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Preface 

“Oh, that isn’t a normal shrine... That’s an evil shrine.” 

 

 My good friend, Tian, whispered these words as we walked past the main torii of the 

Shiga Prefecture War Shrine on our first day in Japan. We were both participating in the 2016 

Critical Language Scholarship Program, and had decided to squeeze in a bit of sightseeing before 

the intensive language classes began. This shrine was noticeably different from the ones we had 

seen earlier on our walk, with the pathway appearing to lead to a statue of a soldier rather than 

the worship hall. I questioned Tian further as we walked along the moat of Hikone Castle and 

peered into the shrine property. She explained that this shrine was a regional extension of the 

Yasukuni Shrine in Tokyo¾a shrine cloaked in controversy due to its enshrinement of Japanese 

war criminals. I knew very little about Shinto at the time, and was surprised to learn of such an 

explicit connection between Japanese religion and wartime nationalism. As we passed by the 

secondary torii gate, I saw dozens of what appeared to be sculptures clustered along the diagonal 

pathway beneath a Japanese flag, but could barely make out the red wood of the main shrine 

building. I returned to the site a few days later on my own to take a closer look at the space, but 

even after roughly translating the plaques on the monuments and chatting with the staff about 

upcoming local festivals, I could not discern whether I was supposed to treat the site like a 

standard Shinto shrine, a war memorial, or something in between. 

 I spent the next two months engrossed in the language studies of the CLS Program, but 

the art historian in me remained drawn to the distinctiveness of the shrine’s space and its 

militaristic qualities. I was continuously reminded of Tian’s words as I biked past the shrine 

property on my way to school, and itched to understand why the place occupied such a unique 
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place at the intersection of Japanese religion and wartime regime in the city in which I had been 

living. Each person I broached the subject with had a completely different opinion on war 

shrines: a professor adamantly maintained that they should be treated with respect, my 

conversation partner told me she felt uncomfortable with them, and my host mother seemed 

indifferent on the subject. These interactions piqued my interest even further, and I became 

particularly curious about how this local shrine differed in structure and significance from the 

overarching “evil” Yasukuni Shrine that people seemed to know more about.  

Because of my interest in the space, I ended up formally documenting the Shiga 

Prefecture War Shrine by taking hundreds of photos and videos, traveling to Yasukuni for 

comparison purposes, and analyzing the architecture and layout of the shrine in Japanese for my 

capstone presentation in the CLS Program. While preparing for this final presentation, I noticed a 

significant lack of English literature on the subject of regional war shrines. The vast majority of 

historical analyses focused on Yasukuni Shrine alone, and the realm of English art historical 

inquiry was even more sparse. I found segmented physical analyses of Yasukuni in works by 

scholars such as Akiko Takenaka and John Nelson, but none delivered the level of detail that an 

art historical perspective would have provided. Concerning the Shiga Prefecture War Shrine, or 

any other regional war shrine for that matter, I found no English art historical analysis. 

There is great value in examining a site’s minute details and artistic forms; such 

iconographical analysis often leads to the discovery of hidden meanings and references to other 

sites. While the aforementioned scholars have attempted to draw such conclusions from their 

examinations of Yasukuni’s space, they have based their assertions off a broader historical 

perspective rather starting from the physicality of the site and working outwards to derive 

significance. None have performed the necessary observational groundwork required to elucidate 
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subtler social, cultural, historical, and aesthetic-based meaning from the site. However, rather 

than adding to the comparatively abundant dialogue on Yasukuni Shrine by breaking down its 

space from an art historical perspective, I have elected to expand the scant English literature on 

regional war shrines. Specifically, I have built upon the research I conducted for my final project 

in the CLS Program by conducting an art historical analysis of the shrine that persistently 

occupied my thoughts during my time in Japan: the Shiga Prefecture War Shrine. 
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Introduction 

Religious scholars generally agree that the word ‘Shinto’ refers to a fluid body of 

Japanese spiritual phenomena, ritual patterns, and physical symbols with origins in the eighth 

century and prior. In his book A Year in the Life of a Shinto Shrine, John Nelson delineates four 

different types of Shinto practice; folk Shinto, state Shinto, Imperial household Shinto, and 

shrine Shinto. According to Shinto: A Short History, sect Shinto and Shinto-derived New 

Religions should be added to that list, in addition to more specific categories within each 

practice. While there are many ways of deconstructing the multifarious concept of Shinto, they 

all maintain that a shrine is a concrete site of Shinto deity worship where offerings and prayers 

can be made. Most shrines function as residences for Shinto deities and a safe house for sacred 

objects, with a designated area for ritual and worship use. 

In the midst of the 1860s breakdown of the Tokugawa regime, political philosopher 

Aizawa Seishisai first suggested the concept of deification of local warriors in Shinto shrines. 

According to Aizawa, this would boost morale in the fight for imperial restoration.
1
 This idea 

quickly evolved from simple memorialization of warriors at local shrines
2
 to the construction of 

new shrines purely intended for ritual memorialization.
3
 These shrines were known as 

shoukonsha, but due to the Meiji government’s restructuring of Shinto to reflect the divinity of 

the Emperor, these sites initially had no official ties to Shinto. It was not until 1879 that Grand 

Minister Sanjou Sanetomi rebranded a Tokyo shoukonsha with nearly 7,000 war dead as 

Yasukuni Shrine, thereby formally incorporating war memorialization into the new government-

controlled Shinto.
4
 This dogma, known as State Shinto, was intended to shift the population’s 

allegiance away from local communities and clan gods and mobilize them for modernization, 

nation-building, and military expansion.
5
 As a result, Yasukuni was expanded over the following 
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century to incorporate traditional Shinto architectural patterns such as a hip-and-gable irimoya-

zukuri worship hall, non-gabled hirairi entrances, and ribbed copper roofing. Thus, a grandiose 

structure was established for what would come to be a staggering total of 2,466,532 enshrined 

warriors that died in service to the Emperor.
 6

  

In 1939, the Home Ministry similarly renamed the other one hundred smaller 

shoukonsha, declaring them either designated prefectural war shrines or non-designated village 

war shrines. One of these shoukonsha would be rebranded as the Shiga Prefecture War Shrine. 

Originally built in 1875 as a memorial space for twenty-six Hikone samurai who died in the 

Boshin War, the Shiga Prefecture War Shrine existed as a non-Shinto space for almost seventy 

years¾a much longer non-Shinto period than Yasukuni’s. Although the memorialized spirits at 

this shrine were increased in number and converted to official Shinto deities in 1939, the space 

itself was largely unaltered until its standard renovation in the 1960s.
7
 Today, the unadorned 

main body of the Shiga Prefecture War Shrine looks very similar to its original simplistic, linear 

shoukonsha building. There are pockets of undeniably Shinto areas on the shrine property, such 

as the purification fountain and the interior of the worship hall, but for the most part it does not 

resemble a typical Shinto shrine. This directly opposes Yasukuni’s immediate transformation 

into a traditionally Shinto space through the expansion of its grounds, reorganization of its 

layout, and construction of a massive worship hall to reflect its new status as an official military 

memorial for the nation.
8
 

In addition to the differing effects of government intervention on the physical aspects of 

each shrine, the evolution of the Shiga Prefecture War Shrine’s atmosphere also contrasts with 

that of Yasukuni. Even after the original memorial space was technically rebranded as a spot of 

politicized religion, the Shiga Prefecture War Shrine continued to maintain an environment of 
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respectful remembrance of fallen soldiers in the same vein as the war memorial it was 

previously. Shinto spirituality was imposed on aspects of the shrine’s functioning, as evidenced 

by the addition of a Shinto altar and enshrinement space, but this appears to be less like a 

restructuring of meaning and more like an added shroud. The Shinto spirituality of the Shiga 

Prefecture War Shrine increased somewhat in 1977 when the first of many annual festivals was 

held at the shrine. However, since many of these festivals are military or government related, 

such as the Minesweeper Boat Memorial Festival in May and the July festival for the original 

twenty-six souls of the shoukonsha, the Shinto aspects of the festivals are overshadowed by the 

memorialization aspects. Additionally, these festivals were, and are currently, attended almost 

exclusively by family members of the enshrined war dead, in numbers that rarely exceed one 

hundred. It was also during that time period, in the last quarter of the twentieth century, that a 

large number of war monuments were added to the Shiga Prefecture War Shrine property. This 

refocusing on the enshrined war dead through the addition of commemorative monuments 

reflects subtle changes in postwar memory and, similar to the addition of militaristic festivals, 

pulls focus away from the Shinto aspects of the space in favor of war memory.  

Efforts made to create a respectful war memorial space at Yasukuni Shrine, on the other 

hand, were not as successful. While the original Tokyo Shoukonsha was a relatively calm 

environment for memorialization of its enshrined war dead with the occasional mediocre circus 

performance on festival days,
9
 the rapid restructuring and embellishing that occurred after 

incorporation into State Shinto soon transitioned the space into a well-known hub of secular 

public entertainment. At the turn of the twentieth century, only about ten percent of invited 

bereaved families were attending annual memorial festivals. Instead, the grounds were packed 

with Tokyo entertainment seekers intent on observing the honorary fireworks, horse races, sumo 
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matches, and military bands. A similar phenomenon exists today, with thousands more Tokyo 

locals than bereaved individuals filling the space at events like the yearly Festival of Souls 

otherwise known as the Mitama Matsuri. Instead of the reserved remembrance that occurs at the 

Shiga Prefecture War Shrine, people at Yasukuni festivals clamber over one another to snap 

pictures of the beautiful flower arrangements, catch a glimpse of the flamboyant dancers, and 

secure the best view of the bright lights. Additionally, since the enshrinement of fourteen Class 

A war criminals in 1978, Yasukuni has also become tinged with ideologically charged meaning. 

Such implications have trickled down to regional war shrines to an extent, but the vast majority 

of English discourse on the subject is limited to Yasukuni. 

Despite its official designation under the Yasukuni Shrine, Shiga Prefecture War Shrine 

appears to fulfill a fundamentally different role in its local environment when compared to the 

larger, overarching Yasukuni Shrine. In conducting an art historical analysis of the Shiga 

Prefecture War Shrine, I will examine aspects of its architecture, landscaping, monuments, and 

layout that illuminate even subtler facets of the shrine’s local history, meaning, and context in 

relation to the Yasukuni Shrine. I conducted on-site analysis of the Shiga Prefecture War Shrine 

from June 2016 to July 2016. This analysis included taking photographs and video footage of the 

shrine, conducting interviews with University of Shiga Prefecture faculty, and having 

conversations with shrine staff. I completed supplemental research by traveling to the Yasukuni 

Shrine in Tokyo during the Mitama Matsuri. In America, my research consisted of translating 

Japanese texts and analyzing footage of the shrine.  
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Analysis of the Physical Space of the Shiga Prefecture War Shrine 

The main entrance to the Shiga Prefecture War Shrine is marked by a wooden torii gate 

that towers above visitors at the level of the surrounding cypress and pine trees (Image 2). As 

one approaches the torii, the concrete sidewalks of downtown Hikone shift into the neatly 

ordered stone bricks of a raised bridge, which is lined with stone railings and topped by pale 

green bell-like statues (Image 1). Upon crossing this bridge, the pathway narrows and the clean-

cut bricks are replaced with large, weathered stone tiles. Three young trees sprout on both sides 

of this walkway and a pair of stone sponsorship lanterns, the first of many in the oribe style, 

flank the two steps that lead up to the torii. As is the case for the rest of the pathway, the 

rightmost lantern’s inner face displays a crescent moon while the leftmost lantern’s displays a 

full moon. As one stands on these steps, the eye is drawn to the Japanese flag that billows above 

the statue garden about fifty meters down the path. Looking upwards, it becomes clear that the 

torii is not painted, which has caused the wood to naturally grey over the years. The torii’s upper 

horizontal kasagi lintel is covered with a simple sheet of green metal for decoration and added 

protection from the elements. Two hooks protrude from the lower horizontal nuki beam that 

allow for additional decoration, such as the hanging of a sign for the Festival of Souls each 

August. There is no central pillar between the perfectly horizontal upper and lower beams, which 

is most similar in structure to the great steel torii of the Yasukuni Shrine. As one steps forward 

beneath this torii, one exits the busy streets of downtown Hikone and enters a more sacred 

space¾the space of 34,750 enshrined souls. 

The initial asymmetry of the shrine’s layout is particularly striking during the afternoon 

hours when the open swath of space on the right side of the path is bathed in sunlight and the less 

eye-catching left side is cast in dark shadow by the tree line. The right’s flat, gravel-covered
10
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ground appears bright from the sun and is punctuated only by the statues that line the edge of the 

shrine property. One is invited to inspect such statues from afar while continuing to move 

forward along the stone pathway. However, one must make sure to avoid walking in the center of 

the path, a space reserved for the gods, and also to remain within the path’s border of alternating 

small trees and stone lanterns. 

The first statue, located almost immediately after the torii on the right side of the path, 

was erected in 2000 in memory of the hundreds of Japanese soldiers who died as detainees in 

Siberia in the decades following the Potsdam Declaration in 1945 (Image 4).
11

 The statue, a large 

pentagonal slab of black granite, references this incident in stylized white calligraphy and rests 

on a three-tiered light grey granite platform. The piece is bookended by two smaller pieces of 

black granite that present more specific details regarding the lasting effects of the incident upon 

the Siberian detainees and their families. One must look slightly backwards to read the 

inscriptions on this monument¾this positioning may be intended to subtly reflect the difficult 

task of looking backwards through fifty years of obstructed history
12

 to remember the many 

Japanese soldiers held in Siberia for decades after World War II ended. 

The remainder of the statues are clustered approximately ten meters past the Siberia 

monument as one meanders along the main path. This gap in the flat space of the graveled 

sculpture area allows the viewer to absorb the asymmetric balance of the shrine property and 

appreciate the matched pairs of sponsorship lanterns and saplings before reaching the sole turn in 

the stone pathway (Image 15). Such a leftward turn is relatively unusual for a Shinto shrine; 

typically, the pathway that leads from the torii gate to the main body of the shrine is a simple 

straight line.
13

 However, this leftward shift provides the viewer with a liminal space to make the 

mental transition from an area of sculptural appreciation and reflection to the more traditionally 
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Shinto area of the shrine. The initial point of divergence, just before the path shifts leftward, is 

the best angle from which to appreciate the main grouping of statues beneath the shade of the 

billowing Japanese flag. 

The first of these sculptures is located to the right of the viewer along the side perimeter 

of the shrine property, and is known as Warrior Dog, Dove, and Horse (Image 5). Installed in 

1986, the piece rests on a light grey base and consists of bronze life-size animal figures that have 

slightly greened with age, with the central figure being a large horse in full stride. One of the 

horse’s front hooves is raised off the ground and its mane and tail billow behind for an exciting, 

dynamic effect. A golden medal glints metallically from its position on the horse’s middle. To 

the side of the horse, closer to the viewer, stands a shepherd dog in an alert stance. Its perked 

ears reference the same powerful stance as the larger horse figure, but its wagging tongue 

connotes more deferential overtones. Finally, there are two pigeons just below the horse’s raised 

hoof, one pecking at the ground and the other staring towards the main body of the shrine. These 

animals were used in Japanese wartime efforts for a variety of purposes, including messaging, 

tracking, and companionship. Contrary to popular perception of war shrines, this statue does not 

reflect the enshrinement of such animals,
14

 but is rather intended as a respectful commemoration 

of their service and loyalty. Every June, this shrine holds a memorial service specific to these 

animals, in conjunction with the annual Peace Memorial Festival. 

The next statue also lies along the right perimeter and looks very similar to the Siberian 

monument. However, this monument was erected eighteen years prior to the Siberian piece. 

Known as the “Pray for Peace” monument, this marker was sponsored by the Hikone Wounded 

Soldier Association for the previously-mentioned Peace Memorial Festival (Image 6). The two 

rectangular blocks of black granite are placed upon light grey granite secondary blocks, with the 
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larger black block that denotes the title of the piece being slightly more elevated. The smaller 

block is inscribed with a quote that describes how the people of Japan will take care of each 

other and weep for those who have been lost. The text is white, but considerably more 

calligraphically stylized than the Siberian memorial. The whole piece rests on a stone base that is 

patterned similarly to the shrine’s pathway.  

The rest of the statues in this “corner cluster” face the viewer head-on as one stands in the 

crook of the pathway’s leftward turn, forming a line with the landscaping that obscures the 

purification fountain. This line of statues intersects with the line formed by the previous two 

pieces, which require the viewer to look rightward in order to observe them. Three of these 

forward-facing statues can be grouped together due to their proximity and similarity to each 

other, and they are also the most rightward in this line of monuments. They are all large, 

inscribed rocks with organic shapes derived from their natural forms. The largest of these rocks 

is closest to the right corner, and was established in 1972 in memory of the Japanese “pioneers” 

that settled and later died in Manchuria following the Mukden Incident (Image 7).
15

 This rock 

comes to a jagged point, has turned slightly greenish at its base with age, and rests on two larger 

horizontal rocks of a similar shape. The three characters are etched deeply into the main stone, 

and reference the Chinese name for the Manchurian land that was occupied. Below these three 

large stones are two rectangular blocks of black granite, one covered in a metal plate, that 

describe the estimated number of casualties and lost Japanese citizens. On the first Sunday of 

August each year, the shrine hosts a memorial service in reference to this incident.  

Immediately behind this monument is the second of the trio of rock monuments, which 

was erected in 1969 also in reference to the Manchuria incident (Image 8). This rock is similarly 

sized, but much skinnier and less greenish than its more recent complement. Its top is engraved 
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with the yellow seal of Manchukuo. Its base consists of a large, natural rock that rests on its side 

upon a larger base of assembled stones. Next to the main statue, a piece of black granite details a 

specific memoir from a Japanese pioneer in Manchuria.  

The final monument in this trio differs considerably in subject matter from all previously-

discussed memorials. It is the roundest and darkest rock of the clustered three, and rests upon a 

striped piece of cylindrical granite (Image 9). Rather than being engraved, the text is painted 

onto the stone in traditional black calligraphy intersected by the organic, crisscrossing white 

veins of the stone. Four light grey granite pillars surround this monument and luscious ivy spills 

over the edges of these pillars to form a natural roof. In the springtime, light purple wisteria 

blooms elegantly drape through this canopy. This monument was erected in 1992 to give thanks 

to nature for its beauty and richness. Each April, the shrine hosts a festival to celebrate the 

seasonal flowers and greenery of springtime. 

The next statue, a piece of grey, weathered stone erected in 1977 in honor of local 

historian, poet, and Noh performer Tsunzo Miyata, rests beneath the shade of ivy that protrudes 

from the canopy above the previous monument (Image 10). With its clean-cut rounded top and 

smooth sides, the piece resembles a Western headstone.
16

 Rain water has weathered organic 

stripes down the face of the stone where one of Miyata’s haiku poems
17

 is carved into its front 

side. The haiku references a castle window and thereby draws a loose connection to the adjacent 

Hikone Castle, which is one of the official national treasures of Japan and a testament to the rich 

political history of the Shiga region. This is the last of the non-representational statues within this 

cluster of monuments, and also the last with non-war subject matter. 

Directly in front of the viewer, as one continues to stand in the same spot at the leftward 

turn of the shrine pathway, rests the most dramatic sculpture of the entire shrine¾the Father’s 
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Statue (Image 11). Installed in 1969, this bronze piece is a larger-than-life representation of a 

male soldier. The light grey granite base of this monument is a large, undulating marble cylinder 

cut cross-sectionally to dip towards the viewer. Its surface is carved with tiny textural tiles that 

complement the smooth granite of the four smooth, cylindrical steps that emerge from the fluid 

base of the piece. The soldier rests upon the topmost of these steps, a backdrop of pale granite 

squares accentuating his dark bronze form. To his left, on the upper part of the cylinder base, is a 

piece of dark granite engraved with a poem about the loss of fathers that occurs during 

wartime.
18

  

The soldier is posed in such a way that the viewer cannot see his face, and this ambiguity 

allows the viewer to impose their own perceptions of his identity onto the figure. Some may see 

a particular family member, while others may see a more general representation of Japanese 

soldiers. His shoulders are relaxed and his head hangs heavily forward. All his weight rests on 

his right arm, while his left hand is placed on his right knee. His taut fingers connote purposeful 

contemplation, rather than detachment, which invites the viewer to engage in a shared reflective 

experience. The soldier’s limbs, particularly his extended left leg, are slightly elongated for a 

more dynamic and emotional composition. His shotgun rests on the ground and juts off of the top 

cylindrical step, effectively balancing out his extended leg and centering the piece according to 

the rule of thirds. Since he is clothed in the standard two-patch pocket uniform
19

 and the Type 

92
20

 helmet, the viewer is prompted to imagine this soldier in the midst of battle. It is interesting 

to note that the soldier has only one star on his collar patch, which indicates that he is a second-

class private¾the lowest rank in the Japanese military. Although a subtle detail, this single star 

underscores the loss of every Japanese soldier’s life, regardless of rank.  
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The final statue in this main cluster, located immediately below the billowing Japanese 

flag, is known as the Mother’s Statue (Image 12). This piece was added in 2007 as a complement 

to the Father’s Statue, which was refurbished during that same year in honor of the sponsoring 

Shiga Prefecture Family Association’s 60
th

 anniversary. The statue consists of three bronze 

figures; a mother, a small child holding her hand, and an infant clinging to her back. They stand 

on a bronze rectangular base, which in turn rests upon a large granite square block. The name of 

the statue inscribed on the front face of this square base, and the inscription about the piece’s 

meaning, can be read from the side after the viewer moves forward along the diagonal line of the 

main path. This statue is meant to represent the strength of the family members that remained 

after World War II; in particular, the love of the mothers who raised the next generation of 

Japanese citizens. From the front, the mother’s gaze appears to be directed downward towards 

the child next to her. However, as the viewer moves down the path in order to read the 

inscription, the act of moving in a three-dimensional space around this figure changes the overall 

meaning of the mother’s form. From the side, as one stands at the end of the diagonal and the 

path shifts back to its original direction towards the main body of the shrine, the mother appears 

to be looking towards the adjacent soldier, or “father.” It is likely no coincidence that this 

powerful perspective shift only occurs as one stands directly beneath the Japanese flag. 

From this position, the viewer is given access to two paths: the main pathway that 

continues forward towards the doors of the shrine building, and the secondary pathway that goes 

perpendicularly left to a smaller torii gate (Image 13). This exit would funnel the viewer onto the 

road that leads toward Hikone Castle, which is so proximate that the castle’s outer moat is visible 

from just outside of the secondary torii. However, our viewer continues forward, into the shade 

created by the giant camphor tree on the right side of the path. Camphor trees have long been 
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considered sacred by the Japanese, with specimens at shrines such as the Atsuta Jingu having 

been planted over 1,300 years ago by ancient priests.
21

 The camphor was also declared in 1973 to 

be the official tree of Hiroshima, as many of these trees survived the atomic bombing and 

inspired Japanese citizens to heal and rebuild their lives. This particular camphor provides shade 

to the Mother’s Statue, the Father’s Statue, and the adjacent areas of the shrine including the 

harae area and the purification fountain. 

The harae area can be found by following a secondary perpendicular pathway to the right, 

deeper into the shade of the great camphor. Two steps, consisting of rounded stones, would take 

the viewer into the raised, shaded harae space (Image 14). According to the shrine staff, this area 

is used before religious ceremonies for purification purposes. There are three large, flat stones 

that protrude from the gravel where priests and participants may stand in order to purify their 

minds and bodies. A stone fence, bookended by the same green bell-like statues from the bridge 

before the main torii, separates the harae area from the innermost of the natural rock statues 

described previously. 

Immediately across from the harae area, to the left of the viewer, is a small traditional 

garden (Image 15). The grey gravel gives way about twelve feet from the path¾roughly 

symmetrical in length to the path that leads to the harae area¾to a line of large stones that marks 

the border of this raised garden. Particularly large stones punctuate this border, referencing the 

forms of the previously described memorial sculptures and casting deep shadows onto the 

greenery. The garden’s topiaries are fluidly styled in the traditional okarikomi manner, and are 

made from shrubs of small, dark green leaves as well as of light green, larger-leafed bushes. 

These topiaries give the slightly slanted garden the illusion of multiple layers for increased 

drama and lusciousness. There are also two black pines on either side of the garden, one trimmed 
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tightly and precisely in the style of the Imperial Palace and the other styled to have long, 

sweeping branches that add to the multi-layer effect of the garden. Throughout the year, pink and 

white peonies and azaleas bloom beautifully in this area. Two-headed sago palms of varying 

heights add balanced splashes of bright green, filling in areas where the pines create negative 

space. From the main path, one can barely observe the moss-covered top of a traditional four-

legged stone lantern in the yukimi style (Image 16). Since such lanterns are usually placed near 

ponds or streams, and this garden does not incorporate water, this could be a deliberate decision 

to cultivate a garden with more rock than water
22

 aspects. This could connote a desire to create a 

more powerful, masculine space.  

Moving forward still, the viewer encounters three steps¾each marked by an outward 

emanating trail of rectangular, black stones (Image 19). There is a metal ramp to aid in 

accessibility located on the left side of the path, once again prompting the viewer to avoid the 

center of the pathway out of respect. Two stone komainu, or “lion-dogs,” stand guard atop 

rectangular stone bases carved to emulate wedged stones (Images 18 and 19). The komainu are 

not particularly large, but their muscles appear to bulge with the power of a coiled spring. They 

signify the transition into the inner shrine area and are believed to ward off evil spirits. The two 

figures are identical save for their mouths; the left statue’s being closed and the right statue’s 

being open in a snarl.
23

 Moving up the three steps, one passes through two final lanterns made of 

dark wood before the path ends and the viewer is prompted to step onto the graveled ground. 

Although the viewer could have stepped off of the main path at any time prior to this 

point, whether to read inscriptions on statues or admire a blooming flower, this is the natural 

point at which one finally makes contact with the irregular, grey surface. The process of walking 

on this gravel is considered an act of purification, not unlike how gravel in a riverbed filters 
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impurities from the flowing water. To the left of the viewer is the reception desk of the Shiga 

Prefecture War Shrine (Image 20). There, one can purchase an omikuji fortune, omamori amulet, 

or a shuin stamp from shrine staff members. As in most shrines, there is a special place for 

visitors to tie their bad fortunes in order to prevent bad luck from following them home. This 

“fortune spot” is to the left of the reception desk, and consists of two square wooden poles 

connected with simple ropes. These ropes serve as anchors for the bad fortunes, which are neatly 

tied in a single knot. Amulets are also offered for specific prayers and shrine stamps can be 

provided whenever a priest is available to customize visitors’ notebooks.   

To the right of the viewer is the purification fountain, or temizuya, where one can more 

fully cleanse the mind and body before entering the main body of the shrine (Image 21). This 

process, which is customary before approaching all shrines, is known as misogi. Historically 

performed at a natural body of water, the ritual has been simplified in recent centuries.
24

 The first 

step is to fill the provided ladle with fresh water from the fountain. Next, one must judiciously 

pour some of that water onto the left and then right hands before pouring a bit more into the left 

hand and using that water to rinse out the mouth. Finally, one tips the ladle so that the remainder 

of the water runs off the handle before the ladle is returned to its original position.  

This temizuya is sheltered by a small pavilion that echoes the style of the larger shrine 

buildings in the complex. Eight cylindrical columns made from deep, red wood emerge from 

square stone bases to support the linear roof of the pavilion. The fountain itself is in the center of 

the pavilion and is made of a large stone rectangle carved to mimic a conglomeration of many 

smaller, rugged stones. A piece of dark granite, similar in composition to the monuments 

described earlier, emerges from the center of the basin (Image 22). The characters for “offering” 

are engraved in silver on top of this granite square, with four streams of fresh water flowing from 



 21 

each corner and trickling gently into the pool beneath. Based on the green moss growing in the 

stylized grooves of the stone basin and the wetness of the small rocks on the ground encircling 

the fountain, it is evident that this pool sometimes becomes overfull. There are seven wooden 

ladles available for use that rest delicately on a wooden lattice structure over the basin. None of 

these ladles are exactly the same; some are narrower, some have writing on them, and each are 

bound with differing amounts of metal. Upon performing misogi, one exits the temizuya area and 

returns to the open area in preparation to finally approach the main shrine building.  

The haiden, the outermost part of the main shrine building, is the only place that visitors 

are allowed to enter (Image 23). Within the haiden, one can make an offering to and meet with 

the deities of the shrine. As such, the architecture of the haiden typically reflects the relationship 

that viewers are supposed to have with the enshrined deities. For example, the Izumo Shrine was 

based off ancient domestic architectural plans,
25

 which references the more informal relationship 

that shrinegoers have with Ookuninushi, the Shinto god of marriage enshrined within. Since the 

enshrined deities of the Shiga Prefecture War Shrine are fallen soldiers, the austere architecture 

of the outer haiden reflects the more formal relationship that visitors are meant to have with the 

shrine. 

The gabled, bi-leveled roof of the haiden is extremely linear (Image 24). The central 

building’s roof is roughly one meter more raised than the rest of the U-shaped complex at its 

lowest point and about 4 meters higher at its peak, given that its gable is larger and more severe. 

Unlike most shrines, the eaves of the roof do not curl upwards at their edges. Instead, there is 

merely a slight curve at the two corners of the central and foremost roof. Also unlike most 

shrines, the eaves are not adorned with any trimming decorations. Such linearity and simplicity 

make this shrine appear quite similar to the ancient style of shinmei-zukuri, the most well-known 



 22 

example of which is the Ise Grand Shrine. However, unlike in shinmei-zukuri, the spine of the 

roof lacks the typical decorative chigi and katsuogi beams. Instead, a single horizontal beam juts 

out from the center of the gable ridges and rectangular rafter tails can just barely be seen at 

evenly spaced intervals along the non-gabled ridge. Another difference from the shinmei-zukuri 

style is that the entrances to the haiden are not in the traditional hirairi location parallel to the 

non-gabled side’s ridge, but rather they are in the tsumairi location on the gabled side. 

The shrine’s roof plates are not arranged according to any of the three main shrine roof 

patterns.
26

 Instead, the plates are horizontally layered on top of one another in thin strips to create 

a simple, albeit slightly dizzying, effect that suggests Western roofing influences. This is 

consistent with the architectural goals of the Meiji Restoration during this time period. The 

similar roof structure of the original Yasukuni Shrine building and the 1923 Nogi Shrine in 

Tokyo are considered to be the result of these same architectural goals.
27

 Additionally, the roof is 

made of the same copper as the statues along the shrine path and has aged to a similar greenish 

color as well. Because the roof is not made of the more traditional wood or cypress bark 

material, it is apparent that this shrine, unlike most Shinto shrines, is not attempting to reference 

or harmonize with the environment.  

The walls of the haiden are made of the same deep red wood as the temizuya, and are 

segmented by wooden engaged columns roughly every two meters. This two-meter segmentation 

is also referred to as ken, a traditional Japanese unit of measurement in architecture that has now 

been standardized as 1.81 meters. Between these engaged semicircle slabs, square wooden 

lattices overlaid over transparent windows reflect smaller squares of bright sunlight.
28

 These 

latticed windows are bisected horizontally with latches that indicate they can be opened 
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outwardly. Beneath these lattice windows, three central and two periphery pieces of thin, vertical 

wood extend the latticework to the ground.  

The haiden complex is shaped somewhat like a horseshoe, with two “arms” extending 

perpendicularly outward towards the viewer. The left arm of the haiden extends in the form of a 

1-bay kairou past the viewer to connect with the reception desk building, which includes some 

elements of the copper roof
29

 and red wood but more prominently incorporates plastered 

concrete walls and undulating kawarabuki roof tiles. The reception desk is topped by a straight, 

white pediment with accents of dark wood, which further distinguishes this area of the shrine 

from the comparatively more sacred area of the main shrine building. The right arm of the haiden 

does not extend by connecting with another building via a kairou, but instead blends into a 

grouping of trees that in turn lead to the temizuya. As such, there is a satisfying symmetry to 

these parallel extensions (Image 21), which has the effect of encircling the flat space around the 

viewer as one moves closer to the building. This enclosing effect is an important aspect of 

military family estates from the Heian era, which were built in the buke-zukuri style. 

The three entrances to the haiden are halfway open, presumably to prevent visitors from 

walking through the center of the doorway when entering the main worship hall. The stone 

pavement floor is not dipped and there is no indication that shoes should be removed in this area 

(Image 25).
30

 Here, one can make an offering to and meet with the enshrined spirits. To do so, 

one must toss a coin
31

 into the wooden offertory box, or saisenbako, as an offering. The plain 

saisenbako is in the standard rectangular shape, with cuboidal grates set on an angle so coins 

slide in easily and cannot be stolen. Then, visitors can ring one of the two bells on either side of 

the saisenbako by gently swinging the thick rope hanging beneath them. This heavy rope is 

wrapped in a piece of white cloth and curtailed with a wooden, hexagonal block engraved in red 
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with the name of a sponsor. The many bells on the top of the rope are small and golden, and hang 

from a metal spiral structure centered around the rope. After bowing and clapping twice 

according to personal or local protocols, one is able to send thoughts to the enshrined souls and 

thank them for their time before concluding with a final bow. Since these souls are not traditional 

Shinto deities, but rather fallen soldiers that have a powerful spiritual presence, this process can 

be related to the Western practice of paying respects at a graveyard. However, these are still 

vastly different schemata and should not by any means be considered synonymous.  

On either side of the saisenbako is a wooden fence that separates the public haiden 

worship area from the more private noritoya space. Typically, the saisenbako is located just 

outside the haiden, with a separatory wall delineating the shrine interior. Here, however, one can 

directly observe the inside of the shrine while making an offering. This proximity is highly 

unusual, and may reflect the intimate relationship that shrine visitors are meant to have with the 

enshrined war dead.  

The noritoya serves as the transitional connecting space between the haiden and the most 

sacred area of the shrine, the honden. The noritoya is typically reserved for ritual use, such as for 

the annual Showa Emperor Praise Festival in May and the New Year’s Festival for Peace. There 

are two rows of traditional Japanese folding chairs in the center of the noritoya that face the 

honden, creating an almost stage-like setting (Image 26). The inner walls are latticed similarly to 

the outside of the haiden, but are blocked on each side of the honden by two rolling, wooden 

frames filled with kifuda, which are inscribed with the names and residences of shrine sponsors. 

The wooden ceiling is coffered in the style of goutenjou, a common palace ceiling motif. 

However, these wooden beams are not decorated with metal accents nor are they painted with 

floral motifs as they usually are in palace settings. An ornamental gold and white lantern 
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protrudes from the ceiling above the saisenbako and two paper bamboo-spiral lanterns, known as 

chouchin, hang on either side of the honden area. Despite these multiple light sources in the 

haiden and noritoya area, most of the light filters in naturally from the latticed walls and open 

doorways behind the viewer. Between the chouchin, a curtain-like piece of segmented white and 

red fabric hangs from the ceiling in front of the honden. Above this fabric is a wooden sign with 

the name of the shrine, beneath which is a standard-thickness straw shimenawa rope festooned 

with four zigzag shide strips of washi papers to denote the more sacred honden space and deter 

evil spirits. 

The circular symbol of the Shiga Prefecture War Shrine is painted in black on each of the 

chouchin, in red on the segmented white fabric separating the noritoya from the honden, in black 

on the ceiling lantern, as a wooden accent on the reception desk pediment, and in many other 

places throughout the shrine property. The symbol is very similar to the Imperial Seal of Japan, 

with its dual rows of sixteen petals. However, it differs from the Imperial chrysanthemum 

emblem at its center, where there is a superimposed five-pointed floral design complete with 

abstracted stamens. This symbol is stamped in souvenir shuin and is uniquely associated with 

this particular shrine (Image 27). The meaning of this design is likely a reference to the several 

flower-themed festivals that take place annually at this shrine. It is common for a shrine to have 

such a representative symbol; the Asakusa Shrine’s symbol, for example, incorporates an 

abstracted net as a reference to the legendary fisherman brothers who are enshrined there.
32

 In 

the case of Yasukuni, the unembellished Imperial Seal of Japan is used. 

Because the walls of the shrine building narrow segmentally from the haiden to the 

noritoya to the honden, as one stands in the haiden, the eye is drawn towards the center of the 

honden at the far side of the opposite wall (Image 28). This is the area of the shrine where the 
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essences of the enshrined souls are contained, and may only be entered by the shrine priests.
33

 

Elevated two stone steps above the noritoya area, the honden is also filled with natural daylight 

from the latticed walls. A slender eight-legged wooden table, known as a hassokuan, occupies 

the center space of the lowest level of the honden. On this hassokuan rests a tamagushi tree 

branch offering decorated with shide. Behind and on either side of this hassokuan are two other, 

narrower hassuokan tables. The leftmost one holds a oonusa,
34

 which is a wooden wand topped 

with many shide papers that is waved side to side during rituals for purification purposes. The 

rightmost hassokuan holds a black sanbou,
35

 which is a platform tray with three circular 

openings used to hold offerings during rituals. 

Behind these two hassokuan a dark wooden step indicates the beginning of the altar, the 

floor of which is made of the same dark wood. There is yet another hassokuan in the center of 

this area, preceded by a traditional tatami mat
36

 for kneeling, and upon it there are three 

unpainted sanbou. The leftmost sanbou holds a teardrop-shaped mizutama water basin and a 

single-legged circular takatsuki offering tray, both made of white glazed ceramic. The center 

sanbou holds two heiji made from the same white ceramic that contain an offering of sake for the 

enshrined souls. The rightmost sanbou holds a wrapped box covered in a brown checkered 

pattern, which likely contains some sort of food offering, such as rice. To the left of this central 

hassokuan are four gohei, which are long wooden poles with two shide papers attached 

symmetrically. These gohei are similar in purpose to the oonusa, and are used to cleanse negative 

energy from the area. 

Behind the central table of offerings, a five-stepped staircase leads to the highest part of 

the honden altar. This area is somewhat difficult to see due to the obstructing sanbou and the 

distance from which one must stand at the saisenbako. However, one can make out the glinting 
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of many pieces of golden metal along this backmost wooden wall.  Against the wall are three 

more gohei, but these feature black pieces of wood and golden paper zig-zags. In front of these 

golden gohei, resting upon a black and gold stand that matches the poles of the gohei, is an 

opulent structure made of golden metal that references the form of the gohei. Four interlinked 

chains of folded metal hang on either side of the central black and gold wooden pole and a 

golden pentagon of metal extends upward centrally from the horizontal golden lintel. This object 

looks somewhat like an abstracted human form, not unlike the traditional katashiro papers. These 

golden structures are known as mishoutai and said to contain the actual spirits of the shrine, 

hence their location deep within the anterior honden. It is more common for a mirror to be used 

for this purpose, but the Shiga Prefecture War Shrine uses these golden objects instead. After 

taking in these sights and offering prayers in the main shrine building, the viewer is left to either 

purchase a souvenir item at the nearby reception desk or exit the shrine grounds.  
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Conclusions 

While there are aspects of the Shiga Prefecture War Shrine that align with standard 

Shinto shrines, such as the temizuya and honden interior, it also features many distinguishing 

characteristics that make it difficult to categorize. One such unique aspect is the fact that the 

main body of the Shiga Prefecture War Shrine is considerably plainer than most shrines of its 

size. It lacks the ornate adornments, crossed katsuogi roof beams, and curved eaves that are 

commonly associated with traditional shrine architecture. The planar, rigid shapes of the shrine 

do not strive for harmony with nature, as is the case for most other shrines.
37

 In fact, there is no 

particular style that this shrine completely conforms to¾instead, it exists as a unique 

conglomeration of various shrine types and Western influences. The unique planarity and rigidity 

of the shrine creates an atmosphere of militaristic humbleness that effectively shines a spotlight 

on the only ornate area of the shrine: the honden, which is where the fallen soldiers are thought 

to reside. As such, upon reaching the haiden area and observing the proximate and comparatively 

lavish honden, shrine visitors are reminded not only of Shinto spirituality but also of wartime 

loss and memorialization. 

Yasukuni Shrine on the other hand, appears to be dripping with Shinto ornamentation 

from the moment one enters the space. From beneath the first torii, one can clearly observe the 

glimmering traditional architecture behind successive torii gates at the end of the straight 

pathway. Pressured to reflect the splendor of its new national designation in the late nineteenth 

century, the space was stripped of its original shoukonsha meaning when it was rebranded as 

Yasukuni Shrine. Following this restructuring, Yasukuni quickly became known by Tokyo 

citizens as a hotspot of social entertainment. To this day, despite recent efforts to inspire war 

memorialization through revamping the Yuushuukan military museum, Yasukuni is still 
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primarily known for its rambunctious festivals as a place for public spectacle. The Shiga 

Prefecture War Shrine’s relative austerity
38

 has likely contributed to the maintenance of its 

original shoukonsha purpose of respectful war dead memorialization. 

Such memorialization is more directly accomplished by the remarkably large number of 

war monuments along the walkway towards the main shrine building. While standard Shinto 

shrines might feature a handful of stone animal statues, this shrine’s bronze human likenesses 

and Western-style granite blocks draw direct connections to wartime sacrifices through blunt 

imagery and solemn inscriptions.
39

 Yasukuni features similar war memorials and sculptures, but 

their placement differs in that they are located in the separate military museum or off of the main 

walkway.
40

 Because the Shiga Prefecture War Shrine’s statues are placed along the main 

pathway in a climactic fashion before a leftward turn, viewers are straightforwardly prompted to 

engage with the memorials, keeping war memory at the forefront of their thoughts more directly 

than at Yasukuni. 

Such a leftward turn does not conform to traditional norms of shrine layouts in itself. 

Typically, as in the case of Yasukuni Shrine, the main torii entrance is directly in front of the 

main shrine building, with the walkway creating a perfectly straight line to the saisenbako. This 

creates a spatial configuration of gradually increasing sacredness that culminates in purification 

and communication with enshrined deities. However, the view through the Shiga Prefecture War 

Shrine’s main torii centers on the cluster of monuments around the Father’s Statue, with a 

leftward turn that then results in a straight path to the main shrine building. This creates two 

distinct culminations within the shrine grounds: one that focuses on monument-based 

remembrance and one on direct communication with the souls of the shrine. The fact that this 
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shift takes place directly underneath the Japanese flag reminds viewers of the nationalism woven 

into the fabric of the space¾and, that this shrine is not solely Shinto in nature.  

It is said that in recent years the Yasukini Shrine has transformed from a postwar military 

memorial to a modern-day peace-promoting institution, but this may just be yet another 

deliberate restructuring of Yasukuni’s meaning in the wake of national political changes. Despite 

being classified under the umbrella of the Yasukuni Shrine, the Shiga Prefecture War Shrine 

does not appear to have undergone corresponding evolutions in meaning. Based on a 

deconstruction of the space through an art historical perspective, the shrine appears to have 

uniquely preserved much of the initial regional shoukonsha’s atmosphere over the years by 

maintaining its original linear and unadorned architecture, adding meaningful war monuments as 

a response to increasing Shinto festival aspects, and creating two distinct focal points within the 

shrine property to remind viewers of wartime loss. As such, in spite of its Shinto designation, the 

Shiga Prefecture War Shrine to this day seems to fulfill its original role in Hikone society as a 

place for reserved, respectful remembrance of Shiga war dead. 
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Glossary of Japanese Terms 

Boshin War  War between the Tokugawa Shogunate and Imperial Court (1868-1869) 

Buke-zukuri  Kamakura military home style, more practical than shinden-zukuri 

Chigi   Forked roof beams placed at the ends of the ridge 

Chouchin  Paper lantern with bamboo backbone, usually inscribed 

Gohei   Wooden wand with two symmetrical shide used for ritual purification  

Gokoku  Defense of one’s country 

Goutenjou  Coffered ceiling with ribs framing recessed panels 

Haiden  Public worship area of the shrine 

Harae   Susanoo removed from heaven 

Hassokuan  made of hinoki 

Heiji   Altar vessel with alternating slim and round features 

Hirairi   Architectural style where the main entrance is on the non-gabled side 

Honden  Sanctuary of a shrine, contains the essence of the deities enshrined within 

Irimoya-zukuri Hip-and-gable style of building, found in the haiden of Yasukuni 

Kairou  Long, connective, semi-enclosed corridor 

Kasagi   Upper lintel of torii 

Katashiro  Human-shaped papers representative of a spiritual presence 

Katsuogi  Short, decorative roof beams placed horizontally along the ridge 

Kawarabuki  Style of roof tile that undulates in height 

Ken   Japanese unit of measurement equal to about 2 meters 

Kifuda  Wooden or bamboo tag 

Komainu  Lion-dog guardian statues intended to ward off evil spirits 

Mishoutai  Icon or object of veneration in the honden 
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Mitama Matsuri Festival of Souls 

Noritoya  Area of the main shrine building used for more formal worship and rituals 

Nuki   Lower tie-beam of torii 

Okarikomi  Garden technique of trimming plants into curved shapes or sculptures 

Ookuninushi  Deity associated with Izumo Province 

Omamori  Amulets that provide various forms of protection or luck 

Omikuji  Fortunes written on strips of paper 

Oonusa  Wooden wand with many paper streamers used for ritual purification 

Oribe   Lantern with crescent moon on right side of fire box, full moon on left 

Saisenbako  Coin box with grate 

Sanbou  Square offering tray 

Shide   Zigzag washi paper streamer often attached to tamgushi or shimenawa 

Shimenawa  Length of straw or hemp rope used for ritual purification 

Shinden-zukuri Domestic architectural style of the Heian aristocracy 

Shinmei-zukuri Ancient architectural style of Ise Grand Shrine 

Shoukonsha  A space for spirits to be invited into  

Shuin   Seal stamp given to visitors at shrines and temples 

Takatsuki  Circular offering tray 

Tamagushi  Takaki tree branch decorated with shide, silk, or cotton used as an offering 

Temizuya  Purification fountain 

Torii   Gate marking the transition from the profane to the sacred 

Tsumairi  Architectural style where the main entrance is on the gabled side 

Yukimi  Low garden lantern with six curved legs, often near water 

Yuushuukan  Military museum on the Yasukuni Shrine property 
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Citations 

1
 Aizawa suggested this in relation to the war hero Kusunoki in his Shinron political writings. 

2
 Eight spirits of antibakufu Satsuma warriors that died in the Terayada incident were 

memorialized locally in 1862. 
3
 Forty-six men were memorialized in 1863 at the original Motomiya in Kyoto, which is now on 

Yasukuni grounds. 
4
 Takenaka (2015, 31). 

5
 Mullins (2013, 3). 

6
 The last enshrinement took place in 1978, and was conducted for fourteen Class A war 

criminals. This incited much of the current controversy about the shrine. 
7
 This consisted of government-sponsored renovation of the main shrine building, including an 

expansion of the kairou corridors and replacement of the roof. 
8
 Takenaka (2015, 64). 

9
 Ibid., 54. 

10
 Gravel is characteristic of imperial palaces, Shinto shrines, Buddhist temples, and zen gardens. 

11
 https://zaidan-zenyokukyo-com.ssl-xserver.jp/. 

12
 Kristof (1998). 

13
 Takenaka (2015, 184). 

14
 https://ameblo.jp/wa500/entry-10322371351.html. 

15
 Manchukuo is a Japanese puppet state in Manchuria, which was seized by Japan in 1931 after 

a staged event known as the Mukden Incident. 
16

 Japanese headstones stereotypically tend to be square columns. 
17

 The poem is “Otenshu no mado ni noyamanonishiki kana,” which roughly translates to “In the 

window of the castle is the brocade of the mountains.” 
18

 This monument was sponsored by the Bereaved Family Association of Shiga Prefecture. 
19

 U.S. National Archives and Records Administration. 
20

 Qingdao News (2014). 
21

 Brazil (2002). 
22

 This connotes an imbalance between the yang and the yin, which is a Chinese concept adopted 

by the Japanese. 
23

 These mouth positions reference the first and last sounds of the Sanskrit alphabet. 
24

 Manabu (2016).  
25

 Nishi & Hozumi (1985, 41). 
26

 These three styles are itabuki, kawarabuki, and dooitabuki. 
27

 Bognar (1985). 
28

 Typically, the outer latticework of shrines forms diamonds rather than squares, as square 

latticework is typically reserved for within the more sacred honden area. 
29

 Even though it is made of the same material, here the slat gable is arranged in the itabuki style. 
30

 Shoe removal is relatively rare requirement for shrines, but it does occur occasionally. 
31

 Typically, a 5 yen coin is used as an offering due to its association with luck. 
32

 Davis (2001). 
33

 The Omiwa Shrine of Nara completely lacks a honden structure because Mt. Miwa itself is the 

deity of the shrine. 
34

 Since the base of this oonusa is octagonal, it is also referred to as a haraegushi. 
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35

 This is more specifically called a nuri sanbou because it is painted. 
36

 Also called a hizatsuki, this specific type of mat is made by folding a tatami mat in half and 

sewing the seams. 
37

 Rather, the shrine’s harsh lines and geometric forms appear to conquer nature, not unlike such 

Western structures as the Parthenon. 
38

 The Shiga Prefecture War Shrine’s deep connection to Hikone society from its seventy years 

as a shoukonsha also likely affected this maintenance. 
39

 Interestingly, although the monuments are Western in design, it is not customary to leave 

flowers or objects at their bases as is common in Western cultures.  
40

 The large, bronze Oomura statue in the center of the main walkway is an exception to this 

statement; however, the meaning of this statue is not as obviously connected to war memory as 

the more generic Father’s Statue or Mother’s Statue because Oomura’s historical significance in 

the Meiji Restoration has been lost over the years. 
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Images 

Image 1. Layout of the Shiga Prefecture War Shrine. (http://www.shigagokoku.jp/) 

 

 
Image 2. Bridge to the Shiga Prefecture War Shrine. (Nat Jones, own work) 
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Image 3. Torii view. (Nat Jones, own work) 

 

 
Image 4. Siberian Detainee Monument, 2000. (Nat Jones, own work) 
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Image 5. Warrior Dog, Dove, and Horse, 1986. (Nat Jones, own work) 

 

Image 6. Pray for Peace Monument, 1982. (Nat Jones, own work) 



 40 

 

 
Image 7. Manchuria Monument, 1972. (http://www.shigagokoku.jp/) 

 

 
Image 8. Manchuria Monument, 1969. (http://www.shigagokoku.jp/) 
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Image 9. Flower and Nature Monument, 1992. (Nat Jones, own work) 

 

 
Image 10. Tsunzo Miyata Monument, 1977. (http://www.shigagokoku.jp/) 
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Figure 11. Father’s Statue, 1969. (Nat Jones, own work) 
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Image 12. Mother’s Statue, 2007. (Nat Jones, own work) 
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Image 13. Secondary torii. (Nat Jones, own work) 

 

 
Image 14. Harae area. (Nat Jones, own work) 
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Image 15. Leftward turn view. (Nat Jones, own work) 

 

 
Image 15. Garden. (Nat Jones, own work) 
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Image 16. Garden back view. (Nat Jones, own work) 

 

 
Image 17. Left komainu. (Nat Jones, own work) 
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Image 18. Right komainu. (Nat Jones, own work) 

 

 
Image 19. Shrine pathway. (Nat Jones, own work) 
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Image 20. Reception Desk. (Nat Jones, own work) 

 

 
Image 21. Temizuya. (Nat Jones, own work) 
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Image 22. Temizuya detail. (Nat Jones, own work) 

 

 
Image 23. Haiden complex. (663highland, own work, Wikimedia Commons) 
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Image 24. Outside view of the haiden. (Nat Jones, own work) 
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Image 25. Inside view of the haiden. (Nat Jones, own work) 
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Image 26. Noritoya. (Nat Jones, own work) 

 

 
Image 27. Shuin. (ameblo.jp/sakurazaka128/) 
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Image 28. Honden. (Nat Jones, own work) 
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Personal Artistic Reflection 

 In order to center myself in the space of the Shiga Prefecture War Shrine, I created a 

linear perspective breakdown of the main pathway’s leftward turn. Because a year had passed 

since my time in Hikone, this artistic exercise refreshed my memory of the space and greatly 

assisted my art historical analysis.  

 

 

Leftward Turn. 2017. (Nat Jones, gel pen on tinted paper, own work) 
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