before they could reach Europe.81 Thus, the fresco most likely represents a fictitious image of the ambassador wearing an imagined costume (fig. 79).82

The Ethiopian figure signified Paul V’s evangelical leadership, since Susenyos had dispatched Fecur Egzy to convey his decision to convert to Catholicism and render obedience to the pope.83 In order to do so publicly, Susenyos explained that he needed to subjugate his opponents and requested the pope’s assistance in soliciting troops from Philip III. Paul V thus acted as a mediator between Ethiopia and Spain for Susenyos (he did become Catholic in 1621).84 Susenyos further wrote to the pope that he wanted his subjects to be converted.85 The impending conversion of the emperor and his populace would have been gratifying to Paul V, who desired to unify the Roman Catholic Church with its longstanding Ethiopian Orthodox sister.

Although it was Susenyos who needed armed assistance from Europe, the Ethiopian figure most likely served to project the prospective Catholic emperor’s military power. Europeans traditionally equated the Ethiopian emperor with Prester John, the mythical priest-king who ruled over a powerful Christian kingdom surrounded by Muslims and would deploy his large army against them. Illuminated from below, the frescoed Ethiopian exudes a commanding air and a fearsome quality with his frowning, rugged visage and flowing robes.

As recorded in Girolamo Vecchietti’s memorandum to Paul V, Relatione breve dello stato presente dell’Imperio di Pretegianni d’Ethiopia (1608), the papacy further foresaw the advantages of a direct route between Kongo and Ethiopia.86 For the papacy, the two African Christian nations were strategically located just to the south of the Ottoman Empire, which had spread to North Africa. The trans-African passage was necessary, since the Ottomans prohibited Europeans from traveling from Egypt to Ethiopia. At that time, Ethiopia was considered “not far off” from Kongo.87

Similarly, it is possible that the portrayal of Date Masamune’s embassy implied a spiritual and militaristic burgeoning of papal influence. In his Historia del regno di Voxu, Scipione Amati emphasizes how Masamune, who supports Christianity, is the greatest of all the kings in Japan, enjoying enormous territories, revenues, and military forces.88 According to Amati, Masamune has always been victorious and possesses eighty thousand soldiers, to which he can add one hundred thousand more if needed. The shogun, Amati continues, attained power thanks to Masamune’s assistance and wedded his children to Masamune’s in order to consolidate his dynasty. Amati states, moreover, that Hasekura conveyed to Philip III during their audience that Masamune is willing to form a confederation and to offer his forces on any occasion.89 In reality, given the distance between Japan and Spain, Masamune’s active military involvement was fanciful. Nonetheless, the presence of such a powerful ruler’s embassy in the fresco indicated the promising prosperity and security of the Catholic states under the pope’s wide network.



Global Recognition

For Paul V, the visits of emissaries from distant rulers (including the abortive Ethiopian attempt) offered opportunities to present the worldwide acknowledgment of his authority and political power. Just as Date Masamune’s letters expressed his desire to kiss the pope’s feet (see chapter 5), King Álvaro II of Kongo explained that the purpose of dispatching António Manuel was to demonstrate obedience, following the manner of other Christian kings and princes.90 Susenyos also regarded Paul V as “head of all the Church.”91 Although Abbas I did not indicate his possible conversion in his letter, he referred to the pope as the supreme authority of Christianity, addressing him as the “governor of all the Christian nations.”92 In the new political and administrative center of the papacy, a display of the faraway potentates’ recognition as such was advantageous for the pope when it came to enacting domestic and foreign policies. In this hall of state, the fresco also reminded visitors of the physical punishment received by those who disregarded papal authority: to the south, near the chapel, a soldier is portrayed striking a couple of figures (fig. 79).

Despite this reference to violent retribution, the fresco generally projects a blissful atmosphere as the European, African, East Asian, and Middle Eastern figures joyfully interact with one another. Like the images of Hasekura and Sotelo, the Kongolese and flanking Europeans seem to express an interest in visitors to the hall by pointing to its entrances (fig. 78). In this playful fresco, the painted figures are also observing the visitors. The imagery of various races interacting in harmony reinforced Rome’s claim to be the one and only universal church, through which followers from all over the world could attain eternal bliss under the pope’s paternal guidance. The fresco demonstrated the pope’s benevolent accommodation of peoples from different parts of the globe as their protector. Enhancing the joyous mood of the fresco, tapestries—traditionally hung from windows and balconies during great festivals—are draped over the balustrades of the fictive loggias in celebration of the papal ceremonies below.93 The naturally draped hangings and illusionistic loggias, along with the gazes and hand gestures of the figures, connected the painted world with that of the visitors.

Whether realistic or fictional, the portrayals of the ambassadors and other visitors from Japan and elsewhere indicated Paul V’s global pastoral leadership and his missionary supremacy over the Iberian powers. In addition to the evangelical concerns, the monumental fresco conveyed the global recognition of the pope’s authority and his extensive connections with powerful states, which served to ensure the security and expansion of the Catholic world. In one of the painted loggias, the jovial imagery of the Japanese converts and their dedicated missionary celebrated the continuous flourishing of the Japan mission, despite the persecution of Christians; the effectiveness of Paul V’s Franciscan policy; and the potent samurai’s potential conversion (which, however, did not come to pass). These figures also denoted the complicated religiopolitical struggle between the papacy and the Iberian powers. Such implications lay underneath the impressive depiction of the Japanese visitors’ kimono and their individualized physiognomies, which—however awkward the portrayal of the slanted eyes may be today—would have caught the attention of the privileged audience in the papal hall. Outside this exclusive space for the elite, as will be discussed in the final chapter, mass-produced prints further disseminated pictorial information about the Japanese. These cheap, ephemeral prints, often diminutive in size, quickly conveyed news of the ambassadorial visits from Italy to distant locales beyond the Alps.







Chapter 7 Illustrating News in Italy and Beyond

Though not as instantaneous as it is today, news-making in the sixteenth century entailed swiftness, and reports of the Japanese embassies rapidly spread beyond the places they visited, generating further accounts in local languages. Among such reports was a broadside issued in Milan on August 23, 1585, only twenty days after the four youths’ departure from the city (fig. 29). Located at the crossroads between Venice and Genoa and between Italy and northern Europe, Milan was a flourishing international trade center.1 Transalpine journeys, though costly, were popular due to their predictable travel times (forty to eighty days from Lombardy to the Low Countries). By contrast, sea voyages were risky and could take between three weeks and six months—not to mention the negative effect of humidity on silk cloth, a key Milanese export. At least one sheet of the broadside, which would have been printed in hundreds or even thousands of copies, traveled from the city to Augsburg, a stopping point along the routes to the north. The Augsburg publisher Michael Manger produced a German version based on the Milanese prototype in 1586, adding the headline “New report [Newe Zeyttung] from the island of Japan” to draw the attention of potential buyers (fig. 13). Neuen Zeitungen, which meant new reports or new tidings, generally featured a notable event in the form of a non-serial broadsheet or pamphlet.2 In Manger’s broadsheet, the Jesuit emblem, Mancio’s crown, and the vertical lace trims on the youths’ gowns are painted over shoddily, while the robe of Hara Martin (bottom left) remains partly unpainted on his upper right arm. Such hasty application suggests Manger’s desire to rush the print to market.3

Hasekura Rokuemon’s embassy was also newsworthy, for soon after his entry parade in Rome on October 29, 1615, the publisher Giacomo Mascardi printed the Relatione della solenne entrata fatta in Roma da Don Filippo Francesco Faxicura (Rome, 1615), which described the event. The pamphlet was on sale at the bookshop of avvisi writer and distributor Marcantonio Benvenuti at the Piazza Pasquino in Parione.4 In this quarter, which was one of the most populous in Rome, many printers and booksellers had workshops and stores, and peddlers hawked printed material on the streets.5 Two extant copies of the pamphlet contain a print of Hasekura; they would have been sold together at Benvenuti’s shop located in this news center, unless the print was later glued to the pamphlet by the collector (fig. 82).6
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fig. 82 | Reworked bust print of Hasekura Rokuemon. From Relatione della solenne entrata fatta in Roma da Don Filippo Francesco Faxicura (Rome: Giacomo Mascardi, 1615). Ente Olivieri–Biblioteca e Musei Oliveriani, Pesaro, Sala 1, Misc. A-02-e-22-m14.


In this chapter, I argue that prints of the Japanese embassies functioned as pictorial news reports, conveying their likenesses, their costumes, and information about their identities and visits to broad audiences. One reader of these prints was the Milanese cartographer Urbano Monte, whose chronicle, maps, and atlases document how he responded to both the pictorial and textual news about the Tenshō embassy and Japan. The arrival of the Japanese embassies generated news, but they themselves were also carriers of news from Japan, which was printed in Rome and elsewhere in Italy to promote their visits and the success of the Japan missions. Printed textual and visual information about the embassies traveled to northern Europe, where Jesuit and Franciscan advocates made editorial adjustments to promote their anti-Protestant institutional agendas.


Pictorial News of Newly “Discovered” Peoples

Prior to the arrival of the Tenshō and Keichō embassies, the European news market had developed during the sixteenth century through the emergence of printing techniques and postal services that built upon expansive mercantile information networks.7 Cheap and mobile, the reports printed on single sheets, pamphlets, and booklets were carried great distances before being sold in shops and stalls as well as by peddlers.8 Coverage included crimes, wars, and sensational and entertaining events as well as non-European topics, such as the baptism of West African rulers, the Spanish-Dutch rivalry over the colonization of the Americas, and European military campaigns against the Turks.9 News from faraway places was made available in Europe with increasing rapidity: for example, Giovanni Battista de’ Cavalieri printed a representation of the Christian and Turkish fleet formations in Rome only five weeks after the Battle of Lepanto.10

Printed images also served as an important means by which to disseminate visual information about unfamiliar non-European peoples, animals, plants, or lands. Unlike lengthy and sometimes convoluted textual descriptions, pictures required no translation, functioning as an easily comprehensible visual language for both literate and illiterate viewers.11 Printmakers quickly reported the appearances of newly “discovered” peoples in broadsheets, as seen in the woodcut probably printed by Johann Froschauer at Augsburg in 1505, which represents the semi-naked Tupinamba wearing a feathered headdress and skirt.12 The text below, which explains their anthropophagy, nudity, incest, and promiscuity, is an excerpt from the Florentine explorer Amerigo Vespucci’s recently published letter. Another handbill produced in Augsburg, Frankfurt, and Nuremberg from circa 1567 illustrates Inuit abductees: a mother and her daughter had been kidnapped the previous year in Terra Nova (now the Canadian province of Newfoundland and Labrador) and then exhibited in Antwerp for public viewing.13 In 1577, the English explorer Martin Frobisher also brought three Inuit captives from Canada’s Baffin Island for display in Bristol. A broadside produced by Michael Manger in Augsburg the following year shows them in their sealskin clothing in front of kayaks. In the print, a man named Kalicho is holding a paddle and a bow, and a woman called Arnaq protects her baby, Nutaaq, inside her hood.

As the Milanese woodcut (fig. 29) illustrates, the visit of the royal Japanese embassy was no less newsworthy. The figures of the four youths and Diogo de Mesquita dominate the large sheet in an effort to draw the attention of potential buyers, with each individual introduced by a stanza of ottava rima (an octave with the rhyme scheme ABABABCC) in the center of the print. Inclusion of the octaves followed an earlier tradition of reporting events in this meter, which appeared in Italian pamphlets on wars, entry parades, natural disasters, and discoveries of the New World.14 As the textual sections of printed materials were often read aloud, which made the news accessible to the illiterate, the octaves of the Milanese woodcut could have been recited.15 These octaves mention Diogo de Mesquita before the four Japanese and extol his evangelical efforts by stating that he worked “day and night” to convert infidels. Since his figure appears in the center of the sheet, along with the Jesuit emblem, it is plausible that the order was involved in its production. However, little is documented about the print, other than that it was (according to the text at the bottom) published by Bartolomeo Minolo in Milan at the request of a certain Cioanni (Giovanni) Oriens.



Urbano Monte’s Drawings after the Milanese Woodcut

One of the local viewers of the woodcut was Urbano Monte, who drew figures of the four Japanese youths and Mesquita based on the print (figs. 10–12). Monte’s monumental four-volume chronicle narrates the history of Milan and the genealogy of his family, beginning in 1386 (the year the reconstruction of the Milanese cathedral began and Giovanni Ambrosio, the first of the Monte line, was born) and ending in 1587. The only other individual illustrated in Monte’s chronicle (aside from family members) was Carlo Borromeo, the archbishop of Milan, whom he venerated.16 Monte’s inclusion of the portraits of the Tenshō embassy is clear evidence of his fascination with the subject.

In Monte’s drawings, however, the original woodcut’s fresh rendition and subtle differentiation of the four Japanese youths are lost. In the prototype (fig. 29), the figure of Itō Mancio, who holds a crown, is depicted with a high forehead, while the face of Chijiwa Miguel below has an inverted triangular shape. On the opposite side of the sheet, Julian (above) is portrayed with a slightly oval face, and the image of Hara Martin (bottom left) features a sharp jaw. Monte was less concerned about such individualization and represented all four with similar facial outlines (figs. 10–12). Monte’s figures are also European in their appearance, with large, high noses, and their eyes are no longer almond-shaped in the three-quarter view, as they are in the woodcut. Monte most likely had no opportunity to closely study the Japanese visitors from life. He may have witnessed their entry into the city of Milan, which he narrates with specific reference to the unexpected rain during their cavalcade.17 The Japanese riders, however, no doubt passed quickly before him, and the woodcut served as a visual memento of the short-lived event.

In copying the printed figures, Monte took liberties in applying colors and specifying that the embassy’s red clothes had gold ornaments. Monte also added collar decorations below the ruff, gold buttons on the central vertical lace, and pleats around the figures’ torsos. He further placed titles above each of the figures to distinguish them, since their identities are somewhat unclear in the woodcut unless viewers have carefully read the octaves. Alongside these additions, Monte removed the desk in front of Mesquita’s figure and portrayed him facing Nakaura Julian on the opposite page (fig. 12). In this manner, he avoided repeating a sense of awkwardness that exists between the figures of Miguel and Martin on the previous pages, who face away from each other (fig. 11). Furthermore, Monte arranged the Japanese figures according to their hierarchical order within the embassy (see chapter 1). The woodcut portrays Mancio and, strangely, Julian above Miguel and Martin (fig. 29). In Monte’s chronicle, however, Mancio (fig. 10) is followed by Miguel (fig. 11), who precedes Martin and Julian (fig. 12). Meanwhile, the central positioning of Mesquita’s figure in the woodcut (fig. 29) is discarded in the chronicle, where he appears after the four Japanese. Monte was certainly less concerned than the producer(s) of the woodcut were with promoting the Society of Jesus.



Monte’s Textual Sources

The octaves written below Monte’s figures are also derived from the Milanese woodcut (fig. 29), though here too he made some changes. For example, he affectionately addressed Itō Mancio as “this son” (“questo figliol”) to express a patronizing fondness for the young Christian (fig. 10). Monte also departed from the Italianized spelling “Meschita” in the woodcut, a choice based on his careful study of pamphlets about the Tenshō embassy.18 These may have included the Relatione del viaggio et arrivo in Europa et Roma de’ principi giapponesi venuti a dare obedienza a Sua Santità l’anno MDLXXXV (Venice: Paolo Meietto, 1585) or La dichiaratione di tutto il viaggio de’ principi giaponesi (Cremona: Cristoforo Draconi, 1585). Both pamphlets share almost the same text, in which the Jesuit’s name is noted as “Mesquita.”19 Monte’s chronicle contains a lengthy description of the Tenshō embassy and its homeland, which largely corresponds with the contents of these avvisi a stampa. Usually printed in quarto or octavo, avvisi a stampa covered military, social, and political news, such as battles, trials, feasts, princely marriages, and geographical discoveries.20 Their titles often included terms such as relatione, dichiaratione, narratione, ragguaglio, or avviso. Bearing these words in their titles, many pamphlets catalogued by Adriana Boscaro were thus avvisi a stampa, printed news, about the Tenshō embassy.21

According to the preface of Paolo Meietto’s booklet, dated April 23, 1585, he obtained “this present Relatione” only a few days prior; he would have printed it promptly on account of the fierce competition among publishers.22 The Relatione that fell into Meietto’s hands was most likely the Relatione del viaggio et arrivo in Europa, Roma e Bologna de i serenissimi principi giapponesi venuti a dare ubidienza a Sua Santità (Bologna: Alessandro Benacci, [1585]). To Benacci’s Relatione, Meietto added more information, which Monte also copied. Both Meietto’s and Monte’s texts mention abundant gold and silver in Japan as well as the Japanese diet, life expectancy, scripts, and printing. In addition, the embassy’s gifts for Duke Francesco I de’ Medici are listed in the middle, not at the end, of these texts.23 The extra information in Meietto’s booklet is derived from the Breve ragguaglio dell’isola del Giapone hauuto con la venuta a Roma delli legati di quel regno, oue in compendio si tratta delli costumi di quei popoli (Rome: Bartholomeo Bonfadino & Tito Diani, 1585) or a similar publication.

Monte complemented his chronicle with other information about the embassy. Meietto’s booklet did not quote the letters from the Kyushu lords to the pope or Gaspar Gonçalves’s oration during the public consistory, since they had been published elsewhere.24 As discussed in chapter 1, they were printed in the Acta consistorii publice exhibiti a S. D. N. Gregorio Papa XIII; Monte consulted an Italian translation. He then concluded the section on the Japanese youths with a brief account of their departure from Milan.

By combining the printed sources, both textual and visual, with references to the embassy’s local visit, Monte sought to provide a fuller account of these visitors, to glorify his native city, and to demonstrate his knowledge of the world. Monte’s chronicle was not a personal journal for private perusal: it was to be read by others, as he wrote that he would explain the embassy’s journey and Japanese customs “for the greater satisfaction of readers,” who would have included his family, his friends, and in particular, his descendants.25 To explain why he began a new family line with the birth of his son in 1581, Monte extensively detailed the disputes that he and his father had had with their relatives over the division of the family fortune and other matters, presenting such private accounts throughout the chronicle in sections that are painted in yellow (now largely faded). By narrating the visit of the Japanese embassy and other notable events in and outside Milan, Monte offered a broader historical timeline and fostered a sense of erudition, which perhaps helped add credibility to his and his father’s assertions.



Monte’s Maps of Japan

Far from simply absorbing information, Urbano Monte himself utilized print to disseminate his knowledge widely. He printed a dedicated stand-alone map of Japan inspired by the visit of the Tenshō embassy to Milan, an event he noted in the gloss beneath (fig. 83). To describe Japan and its people, Monte pulled material from his chronicle, with some modifications: though he stated that Japan had been discovered “forty-five” years ago in his chronicle of 1585, he rounded the number up to “fifty” in this print published in 1589. As in his chronicle, and following Paolo Meietto and other publishers’ pamphlets on the Japanese youths, Monte also explained that Japan was “a large country” and portrayed its main island as dominating the northern part of the Pacific Ocean.26 This geographical perception certainly boosted the embassy’s importance in European eyes. As in Gerard Mercator’s and Abraham Ortelius’s maps from 1569 and 1570, Monte rendered Japan as oval-shaped and, curiously, inserted the provinces of “Meaco” (Kyoto), “Ximo” (Kyushu), and “Xico” (Shikoku) within that island and placed Xico to the east of Meaco.27 But Monte’s map lacks “Yezo” (Hokkaido), which appeared in European printed maps only after 1617.28 As stressed by his publisher, Giacomo Piccaglia, at the top of this print, Monte’s map was nonetheless “truly praiseworthy and new” and included many place-names.29 Monte’s mention of the Kyushu lords’ provinces of Bungo, Arima, and Ōmura indicates the impact of their embassy’s visit upon his topographical awareness.
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fig. 83 | Urbano Monte (Monti), Descrittione e sito del Giapone, printed by Giacomo Piccaglia in Milan, 1589. 54.5 × 42.5 cm. Archivio Storico Civico e Biblioteca Trivulziana, Milan, Cod. Triv 1128 (B 122). Copyright © Comune di Milano. All rights reserved.


Monte also consulted the Jesuits’ annual letters, which he noted in the gloss.30 As a result, he marked Funai, Usuki, and many other Christian centers in Kyushu and in southern Honshu, where the order was especially active. What is more, Monte’s spelling of these place-names reflected how the Jesuits’ transliterations followed Japanese pronunciation at the time.31 Monte wrote Ise as “Ixe,” since the Japanese pronounced what is now “se” as “she” (as in “shepherd”). Similarly, he spelled Hakata, Harima, and Hirado as “Fakata,” “Farima,” and “Firado,” consistent with the contemporaneous verbalization of “h” as the bilabial fricative “f,” and labeled Osaka as “Vosaca,” mirroring the now-defunct vocalization of “o” as “u” (hence “wo”).32 In addition, Monte inserted an “n” before “g” in “Cangosina” (Kagoshima) due to the now-defunct practice of nasalization.

Monte’s toponyms, however, reveal confusion resulting from a lack of fixed orthography among the missionaries in Japan. He noted “Nagasaqui,” “Nagaciaque,” and “Nagasache,” all variations upon Nagasaki. Likewise, both “Amacuzza” and “Amacussa” should be Amakusa. In addition, Monte mislocated some places, including “Ximonosechi” (Shimonoseki), which he marked not on the southern tip of Honshu but on his overly large Hirado Island. Furthermore, he mistook the Japanese ruler “Nabunanga” (Nobunaga) for a place-name, following Benacci’s and Meietto’s inaccurate explanation that Nobunaga was a principal city in Japan.33

The news pamphlets about the Tenshō embassy could thus spread misleading information, with the lasting effect that Monte consistently referred to the new city that Nobunaga had constructed next to Lake Biwa as “Nabunanga,” not Azuchi, in his later maps of Japan (as in fig. 84, for example). Monte eventually intended to publish his maps of various parts of the world as a monumental atlas.34 Among the three extant versions of the atlas, the earliest two, produced in the period around 1587–90 and conserved at Stanford and Venegono Inferiore, include Monte’s hand-drawn and colored maps of Japan.35 The later version, now located in Milan, contains engraved maps of Japan (fig. 84) and elsewhere. Two of them are incised with the name of the engraver Leone Pallavicino (who had been active in Milan since 1590), including a sheet that also notes his son Lucio as assistant, and one is dated 1604.36 The atlases at Venegono Inferiore and Milan contain his manuscript treatise Trattato universale, descrittione, et sito de tutta la terra, sinqui conosciuta, in which Monte explained many of the place-names that he included in his maps. He specifically noted some of the Japanese places in relation to the youths and their lords, such as Hizen, where Nakaura Julian was from, and Arima, which Arima Harunobu ruled.37 After introducing each of the four youths, Monte also described their journey up to their arrival in and departure from Milan.
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fig. 84 | Urbano Monte (Monti) (engraved by Leone and Lucio Pallavicino), map of Japan. From Trattato universale, descrittione, et sito de tutta la terra, sin qui conosciuta et disegnata in 62 tavole a stampa, ca. 1604. Engraving. Biblioteca Ambrosiana, Milan, A260 inf., 110. © Veneranda Biblioteca Ambrosiana / Mondadori Portfolio.


The Tenshō embassy not only enhanced Monte’s topographic knowledge and local pride but also brought information from Japan, which was printed and became accessible to him. In his treatise, Monte referred to the Jesuits’ mission and residences in Japan, apparently having consulted their writings, including Gaspar Coelho’s annual letter of 1582. In the letter, Coelho described Nobunaga’s new castle at Azuchi, which Monte integrated into his treatise. Coelho’s annual letter was published in Rome, Milan, and Venice in 1585; the title of the Venetian publication, Lettera annale portata di novo dal Giapone da i signori ambasciatori delle cose ivi successe l’anno MDLXXXII (Venice: I Gioliti, 1585), indicates that the youths themselves (or more precisely, their Jesuit chaperones) had brought the letter from Japan.38 For early modern Europeans, as discussed below, the 1582 letter contained fresh news from Japan even though it was published three years later. Incorporating this and other sources, Monte continued editing his treatise and maps but ultimately abandoned his publication project, probably owing to his failure to finish revising them (if not on account of a lack of funds).39



Transalpine Translations

The Italian publications of Gaspar Coelho’s annual letter and the Japanese envoys’ visit, as well as oral information about them, quickly spread beyond the Alps, stimulating similar cartographic and printmaking enterprises along with translations for a local readership. Less than six months after the youths’ arrival in Rome, Renward Cysat, a town clerk in Lucerne, Switzerland, noted that this embassy was known everywhere through people’s conversations and through booklets in Latin and other languages narrating the arrival of the “princely envoys” after their three-year sea voyage.40 These booklets certainly included the Acta consistorii publice and its Italian variants, which introduced the three Kyushu lords’ missives to the pope as well as the orations at the public consistory (see chapter 1). (Significantly, the Tenshō youths brought back from Europe the Acta consistorii publice to convey their experience at the papal court to the Japanese.) Cysat translated the pamphlet into German in the Warhafftiger Bericht von den newerfundnen Japponischen Inseln und Königreichen . . . (Freiburg: Abraham Gemperlin, 1586).41 His extensive book about Japan also contained his translation of Coelho’s letter.42 In his preface, dated September 12, 1585, Cysat expressed his strong desire to translate the text, which narrated “the happy successes and stories” of the Japan mission until 1582 and gave him “such consolation, refreshment, and amusement.”43 Cysat explained that he wanted to “share such good news [Zeytungen]” with his readers, which could not have reached Europe any “earlier or faster.”44 By introducing the accounts of distant converts, he intended to advocate for the reform of Catholic practices and to criticize Protestants at home.45

Cysat was a supporter of the Jesuits and, together with Mayor Ludwig Pfyffer (to whom Cysat dedicated his book), had invited them to Lucerne in 1574.46 Three years afterward, the Jesuits established a college in the town, and Cysat was tasked with administering their funds. In his preface to the Warhafftiger Bericht, Cysat praised the Jesuits’ successful effort in converting the apostates in Europe, where they also strengthened the faith of Catholics and founded schools to teach Christian virtues and the liberal arts to young people.47 According to him, they had also evangelized heathens and infidels in newly discovered lands, such as Brazil, Peru, India, and Japan. From the latter, Cysat explained, the envoys had traveled to Rome in order to testify and affirm, in the name of their kings and prince, their pious zeal and intention to maintain their newly adopted Catholic faith, prostrating themselves before the pope as a sign of obedience in accordance with the ancient Christian custom.

Apart from translating the Acta consistorii publice, which commemorated this event as a Jesuit achievement by including the text of Gonçalves’ oration, Cysat inserted a map of Japan (fig. 85) in which he emphasized their evangelical accomplishments on the islands.48 The two captions on the left side of the sheet contain information about the successful conversion of people and the location of Jesuit residences in Japan. To their right, the verse in the third box begins by telling how people in the Far East cultivate the faith that had been abandoned in Noyon and Eisleben (John Calvin’s and Martin Luther’s native towns).49 The poem also mentions a dangerous journey to Rome in order to bow before the pope, apparently an allusion to the Tenshō embassy. Accompanied by this text, the map conveys not only geographical information about the newly discovered islands but also the global expansion of the Catholic Church’s spiritual territories to counter the spread of Calvinism and Lutheranism within Europe.
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fig. 85 | Renward Cysat, map of Japan. From Warhafftiger Bericht von den Newerfundnen Japponischen Inseln und Königreichen, auch von andren zuvor unbekandten Indianischen Landen . . . (Freiburg: Abraham Gemperlin, 1586), n.p. Special Collections, Zentral- und Hochschulbibliothek, Luzern, F1.24.


As seen in Cysat’s case, vernacular translations of the Acta consistorii publice in northern Europe served the Catholic campaign against Protestantism. Georg Scherer, a Jesuit preacher in Vienna, translated the letters of the three Kyushu lords contained in this pamphlet, noting that mighty Japanese royals had dispatched their legates to Rome as “a sign and proof of their obedience and subordination” to the Roman Catholic Church.50 Scherer underscored that these converts wanted to “throw themselves, through their legates and missives, under the feet of the Roman bishop, whom they venerated and honored as the vicar of the great God” (on the practice of bussoku chōrai, see chapter 1).51 By contrast, Scherer warned, the Lutherans intended to “sit” on the pope’s head and “throw him” under their “stinking feet.” Moreover, George Tourin, canon at the collegiate church of St. Peter in Liège, would translate the Acta consistorii publice into French less than two months after its publication in Rome; his preface to the Actes exhibez publiquement au Consistoire par Nostre Sainct Père Gregoire Pape XIII aus ambassadeurs des rois du Iappon à Rome (Liège: Gautier Morberius, 1585) is dated May 22, 1585. Dedicating this work to Laevinus Torrentius (Lieven van der Beken), archdeacon of Brabant and vicar general of Liège, who protected the Jesuits, Tourin commented on the success of their educational establishment in Japan. According to Tourin, while Huguenots were fighting the Catholic Church, God was “throwing idolatry out of the East Indies,” and “the profit” of converting infidels in “the new world” was “greater” than “the loss” in “our prattling old world.”52 Yet not all translators of the Acta consistorii publice were Catholic. In bi-confessional Augsburg, where Protestants and Catholics worked together in printshops, Michael Manger published the text in its translation by Christoph Ulrich the Elder, a Lutheran from Nuremberg.53

Despite the circumstances of print production, it may have been the case that Catholic interests motivated the creation of Manger’s broadsheet (fig. 13), since his headline and gloss would have pleased Catholic audiences by affirming their faith in the face of the Protestant menace. Manger’s text, unlike the Milanese prototype (fig. 29), clearly states that the Japanese ambassadors visited Rome to render submission to the pope on behalf of their lords. Meanwhile, the sensational report of the embassy from afar certainly attracted Protestant buyers, as the viewers of prints and other pictures in Augsburg included the wealthy middle class and patricians of both denominations.54 Manger no doubt expected good sales from the print, having already printed a broadsheet depicting the Inuit; he later published Dominicus Custos’s illustrations of Shah Abbas I and other non-European leaders (see chapter 6). As evidenced by the prints of the Tupinamba and the Kongolese ambassador António Manuel (fig. 55), all printed in Augsburg, the city was a major center for book and broadsheet production owing to its wide commercial and communications network.55

While they received information from elsewhere, northern European printmakers emphasized that their images of the unusual visitors were made from life. The second line of Manger’s headline for the broadsheet of the Tenshō embassy (fig. 13) proclaims, “A portrait and true likeness [Contrafähung] of the four young and royal ambassadors of Japan as they arrived in Milan on July 25 and left there again on August 3.” Contrafähung, just like contrafactur, signified a true likeness based on eyewitness observation even if the image was a copy of the prototype.56 Manger’s gloss below also begins with “Contrafähung” to reiterate the faithfulness of the portrayal. “Contrafactur” defines the portrait of António Manuel (fig. 55), too, which Christoph Mang, Manger’s former apprentice, produced after a print from Rome.57 A claim of veracity was perhaps unnecessary for the Milanese woodcut of the four youths (fig. 29), since the artist studied his subjects locally during their stay in Milan. In contrast, the headline of a French broadsheet, another derivative of the woodcut, underscores the true likeness (“vray pourtraict”) of the four Japanese, taken from life (“prins du naturel”) (fig. 86).58 This broadsheet, like Manger’s (fig. 13), also conveys the Japanese ambassadors’ submission to the pope, which here is described prominently in the heading. Moreover, the gloss mentions their extensive three-year journey to Rome in order to “voluntarily submit” to the pope, highlighting their profound veneration of him. Along with the central image of the Jesuit and his religious order’s emblem, the print would have widely promoted global acknowledgment of Catholicism as the true religion.


[image: Broadside showing the four Japanese youths with Diogo de Mesquita.]


fig. 86 | Le vray pourtraict prins du naturel des quatre grands Princes Iapponnoys venus dernierement à Rome pour rendre obeissance au Sainct Siege Apostolique en la presente annee 1585, 1585. Woodcut, 34.0 × 38.0 cm. Gabinetto delle Stampe “Angelo Davoli,” Biblioteca Panizzi, Reggio Emilia, Mss. Vari D 126/5.




Rome’s News Quarter

Just as pictorial news of the four youths traveled from Milan to Germany and France, images of Hasekura Rokuemon also spread from Italy beyond the Alps. Although little is known about their production, images of ambassadors from other non-European states indicate the existence of a printing and information center operating in Rome. Located between the Piazza Navona in the north and the Campo de’ Fiori in the south, the Parione district was a hub for printed materials concerning various topics, including the visits of diplomats from across the world. For example, Giovanni Antonio di Paoli, who had his shop around the Tor Millina in Parione, published two prints of António Manuel in 1608: one of them became a model for Christoph Mang’s (fig. 55), and the other depicted the Kongolese ambassador in his native costume (see chapter 3).59 In particular, the area around the Piazza Pasquino contributed to the dissemination of printed texts and images of foreign ambassadors, as seen in the pamphlet of the Keichō embassy’s entry in Rome, which may have contained the print of Hasekura (fig. 82). Giovanni Orlandi, who printed the engraving showing Paul V’s audience for ‘Ali-qoli Beg, had a printing house and storiaro at number sixty-three on the Via di San Pantaleo near the piazza, where he sold popular prints, including almanacs, pamphlets, and newsletters.60 Lucas Ciamberlano’s print, which shows portraits of Abbas I, ‘Ali-qoli Beg, and Robert Shirley, in addition to the scene of the pope’s audience with Shirley, was likewise produced in the Pasquino neighborhood.61 Another image of Shirley was sold at the piazza (fig. 77, bottom).

An impression of this last print was transported to Venice, where Gian Carlo Sivos, a local physician, glued it into his chronicle (fig. 87).62 Sivos also pasted in a portrait of ‘Ali-qoli Beg, which must have been produced in Rome to celebrate his entry cavalcade in the city on August 27, 1609, as noted in the caption. This small print originally constituted the right half of a sheet that also represented Abbas I (fig. 77, top). It is possible that the vendor (or, if not, Sivos) cut the sheet in half to reduce its price and facilitate its transportation. In the following pages of his chronicle, Sivos copied a letter from Abbas I that ‘Ali-qoli Beg had brought to the pope, combining visual and textual information about the Persian embassies.


[image: Small prints of ‘Ali-qoli Beg and Robert Shirley pasted onto a sheet of a handwritten journal.]


fig. 87 | Portraits of ‘Ali-qoli Beg and Robert Shirley. From Gian Carlo Sivos’s chronicle, 1609. Biblioteca del Museo Correr, Venice, Ms. Correr 1340, 264v.


Similarly, sundry prints of Hasekura Rokuemon, which commemorated his arrival in Rome, would have been produced in the city for wide dissemination. The text of a print in the Biblioteca Angelica (fig. 88) reads: “Don Filippo Francesco Faxicura, Ambassador of the King of Voxu in Japan to Our Holy Father Paul V, arrived in Rome on October 26 [sic], 1615.”63 In the print, the standing figure of Hasekura holds a letter and a rosary as signs of his ambassadorial status and Christian faith. The printmaker must have quickly collected visual information on Hasekura’s physiognomy, chonmage hairstyle, and clothing during his stay in Rome of two and a half months. The tsuba guard of open work may indicate that the sword is Masamune’s, which is depicted in Archita Ricci’s portrait (fig. 7). Yet in the print, Hasekura’s Europeanized face, as well as the strangely inflated sleeves of his dōbuku and their abrupt openings for the doublet sleeves, indicate that the print was not entirely based on a direct study.
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fig. 88 | Print of Hasekura Rokuemon (first state), 1615. Engraving, 13.2 × 8.6 cm. Biblioteca Angelica, Rome. Biblioteca Angelica, Rome, Ms. 1214, c. 177. By concession of the Ministry of Culture. Reproduction not permitted.


A bust portrait of Hasekura (fig. 6), which is preserved in the Biblioteca Angelica, similarly notes his arrival in Rome; the text further specifies that his master is “Idate Massamune.” This print carefully renders each hair and the wrinkles at the edges of Hasekura’s eyes and across his forehead.64 Ponytailed, the figure of Hasekura dons his dōbuku over a doublet and kosode and wears the rosary with a cross from his neck. His dagger is correctly placed on his left side (viewers’ right), unlike in the full-length image (fig. 88).65 His coat of arms, crowned as in Archita Ricci’s oil portrait (fig. 7), appears in the upper right corner. Curiously, this Hasekura print (fig. 6) is glued to the back of the frontispiece of Guido Gualtieri’s Relationi della venuta degli ambasciatori giaponesi a Roma sino alla partita di Lisbona (Rome: Francesco Zannetti, 1586), which narrates the Tenshō embassy’s journey.66 The founder of the library, Angelo Rocca, apparently wanted to preserve information on the two Japanese embassies together.67 The sheet measures only 15.1 × 10.5 cm, containing the image of 9.3 × 6.2 cm; hence, it was not only readily transferable but also fit into Gualtieri’s small volume. After producing numerous impressions, the plate of this bust portrait became worn out and was reworked to contain decorative borders (fig. 82); these were to give a fresh look to the print, which had lost the rich tonalities of ink and the original chiaroscuro effect.68 Giacomo Mascardi would have included this print in his pamphlet in an effort to increase sales by responding to his readers’ desire to see what the rare visitor looked like. (If that was not the case, as I noted earlier, the collector added the print to the pamphlet.) Mascardi had a close relationship with the Keichō embassy, as he also published Scipione Amati’s Historia del regno di Voxu del Giapone, dell’antichita, nobilta, e valore del suo re Idate Masamune.

The circulation of the bust prints perhaps inspired a printmaker to rework the plate of his full-length image, as seen in figure 89. He added features taken from them, such as the correct positioning of the dagger and Hasekura’s crowned coat of arms; “Idate Masamune” was also inserted with an editorial mark before “Re de voxv.”69 In particular, this impression at Sendai was attached to Amati’s Historia del regno di Voxu.70 Its owner clearly desired to “put a face” to the Japanese ambassador whose trip was detailed in the book. The revised bust and full-length prints indicate their continuous popularity and the profits they generated for printmakers and sellers.
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fig. 89 | Print of Hasekura Rokuemon (second state), 1615–17. Engraving, 13.2 × 8.6 cm. Sendai City Museum, Sendai.




German Prints of Hasekura

The full-length images of Hasekura reached Germany, where additional prints depicting him were created for further circulation. Raphael Sadeler’s son, also named Raphael, closely examined the earlier print that portrayed Hasekura carrying his dagger on his right side (fig. 88).71 Born in Antwerp, Raphael II had been working in Munich since 1604, where he and his family often served Catholic patrons.72 His print of Hasekura thus could be interpreted within the context of the propagation of Catholicism (fig. 90). To maximize such an effect, Raphael II increased the dimensions of his image and placed German and Latin texts above and below, making it widely marketable. Printsellers may have chosen one or the other depending on the language of the territory where the print was to be sold: for example, the two impressions in the Bibliothèque nationale de France lack the German heading, which was likely removed in French-speaking regions.73
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fig. 90 | Raphael Sadeler II, print of Hasekura Rokuemon, 1615. Engraving, 23.5 × 13.8 cm. Sendai City Museum, Sendai.


The full-length prints further served as models for illustrations of Hasekura in the Relation und gründtlicher Bericht von deß Königreichs Voxu im japonischen Keyserthumb gottseliger Bekehrung, und dessentwegen außgefertigter Ambasciada an Päbst (Ingolstadt: Elisabeth Angermaier, 1617).74 Like the early impression (fig. 88), the frontispiece (fig. 91) shows the figure of Hasekura with a dagger on his right side. However, inside the book another illustration of Hasekura (fig. 92), following the later print (fig. 89), portrays the dagger in its correct location, along with his crowned coat of arms and the editorial mark after “de,” though Masamune’s name is missing above.75 The book features a German translation of Amati’s Historia del regno di Voxu by Tobias Hendschel, a Franciscan professor of theology in Vienna. Dedicating his book to Anna of Tyrol, the wife of Holy Roman Emperor Matthias and a fervent protector of Catholicism, Hendschel explained in his preface that his translation was to give “special consolation” to Catholics and to edify Protestants in his “much saddened German fatherland.”76 He also expressed a desire for an ending to “all differences and adversities as well as all divisions in religious matters” so that the empire and its territories could maintain “peace and concord.” The book would have been popular, as it was reprinted later to include the standing portrait of Hasekura (fig. 92) reworked with a border decoration; just as in the reused bust print of him (fig. 82), the addition was to conceal the loss of the chiaroscuro effect.77 The earlier and later editions were published in Ingolstadt, one of the major Catholic printing centers in Germany.78
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fig. 91 | Frontispiece of Scipione Amati’s Relation und gründtlicher Bericht von deß Königreichs Voxu in japonischen Keyserthumb gottseliger Bekehrung, und dessentwegen außgefertigter Ambasciada an Päbst (Ingolstadt: Elisabeth Angermaier, 1617). Niedersächsische Staats- und Universitätsbibliothek Göttingen, Göttingen, 8 H AS II, 6379.
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fig. 92 | Figure of Hasekura Rokuemon. From Scipione Amati, Relation und gründtlicher Bericht von deß Königreichs Voxu in japonischen Keyserthumb gottseliger Bekehrung, und dessentwegen außgefertigter Ambasciada an Päbst (Ingolstadt: Elisabeth Angermaier, 1617). Niedersächsische Staats- und Universitätsbibliothek Göttingen, Göttingen, 8 H AS II, 6379.




Franciscan Exaggerations

Tobias Hendschel intended to promote not only the Catholic Church but also his religious order against Protestant encroachment. His agenda is evident in the frontispiece (fig. 91), where the scriptural legitimacy of the pope’s power is expressed through the haloed personification of Faith carrying a large cross and a papal tiara, which rests on the Bible; St. Peter’s keys are dangling from the volume. Emanating rays of light from above, a dove blesses these symbols of papal authority. Flanking Faith, a soldier is chained to Heresy, a bare-breasted hag who is holding a snake in each hand. Beneath them are highlighted the figures of Luis Sotelo and Hasekura, who stand on pedestals of equal height. By including the image of the Spanish Franciscan, the frontispiece is in sharp contrast with the aforementioned printed images of the Keichō embassy that only depict Hasekura, the more exotic of the two ambassadors.

Another illustration of the book (fig. 93) glorifies the Franciscan embassy by portraying both Sotelo and Hasekura in an overtly splendid papal audience. The portrayal of numerous participants in the ceremony indicates the extraordinary importance of the diplomatic event to readers. Under the baldachin, Paul V is depicted in full papal regalia (though he did not wear it, as discussed in chapter 5). The pope is receiving Date Masamune’s letter from the Franciscan missionary, which helps emphasize his significant ambassadorial role. Next to him, Hasekura is shown kneeling, wearing a topknot and holding a katana; over a doublet he puts a dōbuku, though the opening of his sleeve is depicted strangely. Animating the scene, a court dwarf holds the train of Hasekura’s exceedingly long gown, and one of his Japanese travel companions is portrayed from behind, carrying a katana and wearing hakama trousers. Like Archita Ricci’s painting (fig. 7), the illustration alludes to the embassy’s long sea voyage by portraying galleys at sea in the background.


[image: ]


fig. 93 | Paul V’s Audience with Hasekura Rokuemon and Luis Sotelo. From Scipione Amati, Relation und gründtlicher Bericht von deß Königreichs Voxu in japonischen Keyserthumb gottseliger Bekehrung, und dessentwegen außgefertigter Ambasciada an Päbst (Ingolstadt: Elisabeth Angermaier, 1617). Sendai City Museum, Sendai.


The text of the book further promotes the Franciscan order and its achievements. Following the frontispiece, the title page mentions Sotelo in large letters before introducing Hasekura in smaller type. The passage presents the latter as a knight of “royal lineage” but ascribes him a secondary role as Sotelo’s associate. Hendschel’s preface likewise refers to Sotelo before the Japanese knight.79 While Amati’s preface only mentions that Masamune placed his scepter at the pope’s feet as a measure of obedience, Hendschel adds that the samurai lord also offered “his entire kingdom”; the translator thereby emphasizes Masamune’s territorial oblation and the global expansion of the Catholic Church’s dominion. Far from its origins, information evolved to satisfy the local agent’s agenda.80 However, despite Amati and Hendschel’s claims, Masamune undoubtedly had no intention of yielding his authoritarian power.

When closely analyzed, the ultramontane and transalpine (re)productions of the printed materials about the Tenshō and Keichō embassies reveal various changes added to the original information for artistic, marketing, authenticating, and religiopolitical purposes. Rapidly produced in much larger print runs than the number of extant copies suggests, printed reports of the embassies traveled through networks of merchants and travelers, informing a socially and geographically wide range of audiences of their news.81 Among them was Urbano Monte, who consulted both the visual and textual reports of the four youths, including the Jesuits’ annual letter that they had brought from Japan. One of its publication sites was Rome, a major diplomatic center where information from various parts of the world arrived. From the city’s news hub, printed images and texts were transferred elsewhere, to be trimmed, combined with other information, or translated into vernacular languages. Though a Lutheran translator was also involved in the dissemination of the news in bi-confessional Augsburg, Catholic advocates used translating, illustrating, mapmaking, and printing to emphasize the worldwide evangelical achievements of the papacy and its religious orders in attempts to mitigate the expansion of Protestantism.







Conclusion

The visits of the Tenshō and Keichō embassies ignited information transfer through print production and translation within Europe and beyond. What is more, the sociopolitical, religious, and economic ambitions of a distant samurai lord, Catholic missionaries, and European hosts became intertwined across time and space during this period of increased global navigation and material exchange. Prior to the youths’ departure from Japan, Alessandro Valignano had prepared kimono sets, Japanese paintings of Christian subjects, and lacquerware to take advantage of their cultural Otherness at European courts. The Jesuits’ concern with acceptance and presentation shaped their protégés’ ad hoc pancontinental outfits (the kimono, Indian doublet, and European-style ruff) as they traveled through the Portuguese Indies to Europe. Two decades after the return of the first Japanese embassy, memories of the royal and papal audiences and pageantries it experienced in Europe no doubt influenced Date Masamune’s orchestration of his ambassador’s extravagant kimono-doublet ensemble and array of luxurious gifts. Once both embassies arrived in Rome, the papacy integrated their Europeanized Japanese costumes into ceremonies and pictorial agendas to promote its religiopolitical interests. The European conception of these elite ambassadors was founded on the aggrandized introduction of these travelers and their lords by the missionaries, who capitalized on a lack of knowledge about Japanese society and culture within Europe.

It was important for Europeans to pictorialize the Japanese ambassadors, since they were not private travelers but represented their rulers and states; at least, that was how Gregory XIII interpreted the Tenshō embassy. The missionaries’ texts and the missives of the Catholic and pro-Catholic Japanese lords emphasized their obedience to the pope, which implied far-reaching acknowledgment of his authority as the ultimate head of Christendom. Visual representations of the embassies served the Catholic Church in promoting the success and future growth of the Japan mission with these lords’ support. For state officers and academicians in Venice and Vicenza, images of the Japanese ambassadors were intended to vaunt the global recognition of their city and theater as well as to display their prosperity and generosity. Though Jacopo Tintoretto’s lavish project for the Venetian Republic was never finished, the Vicentine academy completed its frieze in an effort to motivate future members by presenting an image of their organization’s past glory. The long distances traveled by the embassies, along with their submission to the pope and their allegedly royal ambassadorial standing, all contributed to the political, religious, and institutional claims of European patrons who commissioned their depictions.

Like the embassies themselves, visual and textual news about their visits—whether in the form of handwritten correspondence, newsletters, or printed materials—traveled far. Magnificent ceremonies for the guests increased their newsworthiness and thus media coverage. The affordability, mobility, and reproducibility of prints facilitated the broad dissemination of news concerning the embassies, and printing furthermore allowed the pope to control information to his advantage. From Rome, the diplomatic center of the Catholic world, this information eventually reached Milan, where Urbano Monte copied a locally produced broadsheet in order to construct and convey his knowledge of Japan to his readers. The news from Italy was transferred farther north, where it was sometimes translated and transformed in the context of the battle against Protestantism.

The Tenshō and Keichō embassies continued to inspire European art-making and print culture even after their departure. More than a decade after the youths’ hurried Italian trip in 1585, the Vicentine academy portrayed them at the Olympic Theater in 1596 or shortly afterward (fig. 63). Cesare Vecellio published a woodcut of their clothing in 1598 (fig. 48), and Giovanni Grevembroch made a drawing after that print during the mid-eighteenth century (fig. 49). Another work mentioned in the present study is the painting (now lost) that Pietro Ricchi probably executed between 1674 and 1675 for the Jesuits’ Venetian monastery.

As exemplified by Ricchi’s work, the Jesuits utilized images of their embassy to promote their global missionary endeavor. The Kerckelycke historie van de gheheele wereldt (Antwerp: Michiel Cnobbaert, 1667–71), which the Flemish Jesuit Cornelius Hazart compiled to defend Catholicism against Dutch Calvinism, included three illustrations of the Tenshō youths, now painted with dark skin, saying farewell to their mothers at the port of Nagasaki and participating in audiences with Philip II and Gregory XIII (fig. 94).1 Images of the Japanese Catholics’ submission to the Hapsburg ruler and pope were apparently inimical to Dutch Protestants, who had rebelled against their temporal and spiritual sovereigns. For Hazart’s volume, Frederik Bouttats the Younger created an engraving after Abraham van Diepenbeeck’s drawing of the Spanish royal audience, which is now preserved in the Ackland Art Museum (Peck Collection, 2017.1.121) of the University of North Carolina at Chapel Hill. As discussed in chapter 1, the scene of the youths’ obeisance to the pope was a recurrent subject: their audience was also portrayed in the French Jesuit Pierre-François-Xavier de Charlevoix’s Histoire et description générale du Japon (Paris: Julien-Michel Gandouin, 1736, vol. 1, page 177) and Pietro Gagliardi’s fresco in the Villa Aurora, which was commissioned by Gregory XIII’s descendant Antonio Boncompagni Ludovisi between 1855 and 1858.2


[image: Book illustration of the Japanese youths giving a letter to Gregory the Thirteenth during an audience.]


fig. 94 | Adriaen Millaert (Melaer) after Abraham van Diepenbeeck, Gregory XIII’s Audience with the Tenshō Embassy. Engraving from Cornelius Hazart, Kerckelycke historie van de gheheele wereldt (Antwerp: Michiel Cnobbaert, 1667), vol. 1, between pages 64 and 65. Kirishitan Bunko, Sophia University, Tokyo, JL-1667-KB3-492.


Additionally, the Jesuits integrated the portrayal of a Tenshō embassy member into their visual martyrology. The Fasciculus e Iapponicis floribus (Rome: Typis Heredum Corbelletti, 1646), which the Portuguese Jesuit António Francisco Cardim published on his return from his mission in Asia, included nearly ninety engravings, mostly depicting martyrs such as Nakaura Julian (fig. 95).3 After entering the Society of Jesus and becoming an ordained priest, Julian was apprehended in Kokura in northern Kyushu and martyred in Nagasaki in 1633. Although Cardim was active in Goa, Macao, and Ayutthaya, he had never traveled to Japan, as the shogunate prohibited the entry of missionaries. Cardim’s generic illustrations of Japanese martyrs and other individuals are therefore not portraits but rather focus on the manner of martyrdom. The image of Julian shows him hanging upside down, his head above a dark pit with a wooden trapdoor that will fit around his neck (fig. 95). According to Cardim’s text, Julian lived for four days in this manner before his death at the age of sixty-six.4
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fig. 95 | Martyrdom of Nakaura Julian. From António Francisco Cardim, Fasciculus e Iapponicis floribus, suo adhuc madentibus sanguine (Rome: Typis Heredum Corbelletti, 1646), between pages 200 and 201. The Graduate School of Economics and Faculty of Economics Library, Kyoto University, Kyoto, Ueno Bunko/CII/22/CARD.


Though less enthusiastic than their Jesuit cousins, the Franciscans also used the image of Hasekura Rokuemon to promote their order. Marianus Orscelar’s Gloriosus Franciscus redivivus: Sive chronica Observantiae Strictioris (Ingolstadt: Wilhelm Eder, 1625) contains an illustration of Hasekura and Luis Sotelo below the allegorical figures (fig. 96), all derived from the frontispiece of the German Relation und gründtlicher Bericht von deß Königreichs Voxu (fig. 91).5 In figure 96, to the right of the ambassadorial pair, Date Masamune’s concubine is bedridden with an illness; she is cured by Sotelo and his colleague Pietro de Burguillos with medical herbs (portrayed in the background) that the Franciscans cultivate in their hospital. At the bottom of the sheet, the figure of Masamune, in gratitude, invites both fathers to his court, which is depicted with European columns and geometrically patterned pavement. His servants carry the Franciscans in a purportedly Japanese manner. To my knowledge, no study has identified the crowned figure as Masamune, and it is thus far his only known portrayal from early modern Europe. In European art, a far more popular figure than the unbaptized ruler was Ōtomo Yoshishige, whose letter to the pope was disseminated throughout the continent (see chapters 1 and 7). Indeed, Yoshishige was the most frequently depicted samurai lord in Europe, in part as a result of the visit of the Tenshō embassy.
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fig. 96 | Marianus Orscelar, Gloriosus Franciscus redivivus: Sive chronica Observantiae Strictioris (Ingolstadt: Wilhelm Eder, 1625), figure 21, between pages 536 and 537. Bibliothèque municipale de Lyon, Lyon, 323799, SJ HO 129/1.


Meanwhile, it should be noted that an image of the Acapulco Bay in the Spanish explorer Nicolás de Cardona’s Descripciones geográphicas e hydrográphicas de muchas tierras y mares de Norte y Sur en las Indias (1632, carta 117) shows a carrack labeled “D: a ship that has come from Japan.” This painted vessel may refer to Tokugawa Ieyasu’s San Buena Ventura, which had reached Acapulco in 1610, or Date Masamune’s San Juan Bautista, which the Keichō embassy took from Ōshū, or both. In particular, the latter sailed again to Acapulco in 1617, when Cardona was still living in New Spain.6 During the first trip, Masamune’s galleon carried five boxes of byōbu, which were gifts from Ieyasu and his son Hidetada to Viceroy Luis de Velasco II, Marquis of Salinas. Japanese screens exported to New Spain encouraged the local production of folding screens, and conceivably so did these gifts.7

The visits of the Tenshō and Keichō embassies contributed to Europe’s visual knowledge construction of Japanese daily life. The Tenshō youths’ gift of the Azuchi byōbu inspired the intellectual curiosity of the antiquary and collector Nicolas-Claude Fabri de Peiresc, who had some parts copied before January 1616.8 In that month, Peiresc wrote to Lorenzo Pignoria that the details included ten Japanese figures on a mountain summit carrying banners and flags on both sides of a road and an entrance of what appeared to be a temple. Pignoria’s two images of architectural details from the Azuchi byōbu in his 1626 edition of Vincenzo Cartari’s Seconda novissima editione delle imagini de gli dei delli antichi (pages 569–70) possibly derived from these drawings, as one of them likely represents Sōkenji on Mt. Azuchi.9 The arrival of the Keichō embassy enabled the medical doctor and dietitian Francesco Scacchi to observe Japanese utensils used to heat drinks (kan dōgu), which was illustrated in his De salubri potu dossetatio (Rome: Alessandro Zannetti, 1622, page 95).10 Sacchi added that though Japanese and Chinese people generally drank hot tea, these travelers also preferred cold drinks with snow.

The travels of both embassies further facilitated the transfer of cartographic knowledge. Scholars debate whether a European map of Japan, which is now preserved in the Florentine state archives (Misc. Medicea 97, inserto 91), was copied after a map brought over by the Tenshō embassy.11 Just as the four youths’ visit prompted Urbano Monte and Renward Cysat to produce maps of Japan (see chapter 7), the Keichō embassy’s visit would have encouraged Cristoforo Bianchi to create his, which was published in Rome in 1617, only a year after Hasekura Rokuemon’s departure from the city.12 In his map of Japan, Bianchi mentioned Ōshū, Masamune’s capital Sendai, Matsushima Island, and a nearby gold mine, details missing from Luís Teixeira’s 1595 map of the archipelago.

Indicating the abundance of gold in his master’s territory, visual representations of Hasekura Rokuemon’s impressive kimono (figs. 7 and 14) contributed to European sartorial knowledge. His white cloak with images of deer may have prompted Andrea Sacchi to paint such kimono for his figure of the Japanese martyr Hayashida Magdalene.13 However, as the years passed by, the printed image of Hasekura, who most likely wears the black ensemble (as depicted in fig. 9), ultimately lost a particular reference to his identity through circulation. He was portrayed as merely a “Japanese noble” in one of the later editions of Jean-Jacques Boissard’s costume book, Recueil de costumes étrangers (fig. 97).14 The figure on the far left of the sheet is nearly a mirror image of the Hasekura illustration showing the dagger in an altered position (fig. 89); however, his face in the Recueil has more Westernized features, and the uchigatana is shorter, its handguard no longer flat. In the Recueil, the adjacent portrayal of a “Doctor of China” derived from a representation of Matteo Ricci in Athanasius Kircher’s China Illustrata, which was published in 1667. Juxtaposed with the Chinese and Amerindian figures, the image of Hasekura entered pictorial knowledge of the foreign costumes of the “New World.”


[image: Illustration of Japanese, Chinese, and Amerindian men wearing traditional costumes.]


fig. 97 | Jean-Jacques Boissard, Recueil de costumes étrangers . . . , after 1667. Département des Estampes et de la photographie, Bibliothèque nationale de France, Paris, 4-OB-26, fol. 56.


Arguably, absolute monarchies inherited the papacy’s artistic exploitation of the far-flung ambassadors to underscore its authority. The visual resonance of both Japanese embassies can be identified at the court of Louis XIV, who received Siamese, Muscovite, and Persian ambassadors. In a medal and paintings that represent the king’s grand audiences with these visitors, their kneeling and bowing figures attest to his extraordinary power.15 Such images recall various representations of the Tenshō embassy’s obeisance to Gregory XIII (figs. 18–19, 27–28), among other works; the portrayal of submissive diplomats and elite visitors has a long artistic tradition. The fresco of the Japanese and other embassies in the Quirinal’s Sala Regia also influenced the wall decoration at the Staircase of Ambassadors (completed in 1679 and demolished in 1752) in Versailles, where Charles Le Brun painted European and non-European figures in trompe l’oeil loggias. Jacques Vigoureux-Duplessis’s paintings (1715–21) for Chaalis Abbey likewise portray the Persian and Siamese ambassadors behind draped railings within illusionistic spaces. It is notable that, like the figures of the Japanese and Sotelo in the Quirinal, the images of the Siamese and the French missionary-ambassador Artus de Lionne exhibit their local and religious attire in Duplessis’s work.16 However, these French portrayals of various non-European ambassadors lack Japanese diplomats, since the Tokugawa government banned overseas travels of its citizens in 1635—hence no diplomatic visits from the archipelago to Europe until 1862, when the Bunkyū embassy reached Paris, London, and other places.

As the shogunate outlawed Christianity and limited its European trading partners to the Netherlands in 1639, visual information about Japanese people became largely dependent on the accounts of merchants of the Dutch East India Company (VOC).17 François Caron, who became chief factor of the VOC factory in Hirado, published the Rechte beschryvinge van het machtigh koninghrijck van Iappan (The Hague: Iohannes Tongerloo, 1661), which included three images of Japan: the ritual of hara-kiri, various methods of capital punishment for Christians, and the shogun’s solemn audience in his palace. More monumental and heavily illustrated was Arnoldus Montanus’s Atlas Japannensis (London: Thomas Johnson, 1670) which contained materials from a report of the Dutch embassy to Japan and VOC employees’ journals.18 In this English translation of the Dutch original, Montanus (and/or his translator) added a sentence explaining that the Tenshō embassy had enjoyed boar hunting on the island of St. Helena.19 This explanation may indicate that the seemingly European figures shown chasing boars actually represent the embassy. Montanus’s other images portray the Japanese and their customs, as well as Dutch ambassadors’ and travelers’ experiences in Japan, in somewhat exaggerated and fantastical fashion for the consumption of armchair travelers in Europe. By comparison, the Tenshō and Keichō embassies offered a rare diplomatic and often firsthand (or firsthand-based) visualization of Japanese delegations in Europe and their interactions with Europeans, an opportunity that would not come again until the second half of the nineteenth century.

After the 1853 shock arrival of Commodore Matthew Perry’s armed ships at the entrance of Edo (Tokyo) Bay, the Tokugawa shogun succumbed to the pressure of the Western powers to sign inequitable treaties. Japan’s subsequent emissaries to the West aimed to revise the unequal treaties and modernize the nation by acquiring information about advanced Western technology. Dispatched to the United States and Europe by the Meiji government, which had replaced the shogunate, the Iwakura embassy (1871–73) was surprised to see letters of its ambassadorial forebears preserved in the Venetian archives.20 Knowledge of the extraordinary travels of the Catholic youths and samurai, together with their missionary guides, to meet and be celebrated by the secular and temporal Catholic authorities had been consigned to oblivion in anti-Christian Japan. This history resurfaced centuries later in Meiji Japan, when the Japanese and their Western counterparts engaged in new diplomatic relations—albeit with entirely different objectives, power dynamics, and strategies of negotiation.






Appendix


Section I

Vestimenti fatti da Sua Santità a due Eccellentissimi Signori Imbasciatori Giaponesi (Clothes made by His Holiness for two most excellent Japanese lord ambassadors)

1. Quattro rubboni, o vero sottane di velluto nero, con astoni guarniti a spina pesce, con bottoni d’oro, con maniche lunghe, guarnite a spina pesce sino a terra di trina d’oro, largha un dito et mezzo, foderato di taffettà doppio, con una mostra di ermisino nero vellutato.

(Four rubboni [wide and long gowns] or sottane [long undergarments] of black velvet with astoni [decorative bands] garnished in herringbone; with gold buttons; with long sleeves trimmed in herringbone to the ground with gold lace, [which is] a finger and half wide; lined with double taffeta; with a lapel of black, voided sarcenet velvet.)

2. Quattro sottane di velluto nero con trina d’oro largha un dito, et bottoni d’oro da capo a piedi, con maniche guarnite a spina pesce, come di sopra.

(Four sottane of black velvet with gold lace, [which is] one finger wide; and gold buttons from top to bottom; with sleeves trimmed in herringbone, as above.)

3. Quattro giubboni di raso chermisino venetiano, trinciati et foderati di taffettà verde, con trine d’oro, mezzo dito larghe, et con bottoni d’oro.

(Four doublets in Venetian crimson satin, slashed, and lined with green taffeta; with gold laces, [which are] half a finger wide; and with gold buttons.)

4. Quattro berrette di velluto nero, con treccie di passamano, d’oro fino a punta di diamante.

(Four berets of black velvet, with passementerie braids of fine gold with diamond-pointed ornamentation.)

5. Quattro cappelli di castoro berrettino fino, foderato d’ermisino berrettino, con quattro treccie ricamate d’oro fino di Milano, et con piume bianche fine.

(Four hats of fine gray beaver fur, lined with gray sarcenet; with four braids embroidered with fine gold from Milan; and with fine white feathers.)

6. Quattro para di calzoni di raso chermisino venetiano all’usanza moderna, trinciati, et con due trine d’oro per il lungho, con bottoni d’oro.

(Four pairs of breeches of Venetian crimson satin in modern fashion; slashed and with two gold laces along the length; with gold buttons.)

7. Quattro camiciole di refo fino.

(Four camiciole [garments, often knitted, that covered the torso] of fine thread.)

8. Dodici para di calzette, cio è quattro di seta rossa, et quattro di rosa secca chermisina di Napoli, et quattro di seta nera.

(Twelve pairs of socks, that is, four [pairs] of red silk, four [pairs] of dry-rose crimson from Naples, and four [pairs] of black silk.)

9. Otto cinte di seta a rete doppio di Napoli, quattro nere, et quattro a rosa secche.

(Eight belts of double-meshed silk from Naples, four in black and four in dry-rose color.)

10. Otto paia di ligacci di seta a rete chremosina et rosa secca.

(Eight pairs of meshed silk strings in crimson and dry-rose color.)

11. Otto paia di ligacci di seta di Bologna largha a rose secche.

(Eight pairs of wide silk strings from Bologna in dry-rose color.)

12. Otto paia di scarpe all’usanza romana con le fettuccie di seta.

(Eight pairs of Roman-style shoes with silk ribbons.)

13. Otto paia di pianelle di velluto nero, foderate di velluto pagonazzo a opere.

(Eight pairs of black velvet mules, lined with pagonazzo [dark red-purple] patterned velvet.)



Section II

Secondo vestimento per i medesimi (Second set of clothing for the same)

1. Quattro rubboni, o vero sottane di dammasco, di rose secche, cremosine a opera minuta guarniti di trina d’oro, sfondata con doi merletti dalli lati, che viene a esser larga doi dita, con mostra di velluto lavorato di rose secche, et righe d’oro, tutto il resto foderato di taffettà doppio, del detto colore, con le sue maniche lunghe, guarnite per lungho, et per traverso di trina d’oro.

(Four rubboni or sottane of minutely patterned damask of dry-rose crimson; trimmed with gold lace, which comes to being two fingers wide, recessed with two laceworks on the sides; with a lapel of dry-rose, patterned velvet with gold stripes; all the rest lined with double taffeta of the same color; with long sleeves garnished with gold lace along their length and transverse.)

2. Quattro sottane di raso di rosa seccha, guarnite di trina d’oro largha un dito, con le maniche tutte guarnite per traverso, con li bottoni d’oro da capo a piedi, foderate di taffettà doppio di rose secche.

(Four sottane of dry-rose satin trimmed with gold lace, [which is] one finger wide; with the sleeves all garnished transversely, with gold buttons from top to bottom; lined with double taffeta of dry-rose color.)

3. Quattro zimarre da camera di dammasco giuggiolino, foderate di dobbletto cangiante, con guarnitione d’oro, largha doi dita grosse, con cinquanta paia di bottoni d’oro a groppi, lunghi mezzo palmo, richistimi per ciascuna zimarra, con le maniche lunghe, spezzate con tre tagli, con sua bottoni come di sopra.

(Four zimarre [chamber gowns] of jujube-colored damask; lined with iridescent dobletto [cloth made from linen and cotton wool], with gold garnishment, [which is] two large fingers wide; with fifty pairs of gold buttons in knots, which are half a palm long, as requested to me for each gown; with long sleeves split in three cuts, having their buttons as above.)

4. Quattro robbiglie alla spagnuola di velluto pagonazzo a opera con una trina d’oro attorno largha, foderato di taffettà doppio del medesimo colore.

(Four Spanish-style jackets of pagonazzo patterned velvet, with wide gold lace around; lined with double taffeta of the same color.)

5. Quattro paia di calzoni di raso pagonazzo, trinciati, con doi trine d’oro alla cucitura, et bottoni d’oro.

(Four pairs of breeches of pagonazzo satin, slashed, with two gold laces at the seam; and gold buttons.)

6. Quattro giubboni di raso pagonazzo, trinciati, con una trina d’oro intorno.

(Four doublets of pagonazzo satin, slashed, with gold lace around.)

7. Quattro berrette di velluto nero riccio, con treccie di passamano d’oro fino.

(Four berets of black uncut velvet, with passementerie braids of fine gold.)

8. Quattro ferraioli di rascia fiorentina, longhi fino a mezza gamba, con una trina d’oro largha doi dita grosse intorno di fuori, et drento una fascia di raso nero largha, con quattro imbottiture.

(Four knee-length mantles of Florentine wool; externally [embellished] with gold lace around, [which is] two large fingers wide; and inside a wide belt of black satin with four paddings.)

9. Camicie, con collari a lattughe, fazzoletti, scarpini di tela in buona copia.

(Shirts with ruffs, handkerchiefs, elegant cloth shoes in abundance.)



Section III

Vestimenti per quattro staffieri (Clothes for four staff members)

1. Quattro casacche di teletta nera trinciate, con una trina di seta, largha un dito grosso intorno.

(Four casacche [sleeved garments that covered the torso] of thin black cloth, slashed, with silk lace around, [which is] one large finger wide.)

2. Quattro paia di calzoni di raso rosino imbottito a opera, con due trine di seta alle cociture, et bottoni.

(Four pairs of pink satin breeches, patterned with padding; with two silk laces at seams; and buttons.)

3. Quattro altre paia di calzoni di saia, di seta lionata, trinciati, con doi trine alla cocitura, et bottoni.

(Four other pairs of silk twill breeches of lionata [lion-mane] color, slashed; with two laces at seams; and buttons.)

4. Quattro giubboni simili alli calzoni di raso, con una trina intorno.

(Four doublets similar to the satin breeches; with a lace around.)

5. Quattro altri giubboni di saia di seta simili alli calzoni, trinciati, con una trina intorno, et bottoni.

(Four other doublets of silk twill, similar to the breeches, slashed; with a lace around; and buttons.)

6. Quattro berrette di velluto nero.

(Four berets of black velvet.)

7. Quattro cappelli di feltro con la fodera d’ermisino nero con cinture di perle nere.

(Four felt hats with black sarcenet lining; with a pearl black belt.)

8. Quattro paia di calzette di stame di Fiandra a rosa seccha.

(Four pairs of socks made from Flemish “dry-rose” yarn.)

9. Quattro altre paia di calzette di saia lionata.

(Four other pairs of twill socks of lionata color.)

10. Quattro cinturini di velluto, con trine sfrangiati, con ferri doppi.

(Four small velvet belts; with fringed laces; with double iron buckles.)

11. Quattro cappe di rascia fiorentina, con una trina di seta largha un dito di fuori intorno, et drento una fascia di raso stampata.

(Four capes of Florentine wool; externally [decorated] with a silk lace of one finger width; and inside a hot-stamped satin sash.)

12. Oltre di ciò scarpe, camice, et fazzoletti a sofficienza.

(Besides, shoes, shirts, and handkerchiefs in sufficiency.)
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	34. BAV, Vat. lat. 12288, 407r; Acta consistorii publice, 6; DNS11, 1:197, doc. 42.

	35. Massarella, “Envoys,” 330, 333–34.

	36. De Grassi, Tractatus, 1:174.

	37. Visceglia, “Una cerimonia politica,” 1:673–97; Fletcher, Diplomacy, 40–41; Visceglia, La Roma, 117–40.

	38. Fujikawa, “Tenshō-keichō ken’ō shisetsu,” 81–83, doc. 2.

	39. Wicki, Documenta Indica, 843.

	40. ARSI, Jap. Sin. 22, 52r; Pinto and Bernard, “Les instructions,” 397.

	41. AAV, A. A., Arm. I-XVIII 1834, n.p.; DNS11, 1:3, doc. 6.

	42. Archivo General de Simancas, Consejo de Estado, Legajo 945, documento 75; DNS11, 1:131, doc. 18.

	43. AAV, SS, Spagna 31, 227r; DNS11, 1:129, doc. 17.

	44. ASFi, Mediceo del Principato 772, 147r; DNS11, 1:146, doc. 22.

	45. ASFi, Mediceo del Principato 265, 47v; DNS11, 1:152, doc. 27.

	46. Lapini, Diario fiorentino, 240, 243.

	47. ASFi, Manoscritti 129, 364r; DNS11, 1:163, doc. 38. On Settimanni’s diario, see Benedetti, Notizie, 34.

	48. Archivio di Stato di Siena, Ms. D54, 54v–55r; DNS11, 1:160, doc. 36. The same text is also found in Archivio di Stato di Siena, Ms. D54bis, 44r–v.

	49. ASMo, CA, Roma 119, 407-XVI-53; DNS11, 1:226, doc. 43. In this book, I present new and revised materials that I did not publish in “Papal Ceremonies.” They are all based on my own research, although some of them have been recently published by a researcher in Japan, who evidently developed these points by plagiarizing this article, among others.

	50. ASMo, CA, Roma 119, 407-XVI-54; DNS11, 1:227, doc. 44.

	51. ASMo, ANE 129, n.p.; DNS11, 1:228, doc. 45.

	52. BAV, Urb. lat. 1053, 135v; DNS11, 1:229, doc. 46.

	53. Gualtieri, Relationi, 77; Valignano, Dialogo, 307n499.

	54. Tantouche, Traicté, 35; Sestini, Il maestro, 45–46; Frommel, “Antonio da Sangallos Cappella Paolina,” 36–37n33. For the quotation, see Vespasiano, Le vite, 2:551.

	55. ASMo, CA, Roma 119, 407-XVI-55; DNS11, 1:229–30, doc. 47.

	56. De missione, 257.

	57. ASMo, CA, Roma 119, 407-XVI-56; DNS11, 1:231, doc. 48.

	58. ASMo, CA, Roma 119, 407-XVI-56; DNS11, 1:231, doc. 48.

	59. ASMo, ANE 129, n.p.; DNS11, 1:266, doc. 73.

	60. De Grassi, Tractatus, 1:176. See also Sestini, Il maestro, 45–46; Patrizi Piccolomini, L’œuvre, 1:205; Fletcher, Diplomacy, 125–29.

	61. BAV, Vat. lat. 12288, 407r; DNS11, 1:197, doc. 42. On such grooms, see De missione, 233–34.

	62. BAV, Bonc. D7, 43r–v; Boncompagni Ludovisi, Le prime due ambasciate, 10–11, doc. 19.

	63. BAV, Vat. lat. 12288, 407v; DNS11, 1:199, doc. 42. On these chamberlains (cubicularii and scutiferi), see Rihouet, “Giovanni Guerra’s Order,” 194.

	64. On the entry, see Gualtieri, Relationi, 82–84; De missione, 234.

	65. BAV, Vat. lat. 12288, 408r; DNS11, 1:199, doc. 42. Also see Boncompagni Ludovisi, Le prime due ambasciate, 13, doc. 20. On ambassadors’ linear formation, see Patrizi Piccolomini, L’œuvre, 1:206; De Grassi, Tractatus, 1:193.

	66. BAV, Urb. lat. 1053, 138v; DNS11, 1:234, doc. 52.

	67. BAV, Vat. lat. 7031, 280r; De Strobel and Mancinelli, “La Sala Regia,” 73.

	68. Boncompagni Ludovisi, Le prime due ambasciate, 13, doc. 20; Patrizi Piccolomini, L’œuvre, 1:166.

	69. BAV, Vat. lat. 12288, 409r–v; DNS11, 1:202–3, doc. 42; Patrizi Piccolomini, L’œuvre, 1:208–9.

	70. BAV, Vat. lat. 12288, 410r; DNS11, 1:204, doc. 42. On the hierarchal order of rulers, see De Grassi, Tractatus, 1:244; Fletcher, Diplomacy, 71.

	71. ARSI, Ital. 159, 4r. Yūki somehow did not publish this document, which is transcribed in Pelliccia, “La prima ambasceria giapponese,” 242.

	72. ASMn, AG 937, 190r; DNS11, 1:239, doc. 53.

	73. ASMo, ANE 129, n.p.; DNS11, 1:268, doc. 75.

	74. ASMn, AG 937, 190r–v; DNS11, 1:239–40, doc. 53.

	75. Ascanio Colonna in Alcalá also received the Acta consistorii publice or its Italian translation. Ogawa, Shipiōne Amāti, 27.

	76. For these quotations, see Acta consistorii publice, 3, 5–6.

	77. Colección Cortes, 9/2663, 323v, 325v, 327v; DNS11, 1:271–75, doc. 79–81; Igawa, Sekaishi, 74–79.

	78. ARSI, Jap. Sin. 33, 1v–2r; however, the added phrase on Sumitada’s letter is crossed out (3r).

	79. ARSI, Jap. Sin. 33, 16r, 17r, 18r, 20r, 21v. Antonio Boccapaduli may have read these Italian translations during the papal audience.

	80. Quoted from Acta consistorii publice, 8–9, 18.

	81. On March 30, 1585, Camillo Capilupi reported that the Jesuits had already sent their manuscript to the press, but it would not be published until April 1 or later. Daniele Annibale noted on April 1 that it had been printed. The following day, Annibale lent his copy to Cardinal Luigi d’Este, and Lorenzo Priuli sent the pamphlet to Doge Nicolò da Ponte in Venice on April 6. ASMn, AG 937, 190r; ASMo, ANE 129, n.p.; ASVe, DAR, Roma, filza 19, 79v; DNS11, 1:239, 269–70, docs. 53, 77–78. On the Italian translation, see ASVe, Capi del Consiglio di Dieci, Notatorio, filza 11 [currently unconsultable]; DNS11, 1:293, doc. 89.

	82. Boscaro, Sixteenth Century, 4–41, 54–73, 100–109, 112–15, 118–19, 132–33, 148–49, 152–53, 156–57.

	83. Tucci, Oratio, n.p.

	84. Ciappi, Compendio (1591), 80; Ciappi, Compendio (1596), 111.

	85. Ciappi, Compendio (1596), 120. On early modern Europe’s perception of the New World, see Rubiés, “Travel Writing,” 137; Horodowich and Nagel, “Amerasia,” 269; Horodowich and Nagel, Amerasia.

	86. Pecchiai, Il Campidoglio, 97–99; Freiberg, “Pope Gregory XIII,” 41–44.

	87. Martin, “‘L’emulazione,’” 106.

	88. Lanciani, “Il codice barberiniano,” 233, 238; Pastor, History, 20:608.

	89. Krüger, “Das ursprüngliche Grabmal,” 46. See also Ostrow, “Navata settentrionale,” 679–81.

	90. BAV, Bonc. D8, 151r; Krüger, “Das ursprüngliche Grabmal,” 49n34.

	91. Fujikawa, “Nihon no seminario,” 95, doc. 3. On these drafts, see Krüger, “Das ursprüngliche Grabmal,” 49n34–35.

	92. Ciappi, Compendio (1596), 119–20; Krüger, “Das ursprüngliche Grabmal,” 49.

	93. BAV, Bonc. D8, 151r; Krüger, “Das ursprüngliche Grabmal,” 49n34.

	94. Ciappi, Compendio (1596), 119.

	95. BAV, Bonc. D8, 148r; Krüger, “Das ursprüngliche Grabmal,” 50n36, 54.

	96. Krüger, “Das ursprüngliche Grabmal,” 54.

	97. Krüger, “Das ursprüngliche Grabmal,” 52–53, 55n48.

	98. D’Alessandro, “Il monumento funebre,” 169.

	99. Gabinetto dei Disegni e delle Stampe, Galleria degli Uffizi, Florence, 3660A. On this drawing, see Schlegel, “Alcuni disegni,” 54.

	100. Ciappi, Compendio (1591), 62; Ciappi, Compendio (1596), 81.

	101. Giovanni Battista Argenti to Giacomo Boncompagni, December 16, 1589, BAV, Bonc. D28, 13r. Giacomo wanted his father’s biography to be written; see Pastor, History, 19:601.

	102. Gualtieri, Relationi, 20–21. On Yoshishige, see Toyama, Ōtomo Sōrin, 44–45, 168.

	103. Elisonas, “Journey,” 33–34.

	104. Bartoli, Dell’historia, 170. On the youths’ backgrounds, see Matsuda, “Tenshō ken’ō shisetsu,” 1470–509; Matsuda, Shitan, 36, 40; Juan de San Gerónimo, Memorias, 396; Kozasa, “Kozasa Danjō,” 45; Valignano, Apología, 57.

	105. ASMo, ANE 129, n.p.; DNS11, 1:266–67, doc. 74.

	106. BAV, Vat. lat. 12288, 408r, 409r–v; DNS11, 1:199, 202, doc. 42.

	107. AAV, A. A., Arm. I-XVIII 1834, n.p.; DNS11, 1:33, doc. 6. On the Itō family, see J. Hidaka, Miyazakiken, 54, 89.

	108. ARSI, Jap. Sin. 10II, 283v; Fróis, Kyūshū sankō (1949), 64.
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	83. Ermakova, “Tenshō ken’ō shisetsu,” 71–90. On Maciejowski in the Collegio Romano, see Śmigiel, Słownik biograficzny, 178.

	84. Compare this with the Japanese text in the embassy’s letter to the city of Imola. George Loyola’s authorship of the latter is documented. See ARSI, Ital. 159, 58v; Yūki, Shinshiryō, 146; Pelliccia, “La prima ambasceria giapponese,” 185–86.

	85. Fróis, La première ambassade, 89.

	86. Fujikawa, “Itaria Vichenza,” 31, doc. 2.

	87. ARSI, Ital. 159, 90v, 93v; Yūki, Shinshiryō, 202–3, 208.

	88. Fróis, La première ambassade, 104.

	89. The Spanish translation is recorded in Juan de San Gerónimo, Memorias, 295–96. On torinoko, see Y. Kume, Washi, 127.

	90. Compare these with the embassy’s letter to the city of Imola, mentioned in note 84 above.

	91. Murakami, “Ōtomo Ōmura Arima,” 503.

	92. Musillo, “Postscript,” 187–88.

	93. See Murakami, “Ōtomo Ōmura Arima,” 498, 500, for the letters in Imola and Modena. The unfortunate fate of the latter is discussed in Iannello, “Una legazione giapponese,” 36; Iannello, “‘L’indiani gionsero,’” 345n27.

	94. ARSI, Ital. 159, 83v, 91v; Yūki, Shinshiryō, 187, 205.
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	101. Bartoli, Dell’historia, 195.

	102. ARSI, Jap. Sin. 45II, 49r. The word “quadri” is substituted for “panni” in an Italian translation of Coelho’s annual letter (ARSI, Jap. Sin. 46, 100r). Another Italian translation retains “panni” (147r).

	103. Lightbown, “Oriental Art,” 244–45; Lach, Asia, vol. 2, bk. 1, 89; Wakakuwa, Shimbo, and Cavaliere, “Azuchi-chō,” 19–23.
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	5. On this screen, see Sakamoto et al., Namban byōbu, 72–73; Curvelo, Nanban Folding Screen Masterpieces, 100–111.

	6. Fróis, Historia, 1:137–38, 160. See also Ebisawa, Nihon kirishitanshi, 179; Matsuda, Namban henro, 166–67; Oka, “Nihonjin no kirisutokyō juyō,” 118.
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	10. Transcribed in Di Russo, “I ritratti,” 363.

	11. Fróis, Historia, 2:312.

	12. Fróis, Historia, 2:312; on Hideyoshi’s kashi, see 5:305.

	13. Kaplan, “Italy,” 162; Mansour, “Picturing Global Conversion,” 543; Fromont, Art of Conversion, 4, 122–23.

	14. Nieuhof, Joan Nieuhofs gedenkwaerdige zee, 56; translated in Fromont, Art of Conversion, 116.

	15. Fromont, Art of Conversion, 166–67.

	16. Whitehead and Boeseman, Portrait, 173; Kolfin, “Dom Miguel,” 38.

	17. Kaplan, “Italy,” 162; Fromont, Art of Conversion, 162.

	18. Cartas, 1:259r, 261v, 397r; Ōta, Shinchōkōki, 318.
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	38. Morga, Sucesos, 163r–v; Chimalpahin Quauhtlehuanitzin, Annals, 275.

	39. See A. Takahashi, “Keichō ken’ō shisetsu no zōtōhin,” 593.

	40. On the discovery of the coffer and its grape designs, see Koyama, “Kachō”; Koyama, Namban shikkikō, 143–86.
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	Ōta, Gyūichi. Shinchōkōki. Edited by Tadachika Kuwata. Tokyo: Jimbutsuōraisha, 1997.

	Ōta, Masao, and Renato Tassinari, trans. “Nihon no shima to pappa guregorio jyūsansei no seiza ni kugyō wo sasage tatematsuru tameni sokoyori watari koreru kōshitachitoni kansuru mijikaki kiroku.” Nippo Kotsū 2 (1943): 133–50.

	Pansa, Munzio. Della Libraria Vaticana ragionamenti di Mutio Pansa divisi in quattro parti. Rome: Giovanni Martinelli, 1590.

	Patrizi Piccolomini, Agostino. L’œuvre de Patrizi Piccolomini ou le cérémonial papal de la première renaissance. Edited by Marc Dykmans. 2 vols. Vatican City: Biblioteca Apostolica Vaticana, 1980–82.

	Polo, Marco. Le livre des merveilles du monde. Edited by Marie-Thérèse Gousset. Paris: Bibliothèque de l’Image, 2002.

	Relation, auß befelch Herrn Francisci Teglij Gubernators, und general Obristens der Philippinischen Inseln. Munich: Adam Berg, 1599.

	Relatione de gli honori & accoglienze fatte dall’illustrissima, e sereniss. Signoria di Venetia alli signori ambasciatori giapponesi. Verona: Discepoli, 1585.

	Relatione della solenne entrata fatta in Roma da Don Filippo Francesco Faxicura con il reverendissimo padre Fra Luigi Sotelo, . . . ambasciadori per Idate Maßamune Re di Voxu nel Giapone alla Santità di Nostro Signore Papa Paolo V. Rome: Giacomo Mascardi, 1615.

	Relatione del viaggio et arrivo in Europa et Roma de’ principi giapponesi venuti a dare obedienza a Sua Santità l’anno MDLXXXV. Reggio: Hercoliano Bartoli, 1585.

	Relatione del viaggio et arrivo in Europa et Roma de’ principi giapponesi venuti a dare obedienza a Sua Santità l’anno MDLXXXV. Venice: Paolo Meietto, 1585.

	Relatione del viaggio et arrivo in Europa, Roma e Bologna de i serenissimi principi giapponesi venuti a dare ubidienza a Sua Santità. Bologna: Alessandro Benacci, [1585].

	Ridolfi, Carlo. Le maraviglie dell’arte, overo le vite de gl’illustri pittori veneti, e dello stato. 2 vols. Venice: Giovanni Battista Sgava, 1648.

	———. Vita di Giacopo Robusti detto il Tintoretto, celebre pittore, cittadino venetiano. Venice: Guglielmo Oddoni, 1642.

	Riforma de’ scalzi di Nostra Signora del Carmine dell’Osservanza primitiva fatta da Santa Teresa di Giesu. Vol. 4. Parma: Alberto Pazzoni and Paolo Monti, 1701.

	Rodrigues, João. This Island of Japan: João Rodrigues’ Account of 16th-Century Japan. Translated by Michael Cooper. Tokyo: Kōdansha International, 1973.

	Sansovino, Francesco. Venetia città nobilissima et singolare descritta in XIIII libri. Venice: Stefano Curti, 1663.

	Sassetti, Filippo. Lettere edite e inedite. Edited by Ettore Marcucci. Florence: Felice Le Monnier, 1855.

	Scacchi, Francesco. De salubri potu dossetatio. Rome: Alessandro Zannetti, 1622.

	Scherer, Georg. Gelinde Antwort auff die zornige Schmachschrifft, so von Würtenbergischen vermeinten Theologen. . . . Ingolstadt: David Sartorium, 1586.

	Sebastiani, Pietro de’. Viaggio curioso de’ palazzi e ville più notabili di Roma. Rome: Moneta, 1683.

	Sestini, Francesco. Il maestro di camera. Rome: Manelfo Manelfi, 1646.

	Sotelo, Luis. Relación verdadera del recibimiento que la Santidad del Papa Paulo Quinto, y los mas cardenales hizieron en Roma al embaxador de los Iapones. . . . Seville: Francisco de Lyra, 1616.

	Tantouche, F. Traicté de tout ce qui s’observe en la cour de Rome. Paris: Jean Ballagny, 1623.

	Thevet, André. La cosmographie universelle. Paris: Guillaume Chaudiere, 1575.

	Titi, Filippo. Studio di pittura, scoltura, et architettura, nelle chiese di Roma. 2 vols. Florence: Centro Di, 1987.

	Totti, Pompilio. Ritratto di Roma moderna. Rome: Mascardi, 1638.

	Trigault, Nicholas. De Christiana expeditione apud Sinas suscepta ab Societate Jesu. Augsburg: Christoph Mang, 1615.

	Tucci, Stefano. Oratio in exequiis Gregorii XIII. Pont. Max. Rome: Paolo Meietti, 1585.

	Valignano, Alessandro. Apología de la compañía de Jesús de Japón y China (1598). Edited by José Luis Alvarez-Taladriz. Osaka: n.p., 1998.

	———. Il cerimoniale per i missionari del Giappone. Edited by Josef Franz Schütte. Rome: Edizioni di Storia e Letteratura, 1946.

	———. Dialogo sulla missione degli ambasciatori giapponesi alla curia romana e sulle cose osservate in Europa e durante tutto il viaggio: Basato sul diario degli ambasciatori e tradotto in latino da Duarte de Sande, sacerdote della Compagnia di Gesù. Edited by Marisa Di Russo. Translated by Pia Assunta Airoldi. Florence: Leo S. Olschki, 2016.
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	Barock im Vatikan: Kunst und Kultur im Rom der Päpste II, 1572–1676. Leipzig: E. A. Seemann, 2005.

	Baskins, Cristelle. “Framing Khoja Sefer in the Sala Regia of the Quirinal Palace in Rome (1610–1617).” Journal of the Society for Armenian Studies 24 (2015): 3–28.

	———. “Locating the Chaldean Embassy to Pope Paul V in the Sala Regia of the Palazzo Quirinale in Rome.” Memoirs of the American Academy in Rome 59/60 (2014/2015): 310–35.

	Batts, Joshua. “Circling the Waters: The Keichō Embassy and Japanese-Spanish Relations in the Early Seventeenth Century.” PhD diss., Columbia University, 2017.

	Beccari, Camillo. Rerum aethiopicarum scriptores occidentales inediti a saeculo XVI ad XIX. 15 vols. Rome: C. de Luigi, 1903–1917.

	Beccaria, Carlotta. “Relazione di restauro.” Unpublished report, November 2009. PDF file.

	Beckingham, Charles F., and George W. B. Huntingford. Some Records of Ethiopia 1593–1646. London: Hakluyt Society, 1954.

	Beckmann, Johann. “Der Erste Japandruck in der Schweiz (1585).” In Handbuch Schweiz–Japan: Diplomatie und Politik, Wirtschaft und Geschichte, Wissenschaft und Kultur, edited by Patrick Ziltener, 1:45–51. Zurich: Chronos, 2010.

	Benedetti, Giovanni. Notizie e documenti intorno la vita di Francesco Settimanni. Florence: Tip. Cooperativa, 1875.

	Bensi, Paolo. “La tintura delle stoffe in nero nei centri di produzione italiani nel XVI secolo.” In Giovanni Battista Moroni: Il cavaliere in nero, 57–59. Milan: Skira, 2005.

	Bentini, Jadranka, and Patrizia Curti, eds. Ducal Galleria Estense: Dissegni, medaglie e altro. Modena: Franco Cosimo Panini, 1990.

	Berchet, Guglielmo. Le antiche ambasciate giapponesi in Italia. Venice: Tip. del Commercio di Marco Visentini, 1877.

	Biscardi, Gianluca. “Guido Gualtieri.” In Per desiderio di scorrere il mondo: Libri di viaggio della Biblioteca Angelica, 1330–1835, edited by Paola Paesano, 62–63. Rome: Istituto Poligrafico e Zecca dello Stato, 2006.

	Bitossi, Carlo. “L’ambasceria giapponese nelle fonti archivistiche e diaristiche genovesi.” In Ciapparoni La Rocca, Il grande viaggio, 241–48.

	Blow, David. Shah Abbas. London: I. B. Tauris, 2009.

	Boiteux, Martine. “Parcours rituels romains à l’époque moderne.” In Cérémonial et rituel à Rome (XVIe–XIXe siècles), edited by Maria Antonietta Visceglia and Catherine Brice, 27–87. Rome: École Française de Rome, 1997.

	Boncompagni Ludovisi, Francesco. Le prime due ambasciate dei giapponesi a Roma (1585–1615). Rome: Forzani, 1904.

	Boscaro, Adriana. “Le conoscenze geografiche dell’Europa sul Giappone alla fine del XVI secolo.” In Anno 1585, 101–10.

	———. “Manoscritto inedito nella Biblioteca Marciana di Venezia relativo all’ambasciata giapponese del 1585.” Il Giappone 7 (1967): 9–39.

	———. Sixteenth Century European Printed Works on the First Japanese Mission to Europe: A Descriptive Bibliography. Leiden: Brill, 1973.

	Boxer, Charles Ralph. “A Late Sixteenth-Century Manila MS.” Journal of the Royal Asiatic Society 1/2 (1950): 37–49.

	Boyajian, James C. Portuguese Trade in Asia Under the Habsburgs, 1580–1640. Baltimore, MD: Johns Hopkins University Press, 1993.

	Brásio, António, ed. Monumenta missionaria africana. 15 vols. Lisbon: Agência Geral do Ultramar, 1952–88.

	Brennan, Corey. “New from 1855–1858: Masterwork of Pietro Gagliardi for Antonio Boncompagni Ludovisi (Prince of Piombino 1841–1883) Rediscovered.” Archivio Digitale Boncompagni Ludovisi, June 13, 2016. https://villaludovisi.org/2016/06/13/new-from-1855-1858-masterwork-of-pietro-gagliardi-for-antonio-boncompagni-ludovisi-prince-of-piombino-1841-1883-rediscovered/.

	Brevaglieri, Sabina. “Japan in Rom: Wissensräume der Keichō-Gesandtschaft zwischen Diplomatie und Mission (1615–1617).” In Diplomatische Wissenskulturen der Frühen Neuzeit: Erfahrungsräume und Orte der Wissensproduktion, edited by Guido Braun, 235–63. Berlin: De Gruyter, 2018.
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	Lowe, Kate. “Africa in the News in Renaissance Italy: News Extracts from Portugal About Western Africa Circulating in Northern and Central Italy in the 1480s and 1490s.” Italian Studies 65, no. 3 (2010): 310–28.

	———. “ ‘Representing’ Africa: Ambassadors and Princes from Christian Africa to Renaissance Italy and Portugal, 1402–1608.” Transactions of the Royal Historical Society 17 (2007): 101–28.

	———. “The Stereotyping of Black Africans in Renaissance Europe.” In Black Africans in Renaissance Europe, edited by Thomas Foster Earle and Kate J. P. Lowe, 17–47. Cambridge: Cambridge University Press, 2005.

	Lucas, Thomas M., ed. Saint, Site, and Sacred Strategy: Ignatius, Rome and Jesuit Urbanism. Vatican City: BAV, 1990.

	Lucchese, Kathryn M. A Japanese Mission to Seventeenth-Century Rome: Date Masamune’s Cosmopolitan Dream. Lexington, MA: Lexington Books, 2024.

	Maffei, Sonia. “Cartari e gli dèi del Nuovo Mondo: Il trattatello sulle Imagini de gli dei indiani di Lorenzo Pignoria.” In Vincenzo Cartari e le direzioni del mito nel Cinquecento, edited by Sonia Maffei, 61–119. Rome: Ginevra Bentivoglio, 2013.

	Maier, Jessica. “Cartography and Breaking News: Mapping the Great Siege of Malta.” Renaissance Quarterly 75, no. 2 (2022): 459–507.

	Mann, Judith W. “The Annunciation Chapel in the Quirinal Palace, Rome: Paul V, Guido Reni, and the Virgin Mary.” Art Bulletin 75, no. 1 (1993): 113–34.

	Mansour, Opher. “Picturing Global Conversion: Art and Diplomacy at the Court of Paul V (1605–1621).” Journal of Early Modern History 17, nos. 5–6 (2013): 525–59.

	Mantese, Giovanni. Memorie storiche della chiesa vicentina. 6 vols. Vicenza: Scuola Tipografica Istituto San Gaetano, 1952–82.

	Martin, Frank. “ ‘L’emulazione della romana anticha grandezza’: Camillo Rusconis Grabmal für Gregor XIII.” Zeitschrift für Kunstgeschichte 61, no. 1 (1998): 77–112.

	Martinelli, Sergio. “Nota sul ritratto di Ito Mancio di Domenico Tintoretto.” Aldébaran: Storia dell’arte 4 (2017): 59–68.

	Martínez Ferrer, Luis, and Marco Nocca. Coisas do outro mondo. Vatican City: Urbaniana University Press, 2003.

	Maruyama, Nobuhiko. Edo no kimono to iseikatsu. Tokyo: Shōgakkan, 2007.

	Mason, Stefania. “Domenico Tintoretto e l’eredità della bottega.” In Falomir, Jacopo Tintoretto: Actas, 84–90.

	Massarella, Derek. “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, 3rd ser., 15, no. 3 (2005): 329–50.

	Masse, Vincent. “ ‘La venue des Princes Japponnois en Europe’: Publications éphémères et séquelles imprimées immédiates (1585–1586) de l’ambassade Tenshō.” Cahiers d’études des cultures ibériques et latinoaméricaines 8 (2022): n.p.

	Masuda, Yoshiko. Nihon ifukushi. Tokyo: Yoshikawa Kōbunkan, 2010.

	Matoba, Setsuko. Jipangu to nihon: Nichiō no sōgū. Tokyo: Yoshikawa Kōbunsha, 2007.

	Matsuda, Kiichi. Date Masamune no ken’ō shisetsu. Tokyo: Shin Jimbutsu Ōraisha, 1987.

	———. Keichō shisetsu: Nihonjin hatsu no taiheiyō ōdan. Tokyo: Shin Jimbutsu Ōraisha, 1969.

	———. Namban henro. Tokyo: Yomiuri Shinbunsha, 1975.
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	Ōtsu, Yūji. “Ōtomo Sōrin, Yoshimune.” In Gonoi, Kirishitan daimyō, 179–92.

	Pacheco, Diego. “Los cuatro legados japoneses de los daimyos de Kyushu después de regresar a Japón.” Boletín de la Asociación Española de Orientalistas 9 (1973): 19–58.

	———. “Diogo de Mesquita, S.J. and the Jesuit Mission Press.” Monumenta Nipponica 26, nos. 3/4 (1971): 431–43.

	Packer, Lelia. “Monochrome Painting and Sculpture.” In Monochrome: Painting in Black and White, edited by Lelia Packer and Jennifer Sliwka. London: National Gallery, 2017.

	Palazzo, Chiara. “The Venetian News Network in the Early Sixteenth Century: The Battle of Chaldiran.” In Raymond and Moxham, News Networks, 849–69.

	Palladini, Alberto. “Giugno 1585: Quattro principi giapponesi in visita a Ferrara al duca Alfonso II d’Este.” Filodiritto. Last modified February 16, 2021. https://filodiritto.com/giugno-1585-quattro-principi-giapponesi-visita-ferrara-al-duca-alfonso-ii-deste.

	Palmieri-Marinoni, Alessio Francesco. “Giovan Battista Moroni Pace Rivola Spini; 1. La moda tra la Spagna e Milano.” Fondazione Arte della Seta Lisio Firenze, September 30, 2021. https://www.datocms-assets.com/2305/1633014661-contributoscientificomoroni2pacerivolaflisio.pdf.

	Palomo, Federico. “Procurators, Religious Orders and Cultural Circulation in the Early Modern Portuguese Empire: Printed Works, Images (and Relics) from Japan in António Cardim’s Journey to Rome (1644–1646).” E-Journal of Portuguese History 14, no. 2 (2016): 1–32.

	Parker, Katherine. A Mind at Work: Urbano Monte’s Sixty-Sheet Manuscript World Map. Stanford: Stanford Libraries, David Rumsey Map Center, 2017.

	Parshall, Peter. “Imago Contrafacta: Images and Facts in the Northern Renaissance.” Art History 16, no. 4 (1993): 554–79.

	Partridge, Loren. Art of Renaissance Venice, 1400–1600. Berkeley: University of California Press, 2015.

	Pastor, Ludwig von. The History of the Popes. Vols. 19–21, 25. London: Kegan Paul, Trench, Trubner, 1930–52.

	Pecchiai, Pio. Il Campidoglio nel Cinquecento. Rome: Nicola Ruffolo, 1950.

	———. “La nascita di Giacomo Boncompagni.” Archivi: Archivi d’Italia e rassegna internazionale degli archivi 2, no. 21 (1954): 9–47.

	Pelliccia, Carlo. “ ‘De Legatione Iaponica a Civita Castellana (3–4 giugno 1585): Lettere di viaggio nell’Archivum Romanum Societatis Iesu.” In Viaggi e viaggiatori nella Tuscia viterbese: Itinerari di idee, uomini e paesaggi tra età moderna e contemporanea, edited by Alessandro Boccolini, 41–55. Viterbo: Sette Città, 2015.

	———. “Japan Meets the West: New Documents About the First Japanese Embassy to Italy (1585).” Annals of “Dimitrie Cantemir” Christian University: Linguistics, Literature and Methodology of Teaching 19, no. 1 (2018): 88–104.

	———. “La prima ambasceria giapponese in Italia nel 1585: Relazioni e lettere di viaggio nell’Archivum Romanum Societatis Iesu.” PhD diss., Università degli Studi della Tuscia di Viterbo, 2016.

	Pellizzari, Giovanni. “Continuità e trasformazioni di un sistema scolastico cittadino.” In Barbieri and Preto, Storia di Vicenza, 2:69–87.

	Pérez, Lorenzo. Apostolado y martirio del Beato Luis Sotelo en el Japón. Madrid: Imprenta Hispanica, 1924.

	Petta, Massimo. “Networks of Printers and the Dissemination of News: The Case of Milan in the Sixteenth and Seventeenth Centuries.” In Specialist Markets in the Early Modern Book World, edited by Richard Kirwan and Sophie Mullins, 64–84. Leiden: Brill, 2014.

	———. “War News in Early Modern Milan: The Birth and the Shaping of Printed News Pamphlets.” In Raymond and Moxham, News Networks, 280–304.

	Pettegree, Andrew. The Invention of News: How the World Came to Know About Itself. New Haven, CT: Yale University Press, 2014.

	Phipps, Elena. “Cochineal Red: The Art History of a Color.” Metropolitan Museum of Art Bulletin 67, no. 3 (2010): 4-48.

	Piccolo Paci, Sara. Parliamo di moda: Manuale di storia del costume e della moda. 3 vols. Bologna: Cappelli, 2004.

	Piemontese, Angelo Michele. “I due ambasciatori di Persia ricevuti da Papa Paolo V al Quirinale.” Miscellanea Bibliothecae Apostolicae Vaticanae 12 (2005): 357–425.

	Pierguidi, Stefano. “ ‘In materia totale di pitture si rivolsero al singolar Museo Borghesiano’: La quadreria Borghese tra il palazzo di Ripetta e la villa Pinciana.” Journal of the History of Collections 26, no. 2 (2014): 161–70.

	Pineider, Stefania. In così immensa pellegrinatione: La scrittura del viaggio nei Ragionamenti di Francesco Carletti. Manziana: Vecchiarelli, 2004.

	Pinto, João do Amaral Abranches, and Henri Bernard. “Les instructions du Père Valignano pour l’ambassade japonaise en Europe (Goa, 12 décembre 1583).” Monumenta Nipponica 6, nos. 1/2 (1943): 391–403.

	Pirri, Pietro. Giuseppe Valeriano S.I.: Architetto e pittore 1542–1596. Rome: Institutum Historicum S.I., 1970.

	Pizzorusso, Giovanni. “Cardinals and the Congregation of the Propaganda Fide.” In Hollingsworth, Pattenden, and Witte, Companion, 419–32.

	———. Governare le missioni, conoscere il mondo nel XVII secolo: La Congregazione pontificia de Propaganda Fide. Viterbo: Edizioni Sette Città, 2014.
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	———. Keichō ken’ō shisetsu: Date Masamune ga yumemita kokusai gaikō. Tokyo: Yoshikawa Kōbunkan, 2021.

	Satō, Ken’ichi. “Taishi, Hasekura Tsunenaga ni tsuite.” In Sendaishishi, 553–62.

	Satow, Ernest M. The Voyage of Captain John Saris to Japan, 1613. London: Hakluyt Society, 1900.

	Schilder, Günter. Monumenta Cartographica Neerlandica. Vol. 7. Alphen aan den Rijn, Holland: Uitgevermaatschappij Canaletto, 2003.

	Schlegel, Ursula. “Alcuni disegni di Camillo Rusconi, Carlo Maratta e Angelo de’ Rossi.” Antichità viva 8, no. 4 (1969): 28–41.

	Schleier, Erich. “Les projets de Lanfranc pour le décor de la Sala Regia au Quirinal et pour la Loge de Bénédictions a Saint-Pierre.” Revue de l’Art 7 (1970): 40–67.

	Schmidt, Benjamin. Inventing Exoticism: Geography, Globalism, and Europe’s Early Modern World. Philadelphia: University of Pennsylvania Press, 2015.

	———. “The Limits of Language and the Challenges of Exotica: Pictures, Words, and Global Knowledge in Early Modern Europe.” In Translating Knowledge in the Early Modern Low Countries, edited by Harold John Cook and Sven Dupré, 79–105. Zurich: LIT, 2012.

	Schrade, Leo. La représentation d’Edipo tiranno au Teatro Olimpico (Vicence 1585). Paris: Centre National de la Recherche Scientifique, 1960.

	Schütte, Josef Franz. Monumenta historica Japoniae I: Textus catalogorum Japoniae aliaeque de personis domibusque S.J. in Japonia informationes et relationes, 1549–1654. Rome: Apud Monumenta Historica Soc. Jesu, 1975.

	———. Valignano’s Mission Principles for Japan. Translated by John J. Coyne. 2 vols. St. Louis: The Institute of Jesuit Sources, 1980–85.

	Schweizer, Anton. Ōsaki Hachiman: Architecture, Materiality, and Samurai Power in Seventeenth-Century Japan. Berlin: Reimer, 2016.

	Screech, Timon. “The English and the Control of Christianity in the Early Edo Period.” Japan Review 24 (2012): 3–40.

	Sendaishishi. Tokubetsuhen 8. Sendai: Sendaishi Hensan Iinkai, 2010.

	Sérouet, Pierre. Jean de Brétigny. Louvain: Bureaux de la R. H. E., 1974.

	Setton, Kenneth M. The Papacy and the Levant. 4 vols. Philadelphia: American Philosophical Society, 1976–84.

	Sgrilli, Gemma. Francesco Carletti, mercante e viaggiatore fiorentino 1573(?)–1636. Rocca San Casciano: Cappelli, 1909.
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