






































































































































































































































THEMES AND STYLE

51, White-robed Kanmon. Inscription by Tettd
Gikd (1295-1369). Hanging scroll. Ink on silk.
H. 108.3, w. 50.7 e, 1352. Shinju-an, Daitoku-
i1, Kyoto. ‘ .

This painting is marked by detailed facial de-
piction and a juperb rendering of the body in
traditional Buddhist painting techniques, which
are also evident in the flowing lines of the robe.
In contrast, the background is rather crudely
rendered. Poor understanding of “‘boneless”
brushstyle and a lack of naturalism in the rocks
and trees suggest that the painter was schooled
in traditional iconic painting rather than ink
painting. Tettd Giké succeeded Shithé Mydcho
as the second abbot of Daitoku-ji.

52, White-robed Kannon, by Rybzen. Inscrip-
tion by Kempd Shidor (1285-1361). Hanging
scroll. Ink on silk. H, 88.4, w. 40.2 cm. Before
1361, Myckd-ji, Aichi Prefecture. )
Compared to the painting in plate 41, Ryézen’s
technique is fully developed here. The contour
lines of the figure, the soft delineation of the
face, rhythmical brushwork in the waves, and
the rendering of volume in the rock by con-
trasting ink tones are so different from the brush
technique in the other work that it is difficult
to imagine that they were done by the same
| hand, However, the frontality of the figure and
: ' the classic facial features are in the tradition of

orthodox Buddhist icons. This superb work in-
‘ . dicates Rybzen’s masterly range of technique,

‘ 53.  White-robed Kannon. Inscription by Kogen
| Shogen (1294-1364). Hanging scroll. Tnk on
| silk, FI, 61, w. 30 cm. Before 1364, Masaki Art
l Museum, Osaka Prefecture.

A slightly different approach to this subject is
seen here as the bodhisattva leans on the rock
as though it were an arm rest. The strongly ac- :
cented lines on the robe are atypical, as are the :
Hat contrasts in ink tones. New developments i

in ink painting technique are evident in this o
I conscious contrast between lines and planes,
‘ Kogen Shégen succecded S6hé Ségen as the

82 twenty-fifth abhot at Tofuku-ji.
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54.  Shaka Descending the Mountain, Inscription
by Hakuun Egyd (1228-97). Hanging scroll.
Ink on paper. H. 78.2, w. 28.4 cm. Before
1297. Rikkyoku-an, Toéfuku-ji, Kyoto.

This painting has been matched in size and
combined in a triptych with the two paintings
of plum branches in plates 98-99. The ex-
tremely simple brushwork here is more in the
tradition of Aakubyd-style iconographic draw-
ings than academic Sung painting or ink paint-
ing.

Suara DESCENDING THE MOUNTAIN

“Shaka descending the mountain® (shussan Shaka) represents Sakyamuni in the very
human aspect favored in the Zen conception of the Buddha, and is a frequent sub-
ject in early ink painting. A work done at the end of the thirteenth century, inscribed
by Hakuun Egy6, depicts the subject simply, defining the body with a few broad
strokes in light ink, wsing a worn-down brush in a manner akin to the “one-stroke”
technique (pl. 54). Only in the face is there detailed brushwork. This style seems to
be modeled on works by Ch’an painters of the Sung dynasty, such as the painting of
the sixth patriarch by Chih-wéng (Chokud) in the Daitékyti Memorial Library (pl.
53). The iconography, showing the figure without any background, is related to
the hakubyi sketch of Shaka descending the mountain that formerly belonged to the
Kdzan-ji and is now in the Seattle Art Museum,

In contrast to this painting, the version inscribed by Tung-ming Hui-jih (T6myd
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E’nichi), a Chinese priest who came to Japan in 1309, is animated by soft lines that,
although uninflected at the beginning of the stroke, are enlivened by modulations of
breadth (pl. 56). Pictorial content is enriched by the addition of the mountain path
and a cliff in the background. The prototype for this painting is the famous painting
of this subject by Liang K’ai (pl. 57).

Kad’s painting in plate 58 shows a further stage in the trend toward elaboration
of the landscape background. Rendered in “boneless” brushwork, the landscape ele-
ments have become more realistic. Emphatic, thick strokes used for the robe contrast
with fine lines on the body, and the emaciation of Shaka’s body is even more pro-
nounced. This work too is derived from Liang K’ai’s painting.

Gukei’s version of the subject (pl. 59) is even closer to Liang K’ai’s painting in the
revival of red coloring for the robe, and in the complicated twisting and turning lines
of its folds. Tentative use of modeling strokes on the cliff and rock marks a step toward

the landscape painting of the second stage.

53, The Sixth Patriarch, by Chih-wéng (Choku-
' 0). Ink on paper. H. 93, w. 36.4 cm. Southern
Sung dynasty. Daitékylt Memorial Library,
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56. Shaka Descending the Mountain, Inscription
by Tung-ming Hui-jih (1272-1340). Hanging
scroll. Ink on silk, H. 74.5, w. 36.9 cm. Before
1340. Chéraku-ji, Gumma Prefecture.
Tung-ming Hui-jih (T'omy6 E’nichi) was of the
Hung-chih (K&chi) school, the only branch of
the 8616 sect of Zen to be active in the gozan
system. He came to Japan in 1309 at the in-
vitation of Hajo Sadatoki. Toward the end of
his life he founded the Hakuun-an at Engaku-
ji in Kamakura, This painting, marked by a
free nse of a relatively wet brush, is obviously
derived from Liang K’ai’s composition (pl. 57).
The absence of modeling strokes in the rocks
and mountain suggest that the painter was not
a professional artist. Probably this is the work
of a Zen priest who was an amateur painter in
the Kamakura area.
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58 (right). Shaka Descending the Moun-

tain, by Kad. Hanging scroll. Ink on
silk, H. 78, w. 37 cm. Before 1345,
Rokudg-in, Kyoto.

Although this painting is based on
Liang K’ai’s (pl. 57), the lines are
stiff and do not effectively capture
the form of the bhady. Difference ‘in
iconographic interpretation from Liang
K’ai can also be seen in the gentleness
of the face and. the addition of an au-
reole behind the figure suggesting that
this is a peaceful, enlightened being
rather than one intently resolved to
attain the goal of awareness. Incipient
elements of Kad’s distinctive brush
style can be seen in the clHl and vines
of the background that point to the
fully evolved landscape backgrounds
in Kabd’s figure paintings, such as
that in his Priest Kensu (pl. 35}, This is
perhaps the earliest extant painting by
Kaa.

57 (left). Shaka Descending the Mountain, by Liang K’ai. Detail.
Hanging scroll. Ink and color en silk. H. 119, w. 52 cm, Rarly
thirtecnth century.

Liang K’ai was a painter at the Southern Sung academy where
he attained the highest rank, the {ai shao, in the carly years of the
thirteenth century. But, shunning the prize, a golden girdle, he
left the establishment and became addicted to wine, He is re-

corded to have excelled in paintings of figures, landscapes, Bud-
dhist and Taoist figure suhjects, and paintings of ghosts and ~

demons. His abbreviated style of figure painting seems to have
been related to the untrammeled style of ink painting being prac-
ticed in Ch’an circles. This painting is one of his more conserva-
tive, refined figure paintings. The features, robe, and background
landscape are all painted in careful detail. The physical and
spiritual suffering of the ascetic Shaka who has not yet realized
his goal is exquisitely depicted. oo

59.  Shaka Descending the Mountain, by
Gukei. Hanging scroll. Color on silk.
H. 125.1, w. 43.8 cm.

An emaciated Shaka is shown depart-
ing the mountain where he had failed
to overcome the bonds of worldly at-
tachment despite six vyears of aus-
terities so severe that his body had
become like a withered tree. He is pro-
ceeding to the place of meditation, the
“diamond seat” where he would at-
tain enlightenment. Among the Fight
Aspects of Shaka, this one and that of
Shaka TFasting were most favored in
the Zen temples, as inspiration to those
who seek enlightenment through their
own efforts, without the aid of the
Buddhas or scriptures. Gukei’s paint-
ing, while based on Liang K'ai’s (pl.
57), adds a note of mysterious inten-
sity to the superb realism of his model
by giving a transcendent expression to
the face of Shaka. The emphasis on
the complicated lines of the robe and
landscape setting underscores this
mood. (See plate 147 for signature.)
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60. Monju in a Hemp Robe. Inscription by Sekishitsu
Zenkyn (1294-1389). Hanging scroll. Before 1389,
Tokyo National Museum,

This representation of the bodhisattva Monju as an as-
cetic beggar with unkempt hair, wearing a rope robe
and holding a sutra, is typical of the human interpreta-
tion Zen artists gave to Buddhist deities. Like the rep-
resentation of Shaka as an ascetic, it served as a model
for Zen monks. Inscriptions relating to this subject in-
crease from the second half of the fourteenth century.
Many of these refer to the Yiian painter Hstich Chien,
whose paintings existed in number in Japan at that
time and provided the model for this type of image.
Sekishitsu Zenkyl went to Yilan China and studied
with Ku-lin Ch’ing-mao. He was instrumental in the
introduction of Yiian Ch’an literature to Japan, and
resided at Tenryl-ji in Kyoto and at Engaku-ji in
Kamakura.

Pamntines oF Monju

Depictions of the bodhisattva Mafijusri, or Monju in Japanese, are also conspicuously
numerous in the early period. Monju is believed to have been incarnated as the Tang
monk Tu Shun (557-640), a meditation master who founded the Hua-yen (Kegon)
sect. Another tradition, in the Vimalakirti Suira relates that Monju visited the astute
and eloquent layman Vimalakirti (Yuima) on his sickbed, and engaged with him
in a debate on the doctrine of non-duality. Monju was revered as the bodhisattva of
intrinsic wisdom, and the Zen priests who went to China were sure to make a pilgrim-
age to the mountain sacred to him. Special reverence for this deity, the embodiment
of wisdom, was natural for Zen priests who had, from the early days of the sect in Japan,
a scholarly bent, and emulated the literati of China.

An iconographic type that was particularly congenial to Zen, like that of Shaka
descending the mountain, was the jii Monju, representing Monju as a youth wearing
the rough “rope garb” of an ascetic. The painting of this subject in plate 60 was based
on a Yian painting attributed to Hstieh-chien (Sekkan), a thirteenth-century artist
known only through Japanese sources. By the time this painting was done, sometime

61. Fugen. Detail. Inscription by Zasan
Junka  (1233-1308). 1307, Yomei-in,
Tafuku-ji, Kyote.

This is a mate to the painting of Monju
in plate 67. Here, too, the boyish depic-
tion of the Dbodhisattva makes this an
easily approached image, The strong, free
lines aptly convey this feeling, but there
is an awkwardness in the rendering of the
drapery that is characteristic of early ink
painting.

before 1389, there were many paintings credited to him already in Japan. This icono-

_graphic type continued unchanged into the fificenth century. Common to these

representations of the bodhisattva Monju is the expression of his pure wisdom by
depicting him as a boy or intense youth.

Although the j# Monju is the most closely related to Zen ideals, it is not the most
frequently depicted aspect of the bodhisattva in early paintings. A large number of
works depict Monju on a lion (kishi Monju), and others show him crossing the sea
(tokai Monju) and in the guise of a monk (seisd Monju).

The painting of Monju on a lion in plate 67, inscribed in 1307 by Z&san Junki,
was probably paired with the image of Fugen (Samantabhadra) in plate 61 to flank a
central image of Shaka. Both the form of the figure and the brushwork are somewhat
stiff. 'The figure of Monju is absolutely motionless, and not skillfully realized. In
comparison, the figures are alive with movement in the version attributed to Mokuan
and done solely in ink (pl. 62), and in the work inscribed by Muin Genkai prior to
1358 (pl. 63). The lines of the robes and hair are freely rendered, and the expressive
clements of true ink painting are more prominent,
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62, Monju on a Lion, attributed to Mokuan.
Hanging scroll. Ink on paper. Ca. 1326-45.
Museum of Fine Arts, Boston,

The attribution to Mokuan is without con-
clusive proof. Done mainly in profuse lines of
dark ink, this painting is etnbellished by col-
oristic washes of ink applied to the hem of the
the dheti and the sutra cover. This type of in-
tricate line drawing is typical of Yiian paint-
ing in the Aakubys style. Mokuan, who lived
more than twenty years in China, may well
have worked in this mode.

Ryézen’s version of Monju on a lion is striking for the emphasis given the figure by
the triangular composition, the head of the bodhisattva forming the apex and the lion
serving as the base (pl. 66). In the Monju by Takuma Eiga (pl. 72), a trend of the times
can be clearly seen in the addition of a tree and rocks to the background, the mark
of a secular interest in aesthetic expression, placing this painting closer to the second
stage of ink painting than that by Rydzen. In the painting of Monju inscribed by
Kokan Shiren (pl. 71}, skillful use of light and dark ink produces a sense of corporeality
in spite of the iconic quality lent to this image by the decorative touches of gold; ink
painting technique can also be felt in the soft rendering of the billowing clouds.

Monju in the Guise of @ Monk, dated 1338, is done solely in ink, a rarity in Japanese
painting (pl. 65). Some scholars consider this to be a Yiian painting, but since the
inscription by Ch’ing-cho Chéng-ch’eng was done while he was at Nanzen-ji in Kyoto,
the painting could be a Japanese copy of a Yilan model. There is a beautiful harmony
of fine lines and shading in wash. Although the exclusive use of ink for even the patterns
of the robe and implements is unusual, the depiction of the cliff and vine is in line
with developments noted in other Japanese paintings. This could well be seen as the
initial step in the evolution of landscape setting that stretches from Kad's White-robed
Kannon (pl. 48) to Gukei's Shaka Descending the Mouniain (pl. 59), placing this painting,
for all its uniqueness, in the Japanese tradition. As in the Daruma illustrated in plate 21,

63. Monju on a Lion, Inscription by Muin Genkai (d.
1358), Hanging scroll. Ink and light coler on silk. H.
85.9, w. 39 cm. Before 1358. Nara National Museum,
This painting, like that in plate 62, is based on linear
drawing, but here the lines are modulated and exploit
the possibilities of the brush more effectively than the
Boston Museum painting, where the ink is used in flat
washes, Advances in ink painting technique are seen in
the increased sense of mavement in the robe, and in the
beld free lines that give the figure a remarkable sense of
volume. Muin Genkai was a priest at Kennin-ji and Nan-
zen-ji in Kyoto,

which is considered to be the work of a _yamate-¢ painter who adopted Chinese land-
scape styles by copying directly from a Chinese model, these paintings were probably
done by Japanese painters who developed their ink painting techniques from Chinese

_paintings without reference to their yamato-e training. Differences in style among them

must be interpreted as reflections of the specific model used, and do not contradict an
attribution to a Japanese painter. Looked at in this context, Monju in the Guise of a
Monk can be seen more easily as the work of a Japanese artist.

Also in the hakubys style of line drawing in ink alone are the paintings of rakan
(arhat) in the Kyoto National Museum (pl. 68) and the Benzai-ten {(Sarasvati) preserved
in the Hdjo-in (pl. 69). Although the figures of the rakan are done in the detailed and
precise style of Yilan paintings, there is a confused rendering of distance in the land-
scape setting, indicating that this very accomplished figure painting was done by a
Japanese painter who was a contemporary of the painter of Monju in the Guise of a
Monk (pl. 65). A definite date cannot be given to the lovely image of Benzai-ten, but

-its expert use of ink wash as color places the work in the highest rank of early ink

paintings. A valuable example of a Benzai-ten painting done in a style somewhat
resembling yamato-¢ exists in the form of a copy of a lost work inscribed by Kogen
Shogen prior to 1364 (pl. 70). '
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64. White-robed Kannon. Iuscription by Yiin-
wai Yiin-hsiu. Hanging scroll. Ink on silk. T.
124.7, w. 53.7cm. Ga. 1328. Kyoto National
Museum,

Yiin-wai Yén-hsiu was a priest of the Hung-
chih (Ké&chi) school of the S6td sect to which
Tung-ming Hui-jih belonged. He was abbot at
Mount Tden T’ung in Ming-chou when Mo-
kuan arrived there. This painting seems to date
from that period, around 1328. Technically,
its fine, adroit lines and ink shading present an
interesting comtrast to Mokuan’s style. The
mushroomlike pedestal also seems rather ar-
chajc., This work is interesting evidence of the
existence in Yiian times of a palnting tradition
distinet from the untrammeled mode which be-
came so influential in Japan. This was an ink
painting tradition practiced by weli-trained
painters such as the artist of this painting and
of the hakubyo-style painting of Monju as a monk

(pl. 65).

65. Monfu in the Guise of a Monk. Inscription
by Ch’ing-cho Chéng-ch’eng (1274-1339).
Hanging scroll. Ink and light color on silk. H.
85.6, w. 41.3 cm. 1338, Nanzen-ji, Kyoto.

The image of the bodhisattva Monju in the
form of 2 monk was customarily enshrined in
the refectory of a Zen temple, Thin, rhythmic
lines are used in combination with ink shading,.
Rich patterns adorn the dias and implements in
ink used as color. This work falls into the tradi-
tion of ink line drawing (hakubyd) as practiced
in the Yian period. Ch’ing-cho Chéng-ch’eng
inscribed this painting in 1338 while he was re-
siding at Nanzen-ji,

THEMES AND STYLE
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66. Monju on a Lion, by Rydzen. Inscription by
Kempd Shidon {1285-1361). Hanging scrolk
Color on silk. H. 78.6, w. 39.3 cm. 1348-35.
Masaki Art Museum, Osaka Prefecture.

Seated on a lon in the princely lalitd posture,
Monju, a sword in his right hand and a sutra in
his left, is the apex of a triangle in this carefully
symmetrical composition. The soft, thick lines
of the lion’s contours and the hairline strokes
used for its fur stand out in technical contrast to
the orthodox brushwork used for the figure of
the bodhisattva. Colors—white, red, and gold—
are skillfully used but there is an avoidance of
decorative effects. Kempd Shidon was the
twentieth abbot at Nanzen-ji around the mid-
dle of the fourteenth century, Rydzen’s activity
was at its height at that time. (See plate 149 for
signature. )

67. Monju on a Lion. Inscription by Zasan
Junkd {1233-1308). Hanging scroll, Ink on silk.
1307.

This is the earliest known painting of Monju in
Japanese ink painting, A similar painting of
Fugen (pl. 61), inscribed only one month later
than this painting, is thought to be a com-
panion piece. For a painting of this date, the
figure with a sweet boyish face and slender body
is painted in relatively hard, sharply undulat-
ing lines, The flesh of the figure and body of the
lion are beautifully detailed. There are touches
of color, but the overall effect is of a mono-
chrome painting. Zosan Junki trained under
VYen-ch’i Kuang-wén in Sung China. He re-
‘turned to Japan in 1300, and later became the
sixth abbot of Tafuku-ji
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68. Raken. Hanging scroll. Ink, light color,
and gold on silk, H, 120, w. 54 cm. Kyoto Na-
tional Museum.

At first glance this painting seems to be a Yiian
painting. The figures are superbly realistic, but
there is a rather precarious relationship among
the trees and rocks, suggesting a Japanese origin.
This is one of the few works done in Japan in
this Yilan fakubyd manner.

E

70.  Benzai-ten. Copy of a painting inscribed by
Kogen Shdgen (1294-1364), Original before

1364, Tokyo National Museum.

69, Benzai-ten. Hanging scroll. Ink on silk.
H&j&-in.

Done entirely in ink monochrome, Benzai-ten,
a Hindu deity incorporated into the Buddhist
pantheon and worshiped as the goddess of
music, sits calmly on a wave-swept rock, pluck-
ing the strings of her lute. Techniques used here
anticipate the style associated with Minché at
a later date: the depiction of the aurecle hy
leaving an area of blank silk against surround-
ing wash, coloring the robe with flat areas of
varied ink tones rather than with shading in
ink, the vertical application of modeling strokes
only in the fissures of the rock, and the animated
depiction of the waves.




71, Manju on ¢ Inscription by
Kokan Shiren (1287-1346). Hang-
ing scroll. Ink and color on silk. H.
98.5, w, 42.5 cm. Before 1346, Masa-
ki Art Museum, Osaka Prefecture.
Monju (Mafjuéri} was said to live
on Mount Wu-t'ai amid ten thou-
sand holy ones. Revered as the em-
bodiment of wisdom, Monju was
made an exception in Zen’s general
rejection of traditjonal deities, reflect-
ing the sect’s literary bent, The com-
plicated technique of using gold on
the crown, robe, and orpaments, as
well as the rendering of the figure in
fine lines without shading, is In ac-
cord with traditional Buddhist paint-
ing. On the other hand, the lines
for the lion are slightly accent-
. and the strong shading reveals
familiarity with techniques of ink
painting., Kokan Shiren was a dis-
ciple of Tozan Tanshd (123 1-91) of
Tafuku-ji. A scholar-priest of the
highest order, he served as Taluku-
ji's fifteenth abbot.

72, Moenju, by Takuma Eiga. Hang-
ing scroll. Ink on silk, H. 67.7, w.
41.1 em. Second half of the four-
teenth century. Freer Gallery of Art.
Eiga was a painter ol the Takuma
school, which specialized in Buddhist
painting and adopted elernenis of
Sung painting as early as the begin-
ning of the twelfth century. He was
active during the second half of the
fourteenth century, Iis extant works
range from figure subjects in thc na-
tive yamatg-¢ style to paintings such
as this one in the style of Chinese Sung
and Yian monochrome ink. The
bodhisattva, traditionally identified
as Monju, iss n in an iconographic
attitude—seated on an elephant—
that is more usual for his counter-
part, Fugen, and this identification
may be in error. Light, fluid strokes
are wused throughout, making this
work more typical of the ink painting
manner than any other depiction of
Monju. Yet the harmonious com-
position of the figure in the sctting
indicates Eiga’s background as a
yamalo-¢ painter. This painting was
probably originally the Jeft-hand at-
tendant to a representation of Shaka
in a triptych. It is unigue among
Monju paintings in its having a land-
scape setting.
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Pamntings oF Raxan

One final category of dishakuga is the rakan (arhat in Sanskrit). These legendary Indian
figures represent the ideal of Hinayana Buddhism in having attained enlightenment
and an end to rebirth. That they did so through their own efforts without recourse
to devotional practices gave them a place of honor in the Zen sect. In contrast to
other types of painting which could be used by an individual for his private inspira-
tion, paintings of rakan were used in Buddhist memorial services. Because they were
painted for this more public function, they were rarely inscribed and so it is difficult
to date them. )

Depicted as aged, sometimes weird recluses, rakan are painted in various formats.
The most common is a set of sixteen paintings, one rakan painted in each. Other types
arc diptychs with eight rakan in each painting, and single hanging scrolls that depict
the entire group of sixteen. No matter which format is used, rakan are generally de-
picted in an outdoor setting. Many follow the pictorial styles of Lu Hsin-chung and

" Chang Szii-kung, Sung dynasty painters who specialized in Buddhist painting in the

region of the port city of Ning-po. These painters emphasized the natural setting in
their rakan paintings, and so Japanese paintings of rakan also include landscape ele-
ments not seen in other types of figure painting. Paintings depicting rakan in groups
rather than individually are more interesting as material for the study of ink painting.

In the Sixteen Rakan in plate 73, dated by its inscription to 1362, there is no setting
except for the depiction of a single crane in flight. The figures are of uniform size and
skillfully arranged in a diagonal grouping. In contrast, the rakan in Takuma Eiga’s
painting are placed freely in a mountain landscape (pl. 78). The depiction of the rocks,
pine tree, and waterfall provided the artist an opportunity to express his individuality.
Here the figures are smaller than in the painting of Eiga’s predecessor, Takuma Choga,
and there is an increase in movement and detail in the natural setting.

Paintings that depict the rakan individually tend to be standardized. In order to

correctly represent the rakan and his attendants, many of them are exact copies of certain
Chinese paintings, and are categorized as being in the manners of either the Sung
painter Li Lung-mien or Kuan Hsiu, a late T*ang-dynasty Ch’an painter. Depictions
of individual rakan appear in works by Rydzen (pls. 74-76) and Figa (pls. 78, 84-85),
but the discussion of their stylistic differences will be deferred to the following section
on the individual painters.

The iconographic scheme in the paintings of individual rakan was largely fixed.
Each rakan was depicted in a specific attitude, worshiping a stupa, wearing a head
cloth, accompanied by a tiger, and so on. In style, too, there were specific types derived
from the Chinese models. These paintings were copied countless times, deviating
hardly at all from the original. It was only in the background depiction that the
painter’s originality was allowed to express itself. In the rakan paintings by Rydzen and
Eiga, techniques of drawing trees and modeling rocks were used that, as has been
noted in other paintings, were developing in the second half of the fourteenth century.

73.  Sixteen Rakan. Detail. Inscription by
Sekishitsu Zenkyn (1294-1389). Hanging
scroll. Ink and light color on silk. 1362.
Chishaku-in, Kyoto,

The composition is unusual for a paint-
ing of rakan. Sixteen figures of approx-
imately the same size are arranged in
a diagonal line. There is no background
save the single cranec in flight, and it is
redolent of raigd paintings in which the
Buddhist deities proceed over the moun-
tains to rescue the believer. The addi-
tlon of an inscription, not visablé here,
is also unusual for a painting of this
subject,
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74 (far left). Sixteen Rakan, by Rydzen. The
tenth rakan in a set of sixteen, Hanging scroll.
Ink and color on sitk., H, 113.1,w. 58.8 cm,
Ca. 1348, Freer Gallery of Art,

75 (near left). Sixteen Rgkan, by Rydzen. The
tenth rakan in a set of sixteen. Hanging scroll.
Ink and color on silk. H. 143.5, w. 57 cm. Ca.
1348. Kennin-ji, Kyoto.

Inscriptions on these paintings clearly indicate
their original provenance: the Kennin-ji ver-
sion belonged to Tafuku-ji, and the Freer Gal-
lery set to a subtemple there, the Sansho-ji,
Rydzen's signature appears on the first rakan of
the Kennin-jiset (pl. 76). The Freer version is also
assigned to him because of its similarity in style
and composition to the signed work, Consider-
ing the relatively minor differences in brush-
work and the fact that one set was used at the
main temple and the other at a subtemple, the
two sets may have been done at almost the same
time, the Freer version as a duplicate of the set
now at Kennin-ji. Rydzen is thought to have
accompanied Kempd Shidon to Tofuku-ji from
Kyushu, and these paintings may have been
those recorded as having been dedicated in
1348. They are in the stylistic tradition associ-
ated with Li Lung-mien, in which the rakan are
depicted in a relatively naturalistic manner,
These animated figures show none of the stifl-
ness of Rydzen’s colored icons. The well-drawn
trees and rocks in the background reveal a fa-
cility with ink painting techniques,

76 (right). Sixleen Rakan, by Ryozen. The first
rakan in a set of sixteen, Hanging scroll, H. 143.5,
w. 57 cm, Ca. 1348, Kennin-ji, Kyoto. (See also
captions 74-75.)
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77. Sixteen Rakan. Hanging scroll. Ink
and color on silk. Late fourteenth cen-
tury.

Like the painting in plate 78, this is prob-
ably a work by a painter of the Takuma
school. Here the figures have become
smaller and are arranged naturally in the

landscape. Already the interest in the
landscape seems paramount, but each of
the rakan is depicted In his traditional
iconographic attitude. This painting prob-
ably dates to the late fourteenth century.

Sixteen Rakan, by Takuma Figa.
Hanging scroll. Ink and color on silk,
Chomyd-ji, Kyoto,

One of two scrolls (the other is lost) that
flanked FEiga’s Shaka Triad (pl. 134), this
painting depicts eight rakan with their
various attributes in a setting of trees,

§ rocks, and waterfall. The composition is
¥ very close to that of the rekan paintings of

Eiga’s predecessor Choga, and seems to be
the traditional arrangement, Close to one

I hundred years separate the two paintings,

but the treatment of the background de-
tails is conspicuously unchanged. The
trecs are rendered in a formalized man-
ner, and a similar conservatism can be
noticed in the treatment of the trees as
well as in the rocks depicted by outlines

| and medeling strokes that lack solid de-

lineation. However, the overall impres-
sion of the work, its reliance on tonal
values of ink, is consistent with the flores-
cence of ink painting in the second half of
the fourteenth century.
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- 79, Landscape painting on a sliding screen 80, lLandscape painting on a sliding door,
depicted in the narrative scroll Tdsei eden. 1298. from the narrative scroll Genjé sanzé-e. Ga. 1310
Téshddai-ji, Nara, 30. Fujita Art Museum, Osaka.

Many miniature paintings are found in this The Genjé sanzi-e is another early fourteenth-
scroll, providing valuable information on con- century scroll that is a rich source of material

temporary ink painting, Here, in a detail from
the third illustration in the second scroli, there
is 2 landscape painting that emphasizes fore-
ground elements. The convention of “crab-
claw” branches in the trees and the “boneless”
style brushwork in the mountains are archaic

on ink painting of the time. In this work, how-
ever, it is only in the interior scenes of Chinese
buildings that ink paintings are shown. In
Japanese settings, the interior decoration is in
the Japanese style. In this detail from the sixth
section of the twelfth scroll, there is a coherent

landscape depicted on the screen, It is not cer-
tain, however, that such landscapes were de-
picted in paintings in the independent format
of the hanging scroll at this time.

elemenis of the Northern Sung style.

In contrast to this type of background landscape, which still shows somewhat stiff,
immature brushwork, the miniature screens {gachiiga, “paintings within paintings’)
behind the figures have fully accomplished ink landscapes. Remarkabie for the re-
finement of the ink painting technique are the small paintings on screens behind
the sixth and tenth figures in Rydzen’s set in the Kennin-ji (pl. 75) and the third
rakan of Eiga’s set (pl. 83). Precipitously rising mountains, rendered without model-
ing strokes, and withered trees done in the kappilsu mode of dry brushwork are partic-
ularly striking. The use of the “crab-claw” style for the old trees in Eiga’s painting
clearly indicates that these miniature paintings followed the older style of landscape
painting of the Northern Sung tradition. This style is also evident in the miniature
screens depicted within narrative scroll paintings (emaki) such as the Tosei eden of
1298 (pl. 79) and the Genjo sanzé-¢ done in the first part of the fourteenth century
(pls. 80-81). Since these emaki are pure Japanese paintings, it is immediately apparent

THEMES AND STYLE

81. Reeds and geese in a miniature painting
from the narrative scroll Genji sanzd-e. Early.
fourteenth century. Fujita Art Museum, Osaka.
This scene from the first section of the twelfth
scroll shows a complete composition of the sub-
ject of reeds and geese in the last two panels of
a set of eight sliding screens. The birds are
rendered in ink against a green and white
background and the painting has the flavor of a
Chinese-style bird-and-flower painting.
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82. Manifestation of Amida Buddha at Nacki in
Kumano. Inscription by Nanzan Shiun (1234-
1335). Hanging scroll. Colors on silk, H. 114.3,
w. 51.5 em. 1329, Dannd-hérin-ji, Kyoto.

A suijoku painting, expressing the synthesis of .

Shinto and Buddhist belief, this is consequently
done in a traditional technigue. Nanzan Shiun
was a follower of Enni Ben’en and lived at To-
fuku-ji in Kyoto and Kenchd-ji and Engaku-ji
in Kamakura. The eclectic interests of Zen
priests is indicated by his inscription on a sui-
Jeku painting,

that the landscapes on the miniature screens and sliding doors are derived from a
distinctly different, non-Japanese source. The most likely model for these paintings
in the emaki, as well as for the screens behind the rakan by Rydzen and Eiga, are the
gachiiga in Chinese paintings of rakan and the Ten Kings of Hell imported in great
number at that time. It is doubtful that the Japanese painters were consciously paint-
ing in the Northern Sung style in the miniature paintings, but they must have been at
least aware that the style they used for these “paintings within paintings™ was distinct
from that which they used for background landscapes. Because of this difference, the
miniature paintings were copied exactly and any individual touch or innovation was
suppressed.

Another problem of these miniature paintings is that by their very nature they differ
radically from other landscape paintings, for they werc never intended to be viewed
independently. In both style and function, these small paintings were considered
distinct from the main painting in which they appeared. This accounts for the fact
that the style used in them was not carried over, as a unity, into the brushwork or

compositions of early ink paintings.

THEMES AND STYLE
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83. Sixteen Rakan, by Takuma Eiga, The third
rakan in a set of sixteen, Hanging scroll. Color
on silk. H. 90.7, w, 40.5 cm. Second half of
the fourteenth century. Fujita Art Museum,
Osaka.

Of particular interest here is the landscape
painted on the screen standing behind the fig-
ure. A huge central mountain rising vertically
in the background and the “boneless” brush-
work are elements derived from Northern Sung
landscapes. These archaic styles were preserved
by professional painters in the area of Ning-po,
which was an lmportant port in the commerce
between China and Japan in the fourteenth
century. Barly ink painters in Japan often based
their work on such models. (See also plates 84—
85).

8485, Sixteen Rakan, by Takuma Eiga, The
thirteenth (right) and fourteenth. (left) raken in a
set of sixteen. Hanging scrolls (now framed).
Color on silk. H. 90.7, w. 40.5 em. Second half
of the fourteenth century. Fujita Art Museum,
Osaka.

In most cases, paintings of rakan were copied
exactly from Sung and Yilan models and pre-
serve ancient iconographic forms, showing little
of the painter’s individuality. These paintings,

however, whilc in the same Li Lung-mien tradi-
tien as RyGzen's paintings, are strikingly idiosyn-
cratic. Fmmediately noticeable variations are
the smaller size of the figures and the additional
background elements, Stylistically, the figures
are closer to Japanese style painting, the rocks
and trees have become mannered, and the
colors are heavy and brilliant. Each painting
in this set of sixteen is signed “Takuma Hagen
Eiga.” (See plate 151 for signature.)
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LanDscaPE PaiNTING

Despite the idiosyncratic nature of the miniature “paintings within paintings,” it is

unlikely that the Northern Sung style used for them had no influence whatsoever on
contemporary painting. There are examples of at least an unconscious influence in
brushwork and composition in several paintings. One such work is the landscape by
Kad {pl. 92). Although the mountains in this painting have faint outlines, they merely
delineate shape, serving no organic function in the composition, and the ink wash
tends to flatten the forms. Aligned parallel to the picture plane, they are not con-
vincingly related to the surrounding space, and the painting as a whole lacks a sense
of spatial depth. Distortions such as this in the rendering of volume and depth, un-
noticed in the small scale of the miniature paintings, become conspicuous when
transferred to the larger format of the hanging scroll. This is a telling example of how
crucial the rendering of threc-dimensionality is to the effect of a painting as a whole.

The weakness in this painting is easily discerned in comparison to another of the
rare landscape paintings of the fourteenth century, Landscape in Rain by Gukei (pl. 88).
In this painting, as in a similar pair by this artist, the Landscape with Fisherman and
Woodsutter (pl. 91) that formed a triptych with the White-robed Kannon in plate 49,
the foreground and background are divided by mist in the middle ground. As a result,
they seem at first glance to be in the compositional tradition of Southern Sung paintings
that leave a considerable area of the painting empty, a mode familiar in later Japanese
landscapes. Analyzed more carefully, however, these landscapes by Gukei reveal a
Northern Sung derivation, having none of the refinement that marks the later works
of Josetsu and Shiibun. The compositional technique of placing a central mountain
so as to occupy the entire background of the painting, and lining up the foreground
trees and rocks directly below on a vertical axis, cannot be considered innovative,
but it does overcome the instability that flaws Kad’s painting. Moreover, by obscuring
in mist the lower portion of the main mountain, a sense of space is achieved. Thus,
though there is only a slight difference in date beiween these two paintings, they
indicate a tremendous advance in ink painting during the thirty or forty years that
separate them, from about 1345 to 1375. Although both Gukei and Kad were un-
doubtedly influenced by paintings such as the landscapes by Li T"ang in plates 86-87,
Gukei’s paintings are closer to contemporary works of Yuan China and Korea.

A remote ancestor of these paintings is the Wild Geese Alighting on a Sandbar (pl. 89),
which bears the seal “Shitan® and an inscription by I-shan I-ning, dating it to the
second decade of the fourteenth century. A copy by Kand Tan’yii of a painting from
the same set, Autumn Moon over Lake Tung-t'ing (pl. 90), indicates that this was orig-
inally one of a series of eight on the theme of the “eight views of the Hsiao and
Hsiang rivers,” but today only this painting survives. It shows an inadequate grasp
of volumetric form, and a conspicuous immaturity in the description of the trees and

86-87. Landscape, by Li T’ang. Hanging
scrolls, Ink on silk. H. 98, w. 43.5 cm. Ca. 1130.
Ko5to-in, Daitoku-ji, Kyoto.

These paintings mark the transition from the
Northern Sung styles of Fan K'uan and Kuan
T'ung to the Southern Sung style epitomized
by Ma Yian and Hsia Kuei. Essentially, this
transition is a narrowing of viewpoint from

panorarriic; monumental scenes to intimate
views of isolated motifs, Here, the Southern
Sung formula of dividing the composition
diagonally to concentrate the foreground scene
in one corner is only incipient, and the ap-
proach is still fairly realistic, Kad and Gukei
probably based their landscape painting on
models such as this.
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88. Landscape in Rain, by Gukei. Hanging
scroll. Ink on paper. H. 82.3, w. 32.2 cm. Ca.
1360-75. Tokyo National Museum.

In this landscape, which is similar to those that
flank the White-robed Kannon by Gukei (pl. 91),
the dry brushwork is more noticeable because it
is done on paper, but the method of “boneless™
brushwork is like that used in the landscape set-
ting in the painting of the White-robed Kannon
itself, The composition of this landscape, in
which the fore, middle, and far grounds are
piled up on a vertical axis, is similar to Kad’s
landscape in plate 92 and reflects a Northern
Sung derivation.

89.  Wild Geese Alighting on a Sandbar, by Shitan.
Inscription by I-shan I-ning (1247-1317),
Hanging scroll. Ink on paper. H. 57.6, w.

30.3 cm. Before 1317.

This painting, done no later than 1317, the
year of I-shan I-ning’s death, is the oldest
known landscape in Japanese ink painting.
Copies of other paintings from the same set
indicate that this was originally part of a series
of eight paintings on the theme of the eight
views of the Hsiao and Hsiang rivers. The unsatis-
factory rendering of three dimensions and the
absence of modeling strokes in the rocks in-
dicate that the artist was a Japanese painter
of yamaio-¢ who adopted the style of Sung and
Yiian ink painting. Similar treatment of ink
landscape can be seen in the paintings on
miniature screens that are depicted in the in-
terior seenes in narrative scrolls, The fact that
the composition is more convincing than in
works of a later date, such as Kaé’s landscape
in plate 92, might be due to the simple re-
quirements of the subject: a line of geese de-
scending to the foreground sandbar defines
depth of space, This is the only extant paint-
ing by -the painter Shitan, and nothing is

known of his life. {See plate 150 for seal.)
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the modeling strokes on the rocks. Yet, in that most important quality in landscape
painting, the rendering of spatial depth, this painting succeeds. This is achieved by
careful arrangement of various elements: the diagonal placement of the rock and tree
in the foreground, the line of the river bank, the trees and mountains in the distance,
and the meandering line of descending geese. The composition and brushwork, how-
ever, do not, in all likelihood, derive from the ink painting tradition itself; they are
probably the work of a yamaio-¢ painter who reconstructed a landscape painting in
the Sung-Ytian style by enlarging a painting that he knew from a miniature screen
(gachfiga) depicted in a narrative scroll. In contrast to Kad’s attempt to represent a
foreign landscape, here the painter depicts a Japanese landscape, giving a natural
feeling to the scene. The success of this painting, the earliest pure landscape in Japa-
nese ink painting, is most likely due to the simple elegance of this native scenery.
Its effective use of Chinese “level-distance,” one of the traditional modes of perspective
in Chinese landscape painting, and this pure landscape theme were not revived until
the second stage of Japanese ink painting in the middie of the fificenth century.

Despite the scarcity of extant examples, it is possible to infer from available evidence
that there were two strains of landscape painting in the hanging scroll format during
the early period. One, rooted in the Northern Sung tradition, was learned from the
miniature screens depicted in paintings of rakan and the Kings of Hell. Examples of
this type are the paintings by Kad and Gukei. The second trend can be seen in the
landscape background in figure paintings and in early landscape paintings like the
Wild Geese Alighting on a Sandbar. The first type was developed hy artists who were
Zen priests; the second was produced by artists such as Shitan, Rydzen, and Eiga,
who were originally professional painters of traditional Buddhist icons or yamalo-e
artists. In simple compositions based on yamato-¢ painting, they skillfully interpolated
Sung and Yiian modes of brushwork.

90.  Autumn Moaon over Lake Tung-ting. Copy of
a lost painting by Shitan inscribed by I-shan
I-ning (1247-1317), from the sketches of Kano
Tan’yh (1602-74). Original before 1317, Kyoto
National Museum,

9. Landscape with Fisherman and Woodeuller, by
Gukei. Hanging scrolls, Ink on silk, H. 98.6,
w. 40.3 cm. (See also caption 49.)
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92, Landscape, by Kad. Hanging scroll. Ink on
silk, H. 72, w. 38.3 cm. Before 1345.

93. Bamboe and Sparrow, by Kad, Hanging
scroll. Ink on paper. H. 90,5, w. 30.1 cm. Before
1345. Yamato Bunkakan, Nara.

Among the various identifications of the painter
Kad given in early records, that of the eminent
priest Kad Sonen who spent time in Yian
China is most compatible with the evidence of
paintings such as these. The Bamboo and Sparrow,

bambeo such as Su Tung-p’o, the inclusion of
the sparrow, a living creature, transforms the
subjectinto a Zen theme, An intense animation,
felt in the bird’s eyes and alert pose, suggests the
spontaneously realized awareness of reality that
is the quest of Zen. In the Landscape, the forms
of the mountains are not fully understood, and
the painting is flawed by inccherent spatial
representation as a result, Its composition derives
from the Northern Sung tradition, paintings

like the HAanzan in plates 30-31, is inforced by such as Li T’ang’s in plates 86-87 probahly

a Zen spirit; the Landscape and his White-robed providing the model for this work, The brush-
Kannon (pl. 48) are clearly derived from Chinese work, in contrast to that in the Wild Geese
paintings. While the Bamboo and Sparrew is unde- Alighting on a Sandbar (pl. 89), reveals a solid
niably in the tradition of literati painters of grasp of ink painting technique,

Birp-anp-FLower Pamnting

Bird-and-flower painting (kachdga), a traditional category in the Far East, includes
subjects such as flowers, grasses, trees, birds, and animals. Two main types can be

distinguished according to the way in which the subject is conceived. The first depicts-
the subject in a large-scale, close-up view. The second treats the subject at a distance

in a realistic setting. Paintings of the first type tend to treat a single motif in isolation,
emphasizing exact representation. In the second type, the subject is often depicted
in groups and attention centers on the natural environment; as a result, this type
approaches the genre of landscape painting. Representative examples of the two types
are quite different, but there are many works that fall into a middle ground and are
difficult to categorize,

Two paintings displaying affinities with landscape painting are the two Rocks and
Bamboo in plates 94-95, inscribed by I-shan I-ning and Ch’ing-cho Chéng-ch’eng.
Both have been traditionally considered Yiian paintings, attributed to an artist named
T’an Chih-jui (Dan Shizui). This painter, however, scems to have been invented
in the fifteenth century by Japanese connoisseurs. When these paintings are compared
to a Yilan painting of the same type in plate 96, a certain lack of finesse is noticed.
While undeniably based on Yilan models, these two paintings, bearing inscriptions
by Chinese priests who had come to Japan, were no doubt produced in Japan. Common
to the two are the motif of an eroded calcerous rock, a composition confining most
of the elements to one side, and the technique of representing the bamboo grove by
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using two tones of ink to render the overlapping of the branches. It may seem strange -

that these paintings, with their refined compositions and emphasis on polished brush-
work, are carlier than the ponderous landscapes of Kad and Gukei, but this puzzling
situation is explained by the way Chinese paintings were used as models in the early
period. Paintings of bamboo and rocks were derived directly from Chinese paintings
of that subject, and landscapes were taken from models of landscape themes. Specific
modes were rigidly followed, and there was no synthesis or assimilation of the dif-
ferent techniques or aesthetic conceptions in the various types. Paintings of bamboo
and rocks were an important genre in the early period, and are found on the miniature
screens and sliding doors depicted in emaki of the fourteenth century,

The fact that bird-and-flower paintings focusing on an isolated subject were done
at a surprisingly early date in Japan is known from a late thirteenth-century diptych,
Plum Blossoms (pls. 98-99). Both paintings were inscribed by the Tafuku-ji priest Hakuun
Fgyd, and the inscriptions are recorded in the anthology of his writings. Yet a close
comparison of the paintings reveals slight differences in style. In the lefi-hand painting,
buds sprout like sharp claws from a branch rendered in the “boneless” brush mode,
and the lines defining the petals are fine and precise. In the right-hand scroll, on the
other hand, there is a tortuous feeling in the downward thrust of the branch, and
despite the linear rendering of the thick branch with its sharply angular form, the
image suffers from a lack of strength; the blossoms, too, although drawn with animated
lines, reveal a lack of understanding of organic form. The right-hand scroll is signed
Inkokushi Egyo (“Egyd of the Hidden Valley’'), The left-hand painting lacks a signa-
ture, and the placement of the inscription is slightly different. A strict comparison of
the calligraphy indicates that it, too, might be by another hand. In view of these
various discrepancies, it seems reasonable to interpret the left-hand scroll as a Sung
painting and the right as a painting done in Japan to match it. Today this pair is
arranged in a triptych, flanking the Skaka Descending the Mountain in plate 54. This
pair of paintings elucidates the relationship between imported Chinese paintings and
the early Japanese ink paintings derived from them. It is remarkable that paintings
with this much command of ink painting technique were being done as early as the
end of the thirteenth century.

Another favorite motif in early ink painting was small birds with bamboo, plum
branches, or withered trees, as in the two early examples by Kad (pls. 93, 97). Also
in this mode are the Wagltail on a Rock inscribed by the Kamakura priest Taiki Genju
(pl. 100) and the Heha Bird with inscription by Sekishitsu ZenkyG (pl. 101). Kad’s
paintings are quiet, simple compositions. Although there is a certain naiveté in the
depiction of the birds and the branches, the paintings have a seriousness, an almost
elegant austerity. In the two later works (pls. 100-101), the branches are rendered with
sophisticated brushwork, and the birds, animated by powerful or sprightly brush-
work, are also notably polished. A similar change, from simple painting informed by
an intensely religious spirit to that dominated by the aesthetic appeal of polished

THEMES AND STYLE

brushwork, has already been noted in landscape and figure paintings, but it is espe-
cially striking in these bird-and-flower paintings, possibly because of the nature of the
subject. Perhaps the ultimate in refinement are the works of Tesshfi Tokusai. His
paintings of orchids (pls. 102-3), done daily as a religious discipline, the two paintings
of Reeds and Geese (pls. 106-8), and the Gibbon in the style of Mu-ch’i (pl. 104) are all
done with extremely polished brushwork, and the compositions are remarkably co-
herent. The orchid paintings are derived from Yiian paintings by painter-monks such
as Hsiteh-ch’uang P’u-ming and Tzu-t’ing Tsu-pai. In their refinement, they represent
nearly a century’s progress in Japanese ink painting in the bird-and-flower genre.
Tesshii’s achievement was inherited in the early fifteenth century by Gyokuen Bomps.

The Peonies in plate 109 is an unusual bird-and-flower painting for the early period.
This is a lightly colored painting in which three huge peonies are set among rocks in
foreground and background. Two small insects hover in the space at upper left. If
the writer of the inscription, signed “Tung-ming,” is taken to be Tung-ming Hui-jih
(Témyd E’nichi), the Ts’ao-tung (S6t6) master who came to Japan in 1309 and taught
in the temples of Kamakura, this painting must be no later than 1340, the year he
died. This seems quite early for this type of colored bird-and-flower painting, but
it is not inconceivable. Similar painting can be found on the screen depicted behind
the emperor Goshirakawa in a thirteenth-century portrait (pl. 105). Such colored
bird-and-flower paintings seem not, however, to have been favored in early Zen
circles, and this type of painting lay dormant until revived in the second half of the
fifteenth century by Sesshil and painters of the Soga and Oguri schools.

Also unusual is the White Heron by Rydzen (pl. 131). It stands alone in the fourteenth
century, with nothing quite like it in earlier or later extant paintings. The heron,
stalking a shallow marsh in search of food, is left unpainted, its form skillfully reserved
against the surrounding ink wash. Sharp eyes, beak, and legs are finely detailed in
dark ink. The ripples stirred up at the bird’s feet and in the upper part of the painting
are free from siylization. In the lower right, a few rocks and grasses are touched in
with “boneless” brushwork. '

Kad’s Oxen (pls. 122-23) is also rather anomalous. The subject probably derives
from a favorite Zen allegory, the “ten stages of oxherding.” Here the austerity that
marked Kad’s paintings of birds in bamboo and plum branches is missing, The
landscape setting is related to the backgrounds seen in contemporary figure paintings.

Since there is such a wide variety of types among the relatively few surviving bird-
and-flower paintings of the early period, it is impossible to trace a coherent develop-
ment. This situation is the result of these paintings being based on specific Chinese
models of various styles. Within this limitation, however, the trend observed in other
types of painting, from crude, imitative work to freely executed ink painting, can be
seen here also. To view this development from another standpoint, technical progress
was not always accompanied by spiritual content. In fact, it is in the earlier works that a
true Zen flavor can be discerned. '
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94, Rocks and Bamboo, Inscription by I-shan I-ning
(1247-1317). Hanging scroll. Ink on paper. Before
1317,

Light strokes render the connecting ground between
two groups of bamboo and rocks in the foreground of
this semewhat squarish pictorial space. A unity of
poetry ane painting is emphasized by the effective
placement of the poem done in Ishan’s cursive calli-
graphy. Although the bamboo and rock are well
painted, the forms are flat and lack substance. Neither
is there a sense of spatial recession. For a work of this
carly date, however, it is a skillful rendering of a
natural scene. Possibly the painting as well as the poem
is from the hand of I-shan I-ning.

95. Rocks and Bamboo. lnscription by
Ch'ing-cho Chéng-ch’eng (1274-1339). Hang-
ing scroll, Ink on paper. H, 53, w. 29.1 cm,
1336-39. Nezu Museum, Tokyo.

The date of this painting can be deduced
from the inscription by Ch’ing-cho Chéng-
ch’eng, a priest who came to Japan in 1326

and died in 1339. The immature phase of

Japanese ink painting is characterized by an
inadequate grasp of natural form, such as can
be seen here in the flat rendering of the rocks
and the repetitious piling up of modeling
strokes, However, at a time when landscape
was painted only rarely, it is remarkable that
paintings with such a strong flavor of pure
landscape painting were produced. This is
due to the phenomenon of literati taste in
Zen monasteries, which inspired an ap-
preciation for paintings of bamboo in ink.
Thus paintings such as this were copied
faithfully from Chinese models while the

demand for original landscape painting re- | 2

mained small,
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96. Bamboo Grove. Inscription by Chien-hsin
Lai-fu (d. 1391). Hanging scroll. Ink on paper.
Before 1391, Seikadd, Tokyo. -

Paintings like this served as models for the
paintings illustrated in plates 94-95. It may be ;
a slightly later work than these paintings, judg- '
ing from the dates when the priests who
inscribed the paintings died, but its close resem-
blanee to these Japanese paintings indicates that
there was not a great technical difference be-
tween Chinese and Japanese works in this genre,
but here there seems to be a greater feeling of
pure landscape painting and a sense of spatial
recession in the line of the river bank and the
depth of the bamboo grove. |

97,  Sparrows gnd Plum Branches, by Kab. Hang-
ing scroll. Ink on paper. H. 84.9, w. 32.2 em,
Before 1345, Umezawa Memorial Gallery,
Tokyo, :

This painting is probably a mate to the painting
of a sparrow and bamboo shown in plate 93.
In contrast to the repose and latent energy of |
that painting, here the scene is of a complemen- [
tary activity. The entire natural world is sym- 1
bolized by the combination of such antithetical
forces. This pair is thus a classic expression of the
Zen tenet that the nature of the Buddha is to be
124 found in all of creation, (See plate 142 for seals.)
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98-99, Pium Blossoms. Inscription by Hakuun
Egyb (1228-97). Two hanging scrolls. Ink on
paper. H. 782, w., 28.4cm. Before 1297.
Rikkyoku-an, Téfuku-ji, Kyoto.

There are differences in both paper and brush-
work between these two paintings, now com-
bined with the Shoka Descending the Mountain
in plate 54 to form a triptych. In the right-
hand scroll, the painting is done against a
horizontal wax impression of a peony in a
vage, This incongruity was overlooked in the
concern to use such precious Chinese paper
regardless of its suitability to the vertical for-
mat. The left-hand scroll is probably a Chinese
painting of the Yiian period, the right-hand one
a copy done in Japan and an exemplary early
ink painting of a bird and flower subject.
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100. Wagtail en a Rock. Inscription by Taiki
Genju. Hanging scroll. Ink on silk, H. 8L.1, w.
35 e, Ca. 1374,

The brush style here is more refined than in
Kad’s work (pl. 93). A carefree élan enlivens
the deftly defined bird, the simple dry brush-
work of the rock, and the two withered branches
rising in animated isolation to fill the entire
left portion of the painting. Such spirited
naiveté is characteristic of amateur painter-
priests, and the painting as well as the poem
is probably the work of Taiki Genju, The dates
of his birth and death are unrecorded, but he is
knewn to have come to Kamakura in 1374 after
he returned from China, where he underwent
training from masters such as Yileh-chiang
Ch’éng-yin, and Ling-shih Ju-chih, He is said
to have declined the shogunate appointed post
as head of Jochi-ji in Kamakura.

THEMES AND STYLE

101. Haha Bird, Inscription by Sekishitsu Zen-
kyii (1294-1389). Hanging scroll. Ink on paper,
H. 35.6, w. 33.3 cm, Before 1389,

Motionless and with head turned back, a bird
perches firmly on a sharply drawn branch. Its
keen gaze toward the lower right crosses the
upward rising line to the left of the branch. At
nearly a right angle to this thin branch, a strong
line of a thicker branch parallels the line of
(the bird’s body, giving the compesition great
stability, The sure grasp of three-dimentional
form here is a.characteristic not seen in early
ink painting. Sekishitsu Zenky@ was a disciple
of Ku-lin Ch’ing-mao and lived at Tenryii-ji in
Kyoto and at Engaku-ji in Kamakura.
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102, Orchid and Bambao, by Tesshii Tokusai., Hanging scroll. Ink on paper, H.
40, w. 32.6 cm, Before 1366. Gotd Art Museum, Tokyo.

The orchid paintings of Tesshi Tokusai (d. 1366) are based on those of the
Chinese painter-priest Hsiieh-ch'uang P'u-ming, which he studied in China,
Tesshit's paintings are ¢xpressive in contrast to his models, which weze basical-
ly realistic, a quality of Chinese painting in general. This approach to the sub-
Ject was also true of Tesshi's follower, Gyokuen Bompé. The long leaves of the
orchid are rendered frecly but without ostentation in wet dark-bluish ink, and

the bamboo is forcefully executed. A sense of spontaneity animates the work,
(See plate 146 for seal.)

103.  Orchid, by Tessht Tokusai, Inscription by Gidé Shashin (1326-88).
Hanging scroll, Ink on paper. H. 51.3, w. 32,6 cin. Before 1366,

Among the many paintings of orchids by Tesshia Tokusai, this one conforms
most faithfully to the canons of Chinese brushwork. Tts beauty is enhanced by
the calligraphy of Gido Shishin’s inscription. The two were close [riends, fel-
low disciples of Musé Soseki. The X uge mikkashi, Gido’s diary, contains as
many as four poems that refer to Tesshi’s paintings of orchids and grapes,
indicating the high esteem in which these works were held during the paint-
er’s lifetime, The essence of nature is poignantly expressed in this detail of the
opposing elements of the massive rock, rendered in dry abrasive strokes, and
the fragile, supple plants growing in its shadow. The resiliant strength of the
leaves and the cursive calligraphy give this work great vitality.
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104.  Gibbon, by Tesshii Tokusai. Inscrip-
tion by Takuan S6hd (1573-1645). Before
1366.

This painting is one of the oldest paint-
ings of this subject in Japan. Mu-ch’i’s fa-
mous painting in the Daitoku-ji collection
can be seen as a prototype, but the pene-
trating realism of that work is only faintly
preserved here. Rather, it is the spiritual
content that is emphasized in this depiction
of the gibbon reaching for the reflection of
the moon, an allegorical reference to the
search for enlightenment. The refinement
of brushwork is unexpected for this type of
painting, but this is a characteristic of all
of Tesshit’s paintings,
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105. The Cloistered Emperor Goshirakawa. Detail, Hanging scroil. Color on
silk, H, 134.3, w. 84.7 cm. Second half of the thirteenth century. My6hs-
in, Kyoto,

This, the oldest extant portrait of Emperor Goshirakawa (1127-92), is a
masterpicce of native Japanese ( yamato-¢) portraiture. In the background, a
pillar separates two paintings on sliding doors, Flowers and a biue magpie
at the right and, at left, rocks, flowering plants, and several magpies are
painted in Sung academic style. Shading is meticulously applied to the rock,
the birds are delineated in fine lines, and there is an overall decorative im.
pression in these miniature paintings, It is not certain that such fower and
bird themes were regarded as independent subjects for painting in hanging
scroll formats, but this painting shows that there were artists capable of high
quality work in this genre when there was a demand for it, Yet, like the
landscape painting on the miniature paintings on the screens behind the
figures in rakan paintings, this probably did not develop outside the in-
cidental context of such paintings within paintings (gachiiga).
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106-7 (far left). Reeds and Geese,
by Tesshii ‘Tokusai, Pair of hang-
ing serolls. Ink on paper. Before
1366.

108 (left). Reeds and Geese, by
Tesshii Tokusai. Hanging scroll.
Ink on silk. Before 1366.

Famed primarily as a great paint-
er of orchids, Tessha Tokusai (d.
1366) also frequently painted the
theme of reeds and geese, The ver-
sion in plate 108 is very close in
feeling to the pair of scrolls in
plates 106-7, revealing a common
appreach favored by this painter,
In the foreground are small rocks
and spare indications of a bank of
land. Poses of the birds are com-
plementary. Countering the depie-
tion of a goose in flight or one gaz-
ing skyward are introverted figures
of birds pecking for food or nestling
into a wing in sleep. Although the
reeds are few and simple, they
amply evoke a marsh setting. The
softness of feathers and a sense of
volume is rendered by layers of
ink of varying tonal values. Rich-
ness of the ink can be felt as well
in the guickly executed reeds,
Tesshit Tokusai’s facility in vary-
ing ink tones enlivens these paint-
ings, making them among the most
sophisticated ink paintings of the
carly period.
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109.  Peonies. Inscription by Tung-ming Hui-jih
(1272-1340). Hanging scroll. Ink and color on
silk. Before 1340.

This painting is unusual for a bird-and-flower
painting of the early thirteenth century. It ad-
heres to the Yiian style of bird-and-flower paint-
ing in its detailed drawing and sensuous color,
but the brushwork is not particularly polished.
The composition is not arranged to make the
large blossoms stand out as in similar Ytan
paintings. Other characteristics of Japanese es-
says in this mode are the awkwardness of the
drawing of the leaves and the absence of proper
modeling strokes in the rocks.

THE PAINTERS

From the beginning of its history, Japanese Zen had a strong literary bent. Ultimately,
with the formation of literary societies from about the end of the fourteenth century
to the middle of the fifteenth, literary activities overshadowed religious practice, and
the study of Chinese literature became a major aspect of monastic life. The story is
well known of how the fifteenth-century reformer Ikkyl Sojun walked the streets of
Kyoto with a bamboo sword, proclaiming that the Zen monks of his day, like bamboo
swords, were hollow and without edge, merely stand-ins for the genuine article. Such
scholarly tendencies are evident, in fact, as early as the mid-fourteenth century. For
instance, Gidd Shiishin (1326-88), in his diary Kige nikkoshi, admonishes his followers
against turning to literary pursuits. This trend began at the end of the Kamakura
period (1185-1332) with the Introduction of Yiian Ch’an literature by monks such as
Chu-hsien Fan-hsien (Jikusen Bonsen), Getsurin Déké, and Chiigan Engetsu, all
disciples of the venerable master Ku-lin Ch’ing-mao who formed a group known as
Kongd Toka (“Bannermen of the Fajra’”). Ku-lin Ch’ing-mao, renowned as a writer
and as a calligrapher, was eagerly sought out by Japanese monks who traveled to China.

Tt is generally held, however, that the Yiian emigré I-shan I-ning (in Japan 1299-
1317) played a significant early role in making Zen temples centers of Chinese literature
and art. His cursive calligraphy was especially esteemed, and there are more extant
paintings with his inscriptions than of any other priest. Here, skirting the question
of whether or not it was he who initiated Zen literati culture, we shall examine some
of the paintings he inscribed for what light they shed on the scope of his cnltural
interests.

PainTiNGs InscriBED BY [-sman [-NiNG

I-shan I-ning arrived in Japan in 1299, and by the time of his death in 1317 had pre-
sided at such important Zen temples as Kencho-ji and Engaku-ji in Kamakura, and
Nanzen-ji in Kyoto. Of the ten paintings with his inscription discussed here, which
are richly varied in subject and style, only four are by artists whose names are in-
dicated on the paintings themselves: Wild Geese Alighting on a Sandbar by Shitan, the
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110, Shinkei Shinin. Inscription by I-shan I-
ning (1247-1317). Hanging scroll, Colors on
silk, H, 91,5, w. 53 em. Before 1317, Shomyo-
ji, Kanagawa.

Shinkai Shénin, also known as Mydshabo,
established Shomyd-ji as a temple of the
Shingon sect, He died in 1304 at the age of
seventy-two. It is uncertain whether this paint-
ing, which must have been inscribed before
1317, the year of I-shan I-ning’s death, was
painted during the master’s lifetime or as a
posthumous portrait, Exactly as in Zen por-
traits, the full figure is shown in a Chinese-
style chair, and the drawing emphasizes the
ink lines. But the lack of space at the top in-
dicates that it was not intended to include an
inseription, an essential element in chinsd. The
great breadth of I-shan I-ning’s interests and
influence is indicated by his inscription on this
portrait of a Shingon priest. The two men
were closely related as leading intellectuals of
the late Kamakura period.

chinsé of Muhon Kakushin by Kakue, the Nyoirin Kannon by Kikkei, and the Daruma
on a Reed by Li Yao-fu (Rigyofu), probably a Yian artist who came to Japan. Since
no two of these paintings are by the same artist, and the rest anonymous, it is
impossible to discern a special relationship between l-shan I-ning and any one artist.
On the other hand, the fact that as many as four artists are associated with I-shan
testifies to his prominent interest in the arts.

Among the chinsé he inscribed are the portrait of Muhon Kakushin (pl. 13), close
in style to traditional Japanese portraits, and that of Shinkai Shénin (pl. 110). The
latter portrays a Shingon priest and is thus not a true ¢kinsd, but it is done in the manner
of Zen portraits and is stylistically close to Sung painting. Figure paintings with I-
shan’s inscriptions are widely varied, beginning with the Ayoirin Kannon in plate 111,
which is an orthodox Buddhist icon of the Six-armed Kannon that can in no way be
associated with Zen ideas. The White-robed Kannon in plate 42 is a colored painting,
but ink painting techniques are used in the trees and rock. Similar to this in'iconog-
raphy and composition is the Daruma in plate 21. Another painting of Daruma,

111, Nyoirin Kannon, by Kikkei. Inscription
by I-shan I-ning (1247-1317). Hanging scroll.
Color on silk. H. 101.6, w. 54.3 cm, 1307,
Maitsuo-dera, Kyoto,

This traditional Buddhist icon is strongly
influenced by Sung painting in both style and
icomography. Slight shading on the robe and
body, and the extremely fine line drawing
are unmistakable Sung characteristics. The
calligraphy is rather stiff compared to other
examples of I-shan I-ning’s work, but this is
probably a change made in response to the
subject of the painting.

shown beneath a cliff (pl. 112), is a profile image enlivened by tonal variations of
dilute ink lines that concisely capture the form. Other renderings of Daruma are the
Daruma on a Reed depicting a hooded figure in effective light ink lines (pl. 113) and
another version of this iconographic type showing the figure bare-headed in expert
hakubyo style (pl. 20). Two works are of landscape themes, Wild Geese Alighting on a
Sandbar (pl. 89} and Rocks and Bamboo (pl. 94). Other interesting paintings, known
only through later copies, are the Kanzan in plate 33, the Ox in plate 114, and the
Lotus in plate 115. In addition to these inscribed paintings, an inscription by I-gshan
I-ning that was attached on a separate piece of silk to a lost imaginary portrait of
Shatoku Taishi (574-622) survives as a fragment. This extremely diverse group of
works reveals no dominant preference. The fact that serveral of the paintings did not
originally allow space for the addition of an inscription suggests that I-shan I-ning’s
literary bent was a step ahead of the times, and that it was he who fostered the practice
of adding poetic inscriptions to paintings, encouraging a literati trend in Zen circles.
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112, Dgruma. Inseription by I-shan I-ning
(1247-1317). Hanging scroll. Ink on silk, H.
74.5, w. 29.1 cm, Before 1317,

Like the other portrait of Daruma inscribed by
I-shan I-ning (pl. 21), this painting depicts him
meditating beneath a tree. This version is dis-
tinguished by the sophisticated composition pre-
senting the patriarch in exact profile. Mature
ink painting technique can be seen in the
“boneless” line depicting branches of the over-
hanging tree and delineation of the shoulders
and knees in single strokes of the brush. Not
only the inscription but alse the painting may
have been done by Ishan I-ning, who em-
braced the artistic and philosophical attitudes of
the Yiian literati,

113, Daruma én a Reed, by Chi-t'ang Li Yao-fu
(Kidd Rigydfu). Inscription by I-shan I-ning
(1247-1317). Hanging scroll. Ink on paper. Be-
fore 1317.

In contrast to the painting in plate 20, this ver-
sion is done in relaxed lines with refined brush-
work, Also new is the technique of “blown ink™
that can be seen on the face and part of the
hem. The painter who signed himself Chi-t'ang
Li Yao-fu has heen linked to I-shan, and is pre-
sumed to be a Chinese painter who emigrated
to Japan. The theory that he was a Yilan paint-
er is supported by the soft brushwork and quiet
maod of this painting, unusual in Japanese ver-
sions of this theme,
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115, Lotus. Copy of a lost painting jnscribed
by lshan l-ning (1247-1317). Original before
1317. Tokyo National Museum.

114, Ox. Copy of a lost painting inscribed by
I-shan I-ning (1247-1317)., Original hefore
1317. Tokyo National Museum.

This is another example of the wide variety of
paintings inscribed by I-shan I-ning, Of course,
all such copies may not have been made from
authentic works, but at least they give some.
idea of the varied subjects of interest of this Zen
prelate,
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Mokuan

Along with Kad, Mokuan Reien is one of the rare major painters of the early period
whose biography can be reconstructed and whose paintings survive in more than
one or two examples. Some time between 1326 and 1328 Mokuan went to China and
never returned, dying there around 1345. He was long thought to be a Chinese painter,
and is so listed as early as the mid-fifteenth century in such Japanese sources as the
Kundaikan sochoki, a critical classification of painters initially compiled by Noami, the
shogun’s artistic advisor, No paintings are known from the time prior to his departure
for China, and in the strictest sense it is questionable whether he should be considered
an early Japanese ink painter at all.

The most detailed information about Mokuan is found in Gidd Shiashin'’s diary,
Kage mikkoshd, from which we learn the following: Mokuan’s name was originally
Ze’itsu, and he was a disciple of Kenzan Siiki (1286?-1323) of the Jochi-ji in Kama-
kura. Crossing the sea to Yitan China, he sought out such famous Ch’an masters as
P’ing-shih Ju-ti at T’ien-t'ung-shan, Yiich-chiang Chéng-yin at A-yii-wang-shan, and
Liac-an Ch-ing-yti and Ch’u-shih Fan-ch’i of Pén-chiieh-ssu at Shou-shan, all in
southern China. His skill in painting was soon recognized, and he was renowned from
the time he was at Ching-tz’u-ssu in Lin-an. Once, when Mokuan visited the Liu-
t'ung-ssu at West Lake, a monastry revived by Mu-ch’i and later maintained by his
disciples, the abbot joyfully greeted him, as though he had been expecting his arrival.
The abbot told of @ dream he had had the previous night in which he had envisioned
Mu-ch’i returning to the monastery. Mokuan was thereupon recognized as the re-
incarnation of Mu-ch’i, and presented with the seals he had used.

Later Mokuan is known to have done paintings of the twenty-two patriarchs of the
Zen sect, which were inscribed by Ch’u-shih Fan-ch’i, who had become abbot of the
Pén-chueh-ssu monastery in 1343. Judging from a farewell poem addressed to him
about ‘that time by Ch’u-shih, Mokuan was planning to return to Japan, but un-
fortunately he died in China before he could do so, a great loss to Japanese ink painting.

Five works will be considered here to assess Mokuan’s painting style: the Four
Sleepers, a work bearing his seal and famed for centuries (pl. 29); two depictions of
Hotei, one inscribed by Liao-an Ch’ing-yi (pl. 117), the other by Yieh-chiang Chéng-
yin (pl. 116); and two paintings of the White-robed Kannon inscribed by P'ing-shih
Ju-ti (pl. 46) and Liao-an Ch’ing-yii (pl. 47). The “four sleepers” depicted in the
painting of that title are the eccentric T’ang-dynasty Zen monk Bukan (Féng-kan),
the tiger he is said to have ridden much to the amazement of his fellow monks, and
Kanzan and Jittoku; all are sleeping blissfully, the epitome of repose. The ink lines
in Mokuan’s soft, dry kappitsu brushwork are extremely facile, and create the impres-
sion that the four are a single body. In the foreground, scattered clumps of grass
and rocks and a bank of earth solidly render the ground plane. In the left background,
withered branches hanging from a cliff are painted in darker ink. This arrangement

143




- ﬁ

THE PAINTERS | THE PAINTERS

116, Hotei, by Mokuan, Detail. Inseription by
Yiieh-chiang Chéng-yin (1267-1350). Hanging
scroll. Ink on paper. H, 114, w, 48.8 cm. GCu. |
1333. |
A few strokes with a dry brush boldly render
Hotei’s magnitude. In the tradition of abbre- |
viated figure painting (gempitsu-tai) and “ap-
parition” painting (méré-tai) that developed in
Sung Ch’an circles, this painting has an ethereal |
quality which offsets the great weight and size of |
the figure. Mokuan studied with Ytieh-chiang !
Chéng-yin, who wrote the inseription at Mount |
A-yii-wang in Ning-po. With Ch’u-shih Fan-
ch’, he is considered one of the greatest Ch’an
masters of the Yitan period, The inscription was
written on a separate sheet of paper, making it i
i difficult to discuss a direct relationship between I‘.
| the painting and the inscription. |

of figures framed by a background cliff is a standard composition of the time, but
there is a refinement in this work, foreign to contemporary Japanese works, that is |
. characteristic of Mokuan. Nothing is known of Hsiang-fu Shao-mi who wrote the
j inscription, but he was probably a Ch’an priest of the Yilan period. |
i The two paintings of Hotei are in the abbreviated manrer of a group of Sung figure
paintings typified by the work of the obscure mid-thirteenth century painter Chih-wéng |
(Chokud; pl. 55). The two paintings of Hotei differ in that one uses wet brushwork
I and the other dry, but in both, the expressive rendering of the face and animation
| of the figure are in no way inferior to Chinese painting. Mokuan’s genius for capturing |
I the human figure is easily appreciated in comparison to such later paintings as Gukei's
Hotei in plate 125, In Mokuan’s paintings the figure is realized without any unnatural-
ness or superfluous lines. In the White-robed Kannon (pl. 46}, probably executed shortly ‘
after his arrival in China, the sharpness of Mokuan’s line is not as conspicuous be- |
! cause the painting is on silk. Again the image is perfectly realized: a nimble figure
of Kannon seated at the edge of a rock is unified by rich ink tones with the concisely |
rendered cliff and waterfall. The Lin-chi Gathering Pine Fagots in plate 118 can be at- ;
tributed to Mokuan although there is no seal or signature. Yieh-chiang Chéng-yin,
who inseribed Mokuan’s Hoter, wrote the inscription [or this painting, and the fluent | ,
144 drawing in tactile brushwork with dark, dry ink is akin to that seen in the Four Sleepers. i 143
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117, Hotei, by Mokuan. Inscription by Liao-an
Ch’ing-yii (1288-1363). Hanging scroll. Ink on
paper. H. 80.2, w. 32 cm. Before 1345, Atami Art
Museum.

In contrast to the painting inscribed by Yieh-
chiang Chéng-vin in plate 116, this figure is drawn
with a wet brush. Both have the ethereal quality of
abbreviated figure painting, and exhibit the great
range of Mokuan’s technical expertise in manipulat-
ing tonal values of ink and varying the quality of
lines. Liao-an Ch'ing-yii, who also inscribed
Mokuan's White-robed Kannon (pl. 47), was closely
connected with the artist. (See plate 144 for seals.)

By hiding the face, the painter gave the figure an arresting sense of spiritual tension,

Although there are other paintings associated with Mokuan, such as the Heron
supposed to have been copied by Noami and Sesson, and paintings of gibbons, geese,
dragons, and tigers mentioned in old records, these are all questionable, and the
most appropriate assessment of Mokuan is that he specialized in figure subjects re-
lated to Zen. From the [act that he was considered an incarnation of the great painter-
priest Mu-ch’i, and the record of such a major project as the portraits of twenty-two
Zen patriarchs, it seems that painting was a serious undertaking for Mokuan. On
the other hand, the primacy of his religious endeavor is emphatically suggested by

-his pilgrimages to various temples where he underwent training from great Ch’an

masters. The impression is inescapable that Mokuan was a painter whose art was
an avocation that grew out of his religious practice. Beneath the intensity and religious
content in his paintings is the personality of Mokuan the Zen monk.

118, Lin-chi Gathering Pine Faggots, at-
tributed to Mokuan., Inscription by
Yiieh-chiang Chéng-yin (1267-1350).
Ca. 1333.

This image of Lin-chi (Rinzai), founder
of one of the most influential schools of
Zen, typifies the humble state and ec-
centric mien attributed to figures of
Zen legend. The visual conceit of de-
picting the patriarch with his back to
the viewer emphasizes these unworldly
characteristics, Vitality and strength
inform the light, simple brushwork.
Although there is no seal or signature
to identify the painter, the inscription
Yiieh-chiang Chéng-yin links the work
to the monastery at Mount A-yli-wang,
supporting the attribution of this work
to Mokuan.
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Kad

Kag has traditionally been considered the father of Japanese ink pamtrng There is
still disagreement, however, as to his true identity. On the one hand, he is taken to be
the eminent painter-priest Kadé Sénen, and on the other to have belonged to the tradi-
tional painting school of the Takuma line under the name of Kad Ninga; the latter
theory is based on the fact that a seal found on his paintings, slightly below the one
readmg “Kad,” is construed as “Ninga,” and the character for ga is traditionally
used in the names of Takuma-school painters (pls. 142-43). Furthermore, because
the name Kad has been renowned for centuries, the work of several other artists has
been confused with his, Two of the more common theories identified Rydzen and
Shitan as pseudonymns of Kad. Before taking up the problem of Kad's identity,
however, let us first examine his paintings.

Kad’s masterpiece is certainly the painting of Kanzan in plate 30. Standing beneath a
huge pine, shabbily dressed, hands clasped behind his back and great sleeves dangling,
the unworldly hermit is vividly evoked. Thick strong lines of dark ink outline the
figure concisely, and rough strokes of ink wash render the volumes of the lower robe
and tree. The feet and hair, done in sharp, abrasive strokes, become accents in the
painting. The nonchalant face, free of worldly concerns, well expresses the spirit of
this untrammeled recluse. The prototype for this work is probably to be found in a
Yian painting inscribed by Ta-ch’ien Hui-chao (pl. 119), which is nearly identical
in figure type. Note, however, that Kad’s brushwork is superior to that of the Chinese
product, a good indication that Kad was far above the ordinary run of painter. The
same figure type is seen in another painting of Kanzan, this time without background
(pl. 31), and in a pair of paintings depicting Kanzan and Jittoku (pls. 120-21), though
the brushwork is not as masterly as in the version described above. Likewise, Kad’s
Priest Rensu (pl. 35) does not given an impression of great strength because, in its
present condition, the ink tones have become very pale, but it is nevertheless a keen
depiction of this Zen eccentric’s openhearted delight at snaring a shrimp.

The Bamboc and Sparrow (pl. 93) and the Sparrows and Plum Branshes (pl. 97) are so
similar in brushwork that they may have been a pair. A complementary balance is
set up between them: in one, an expertly drawn bird is poised for flight on a rock in
the lower left corner, over which a bamboo branch is forcefully executed in strong
dark brushstrokes; in the other, a livelier painting, three animated sparrows are depicted
around a central arc of a blossoming plum branch. There is an antithesis here of stillness
and motion, of potential and active energy. In these small paintings, one feels that

+ some basic principle of nature has been perfectly expressed. Representing the essence

of nature in a single branch or in a small bird, the artist has infused the work with
the fundamental Zen concept that enlightenment is the awareness of the Buddha-
nature in all things. Again, the pair of paintings of oxen in plates 122-23 at first seems
to be rather humorous, but revezled in the tiny eyes of the beasts gazing far into the
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distance is an energy which bespeaks enlightenment. Here, too, a fundamental aspect
of Kad’s art can be discerned.

On the basis of the foregoing analysis of Kad’s paintings, we can make certain
deductions about the man himself. First, the intense spirituality pervading his work
indicates that he had a significant degree of Zen training, Second, noting the close
affinity of Kad’s figure paintings to those of the Yilan period, one easily imagines
that he studied Yiian painting at firsthand in China. A further clue to Kad’s identity
is the fact that none of his accepted works are inscribed. As is apparent from the
previous discussion, it was the rule in the fourteenth century for paintings of figure
and bird-and-flower subjects to be provided with poetic inseriptions by eminent priests.
Whether the paintings were the work of Zen painter-priests or of professional painters
of traditional Buddhist icons, they were complete, and given proper significance, only
with the addition of an inscription by a high-ranking priest. On Kad’s paintings, how-
ever, there are no inscriptions. The reason for this is that the paintings themselves
are charged with a high degree of Zen content, indicating that the artist was a Zen
adept. In this they resemble the later landscapes of Sesshfi; without poetic inscrip-
tion, his paintings represent a rejection of the Shibun-type of landscape in the shigajiku
format, where the painting merely complemented the Chinese poetry inscribed above.
The absence of inscriptions on Kad’s paintings might further indicate that the painter
himself was a high-ranking Zen priest.

In conclusion, we see that these various inferences about Kad, based on his work
discussed above, negate the theory that he was a professional painter of the Takuma
school and support his identification as the eminent priest Kaé Sonen, whose history
may be briefly outlined as follows.

A native of Chikuzen in Kyushu where he began Zen training under Nampo Jomya,
Kad Sonen went to China in 1317, There he practiced meditation under such masters
as Chung-féng Ming-pén and Ku-lin Ch'ing-mao, both noted also for their literary
abilities. After ten years he returned to Japan, where he rose in prominence, even-
tually serving as the eighteenth abbot of Nanzen-ji. He died in 1345,

Three paintings by Kad that are slightly different from those discussed previously
are Shaka Descending the Mountain (pl. 58), the White-robed Kannon (pl. 48), and the land-
scape in plate 92. Each of these bears the same two seals, “Kad” and the smaller
“Ninga,” and are accepted as genuine. Shaka Descending the Mountain is painted in

e “bent-reed” style of long, sharply turning lines, the White-robed Kannon in some-
what stiff lines strongly inflected at the beginning of the strokes; in both the brushwork
is strictly orthodox. As noted previously, the painting of Shaka was madeled after
Liang K’ai’s work, and the White-robed Eannon is typical of post-Sung paintings on
this theme. Unlike Kad’s Kanzan (pl. 30), which surpassed its Yiian prototype and
stands on its own, these paintings are faithful copies that do not rise above their models.
Much the same assessment can be made of the landscape in plate 92. Its “boneless”
brushwork and the frieze arrangement of the mountains are derived from Chinese

149




THE PAINTERS

119. Kanzan. Inscription by Ta-ch’ien Hui-
chao (1289-1373). Hanging scroll. Ink on pa-
per. H. 89.4, w. 31,3 em, Before 1373,

Almost exactly like Kad’s representations of
Kanzan, this Chinese painting shows the
standard iconographic type used in the four-
teenth-century Ch’an milieu. Ta-ch’ien Hui-
chao was a priest who lived on Mount A-yii-
wang in Ning-po.

paintings like Li T’ang’s pair of landscapes in the K&i8-in, Daitoku-ji, but these ele-
ments are not fully assimilated in Kad’s landscape. Another common point in these
three paintings is that, unlike Kad’s other productions, they are all on silk. With this
in mind, the least that can be said as to their dates, setting aside the thorny question
of whether they come before or after Kad’s sojourn in China, is that there is a good
possibility they precede such paintings as those of Kanzan, which so remarkably
embody the spirit of Zen.

Considering Kad’s work as a whole, the masterpieces of his later years are seen
not as merely skillfully executed works with a Zen flavor, but as manifestations of his
genius, transcending his mastery of the Sung and Yiian manners to penetrate to the
heart of Zen. Kad, like Mokuan, was a painter whose art was part of his religious
life, but Kad was able to return to Japan and infuse new life into the techniques he
had learned in China, giving free expression to his profound understanding of the
Zen way of life.
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120-21. Kanzan and Jitioku, by Kas. Two
hanging scrolls, Ink on paper. H. 89, w.
34.2 cm. Before 1345. _
Kaé frequently painted eccentric figures from
Zen lore such as the monk Kensu (pl. 35) and
Zen monks in their daily activity, reading sutras
by moonlight and mending robes in the sun,
Kanzan and Jittoku were subjects he partic-
ularly favored. Compared with his other de-
pictions of Kanzan (pls. 30-31), these two
paintings are weaker in both composition and
brushwork. Neither the style nor the animation
of his mature work is seen here, and these are
probably paintings of his early career.
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122-23. Owen, by Kad., Two hanging scrolls.
Ink on paper. H. 53.5, w. 34.4 cm. Before 1345,
Masaki Art Museum, Osaka Prefecture,

Zen masters likened the process of attaining
awareness of one’s real nature to ten stages of
difficulty in catching an ox. Poems called Ten
Oxherding Songs rveferred to this allegory, In
these scrolls, sure, light brushstrokes effectively
render the shapes and volumes of the beasts,
There is a lighter touch in the background cliff
and foliage than in the landscape settings of
other paintings by Kad, but it gives a pleasing
haimony to these paintings, rare as examples
of Kaé's animal painting,
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Premodern.art histories give varied identifications of the fourteenth-century painter
Gukei. He is listed as Gukei Chishi, of the temple Joten-ji in Hakata, in the seventeenth-
century Gakd Benran; as Gukei Joe, a disciple of Mukan Rydkin of Jufuku-ji in Kama-
kura, in the seventeenth-century Honché gashi; as a Chinese painter-monk in the nine-
teenth-century Koga bik7; and as Kad, or a pseudonym of Kad’s, in the seventeenth-
century Bengyokushi. Recently, however, his biography has emerged from obscurity
and a number of works definitely verified as his. Consequently, Gukei has suddenly
become one of the luminaries of early ink painting.

An outline of Gukei’s career can be gleaned from several references in the Kage
nikkdshil, the diary of Gidé Shiishin. Ue Gukei was a disciple at Manju-ji in Kyoto of
of Tesshii Tokusai, a fellow priest of Gidd who is famed for his orchid paintings. The
artistic name Gen’an (“Hermitage of Apparitions™) recalls the illusory quality of his
painting. Inscriptions are recorded for paintings of bamboo by Gukei, and reference
is made to his skillful paintings of trees and flowers. The only evidence for the period
and scene of his activity points to ten years or so prior to 1375, when he was probably
active in Kamakura. One of Gidd’s poems refers to Gukei as a “painter-monk” (gasd),
suggesting that in relation to Gidd he was a lower-ranking priest who probably painted
to the specifications of more eminent members of the temple community.

Gukei’s eight surviving paintings present a wide range of subject matter and treat-
ment., The Shaka Triad in plate 124 is redolent of traditienal iconic painting, but other
figure paintings treat quintessential Zen themes, as in Shaka Descending the Mountain
(pl. 59), the White-robed Kannon (pl, 49), and Hotei (pl. 125). His surviving work is
rounded out with the bird-and-flower paintings Grapes (pl. 126) and Bamboo and Spar-
rows (pl. 127), and the landscapes Landscape in Rain (pl. 88) and a similar pair illus-
trated in plate 91.

Shaka Descending the Mountain (pl. 59) can be profitably compared to Kad's version
in plate 58, both of which, as already noted, derive from the painting by Liang K’ai
(pl. 57). Kad’s work is closer to the original in composition, Gukei’s in overall feeling.
The keen spirituality of Kad’s painting is missing in Gukei’s version, which is rather
more impressionistic, emphasizing the aesthetic qualities of the painting itself. This
is especially apparent in the abstract depiction of the hanging vine, which is rendered
with a simplicity calculated to contrast with the complicated lines of the robe.

Another painting where such exaggerated line drawing is a major element is the
Shaka Triad (pl. 124). While the symmetrical arrangement of this iconic composition,
traditional in Buddhist painting, is uncharacteristic of Gukei, it has been executed
in his own personal style—the lines of the robes emphasized, billowing clouds added
in the background, and the faces treated realistically. The result, however, is not
entirely successful; the painting lacks the iconic quality of a work that is intended to
serve as an object of worship. It should be noted, however, that this painting exhibits
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that sense of latent, mystic power found in classic paintings of this type; in a way, this
also applies to Skaka Descending the Mountain (pl. 59), which on the surface is so reserved
and self-contained.

Gukei’s Hotei (pl. 125), an otherworldly smile flickering on his face, turns to gaze
over his shoulder as he walks with his huge belly protruding and robe slipping off
his shoulders. The legs are abnormally short, the fingers and toes extremely large.
The strong lines of the robe may at first seem unneccessary, but they serve to intensify
the sense of supernatural freedom characteristic of the subject. Here, again, the smile
hides a mysterious awareness.

The recently discovered While-robed Kannon (pl. 49) was originally the centerpiece
of a triptych, flanked by the landscapes with woodcutter and fisherman illustrated in
plate 91. The Landscape in Rain (pl. 88) was part of a similar triptych with a White-
robed Kannon, as is known through a later copy, but the triptych centered on the
‘White-robed Kannon in plate 49 is the earliest extant example of such a grouping.
There is nothing particularly unusual in the composition of this Kannon, but the
depiction of the cavernous rock behind the figure is peculiar to Gukei. Like the land-
scapes that were combined with this painting, and the Landscape in Rain, the rocks
are rendered without contour lines or modeling strokes. Another technique charac-
teristic of Gukei’s style is the obliteration of the middle ground in the landscape by
an unpainted area suggesting mist. One interpretation of these two stylistic elements
is that they reflect the early influence in Japan of the “splashed ink™ technique epito-
mized by the work of the Southern Sung painter Yii-chien (pl. 5). This distinguishes
Gukei’s landscapes from Kad’s, which are conspicuous for their massive feeling. The
compositions of Gukei’s landscapes, however, are also derived from the Northern
Sung tradition in so far as the main elements are aligned on a central, vertical axis.

The Bamboo and Sparrows (pl. 127) is inscribed by Ten’an Kaigi, eighth abbot of the
Daiji-ji in Kumamoto and a disciple of the Chinese monk Tung-ming Hui-jih, who
introduced S6t6 Zen in the Rinzai temples of Kamakura. This inscription, and the
fact that Ten’an is known to have died in 1361, suggest the possibility that Gukei
worked in Kumamoto (where this painting is preserved) prior to 1361, some fifteen
years before he was active in Kamakura. But since Ten’an himself was connected
with Gidd Shiishin in Kamakura, it was not necessarily in Kumamoto that Gukei
came into contact with this priest. Despite its small size, this is a work of intense
presence, with superb detail in the drawing of the birds.

Gukei’s Grapes (pl. 126) is modeled on the works of the Sung painter Jih-kuan, just
as Tesshi Tokusai and his followers followed the style of Hsiieh-ch’uang P’u-ming
in their orchid paintings. It can be inferred that both Gukei and his master Tesshii
Tokusai were devoted to painting in the Sung and Yilan styles. Gukei's refined brush-
work admirably adapts that of the Ghinese painter Jih-kuan. The painting is inscribed
by one Baisetsu Seiin, who is known by name only,
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124. Shaka Triad, by Gukei. Hanging scroll.
Ink, light color, and gold on paper. H. 141, w.
89.8 cm, 1362-66. Manju-ji, Kyoto.

In this primarily monochrome ink painting,
light red shading is applied to the bodies, and
the robes and jewels are decorated with gold.
The pyramidal triad arrangement is a typical
Sung and Yiian iconographic form, but the rep-
resentation of Shaka with the bearded visage
of an ascetic is unusual, Excess attention is given
to the complicated *‘bentereed” brushwork, and
the crowded drapery folds are not well organized.
Although he based his work on Yiian Buddhist
painting, Gukei was able to imitate only the gen-
eral impression but not the style of his Chinese
model, This painting is interesting in that it
displays in full the idiosyncratic quality that
marks Gukei’s other works.
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125. Hotei, by Gukei. Detail. Inscription by
Gyokushitsu Sghaku. Hanging scroll. Ink on
paper. H, 89, w. 29 cm. Masaki Art Museum,
Osaka Prefecture.

This painting is quite sophisticated for a figure
painting by this artist. Tiny laughing eyes and
a generous smile characterize the face; the lines
for the body are soft and fluid. Sharp vertical
lines for the robe and the outward thrust of the
sleeves make an effective contrast, and accents
are added in the rhythmic dark lines of the rope
sash and stafl, The perceptive grasp of Hotei’s
eccentric, otherworldly character attests to
Gukei’s technical expertise. Gyokushitsu Soha-
ku (d. 1641), the one-hundred forty-eighth ab-
bot of Daitoku-ji, added an inscription on a
separate sheet of paper in the seventeenth cen-
tury.

Thus, although Gukei was adept in a wide variety of painting modes, he was more
successful in landscapes and bird-and-flower subjects than in Buddhist figure paintings.
He is the earliest known painter to show an inclination toward these more secular
themes,

Gukei is also noteworthy in that he developed his own personal idiom; in this sense
he typifies the artist in monochrome ink at his finest, in contrast to the more con-
ventional Rydzen and Eiga, who will be discussed below. Unlike Kad, who was a high-
ranking priest for whom painting was essentially an avocation, Gukei is the earliest
example of a professional painter to grow up in the milieu of the Zen temples. In
this respect he is the forerunner of Josetsu and Shiibun, but his paintings show that he
had greater artistic freedom than these later painters.

Seals and signatures appear on Gukel's eight known paintings in as many as five
variations. The triptych with two landscapes flanking the White-robed Kannon, the
similar Landscape in Rain, and the Shaka Triad have two scals, Ue and Gukei; Bamboo and
Sparrows is signed Gukei-saku (“Done by Gukei”); Hoti is signed Gukei-hitsu (Painted
by Gukei®); Shaka Descending the Mountain is signed Ue Gukei-sho (“Written by Ue
Gukei”; pl. 147); and Grapes has the more literary signature, Gukei Ddjin-hitsu, which
might be translated “Painted by the Taoist, Gukei” or “Painted by Gukei, the Secker
of the Way.”” None of the paintings have both seals and signature, and it is not clear
from information presently available what significance this variety of seals and signa-
tures has.
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126. Grapes, by Gukei. Inscription by Baisetsu Seiin. Hanging
scroll, Ink on paper. H. 65.7, w. 48.4 cm. Ca. 1362-75.

Gukei’s broad technical competence and acquaintance with Sung
and Yilan painting are exhibited in this painting. Obviously derived
from the paintings of this subject by the Sung painter Jih-kuan, this
work shows Gukei's stylistic peculiarities in the intricate and intense
brushwork of the entangled leaves and meandering vine. Gukei’s
idiosyncratic bent, already noted in his Hotei (pl. 125), is reflected in
the peculiar horizontal growth of the vine. Nothing is known of the
writer of the inscription, whose signature and seal may be deci-
phered as Baisetsu O (Old Man Batsetsu),
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127. Bamboo and Sparrows, by Gukei. Inscription by Ten’an Kaigi
(d. 1361). Hanging scroll. Ink on paper. Before 1361, Daiji-ji,
Kumamoto.

The composition is completely filled by the bamboo leaves rendered
in animated, deep-black brushstrokes and two birds with outspread
wings. The strong brushwork of the bamboo rivals Kad’s painting
(pl. 93), and there is a similar pervasive energy in this work, Here
too the spiritual content is expressed in the combination of latent
and active energy, Unfortunately, our appreciation of this work is
severely hampered by its poor condition. Gukei’s peculiar “‘blown
ink” technique is used here and can be also seen in his Landscape in
Rain (pl. 88).
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126. Grapes, by Gukei. Inscription by Baisetsu Seiin. Hanging
scroll. Ink on paper. H. €5.7, w. 48.4 em. Ca. 1362-75.

Gukei's broad technical competence and acquaintance with Sung
and Yilan painting are exhibited in this painting. Obviously derived
from the paintings of this subject by the Sung painter Jih-kuan, this
worle shows Gukei’s stylistic peculiarities in the intricate and intense
brushwork of the entangled leaves and meandering vine. Guker's
idiosyncratic bent, already noted in his Hotei (pl. 125), is refiected in
the peculiar horizontal growth of the vine, Nothing is known of the
writer of the inscription, whose signature and seal may be deci-
phered as Baisetsu O (Old Man Baise tsu),
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127. Bantboo and Sparrews, by Gukei. Inscription by Ten’an Kaigi
(d. 1361). Hanging scroll. Ink on paper. Before 1361. Daijiji,
Kumamaoto,

The composition is completely filled by the bambeo leaves rendered
in animated, deep-black brushstrokes and two birds with outspread
wings, The strong brushwork of the bamboo rivals Kad’s painting
(pl. 93), and there is a similar pervasive energy in this work. Here
too the spiritual content is expressed in the combination of latent
and active energy. Unfortunately, our appreciation of this work is
severely hampered by its poor condition, Gukel’s peculiar **blown
ink” technique is used here and can be also scen in his Landscape in

Rain (pl. 88).
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Rvézrn

Ryézen’s identity was also subject to various interpretations in the Edo-period art
histories. The seventeenth-century Honché gashi, for example, first mentions “Rydzen”
as one of Kad’s pseudonyms, and then, in another entry, makes the following state-
ment: “Rydzen hoin [a Buddhist title given to artists] was skilled at painting. The
same name was used as a pseudonym by Kad, but the age and style of Rydzen’s work
differ from Kad’s. In the Honkoku-ji there is a set of thirty-two paintings of rakan
on which ‘Painted by Ryézen, Shahei 7 [1352], the year of the dragon, 3rd month,
7th day’ is written on the back. . . . He was probably a native of Yamato province.”
The nineteenth-century Koga biks lists a painting signed “Kaiseijin Ryozen” (“Rydzen
from West of the Sea”) that was inscribed by I-shan I-ning, and adds that this name
is thought to have been used because Rydzen came from China, and further that the
signature is written in a Chinese style of calligraphy.

Extant paintings provide more reliable clues to the artist’s career. These paintings
present evidence in two inscriptions, in signatures of varied calligraphic styles, and
in the names of temples recorded on the paintings. The inscriptions on the Monju
on a Lion (pl. 149) and the White-robed Kannon (pl. 52) are by Kempd Shidon, a
priest from Hakata, Kyushu, who died in 1361. Since the inscription on the Monju
on a Lion is signed “Kempd of Nanzen-ji,” Rydzen must have been active in Kyoto
during the period of Kempd Shidon’s residence at Nanzen-ji, from 1348 to 1355. A
close relationship between this priest and Rydzen is indicated by the fact that the
only other inscription on a painting of his, on the White-robed Kannon, is also by Kempd
Shidon. Kempd was of the Shoichi line that descended from Enni Ben’en, or Shdichi
Kokushi, the founder of Tafuku-ji, and his activity was based at that temple.

Further indication of the ties Rydzen had with Tofuku-ji are the notations on the
back of his sighed paintings of the sixteen rakan (pls. 75-76) now preserved at Kennin-ji,
which read: “Property of Tofuku-ji.” Another set of the sixteen rakan (pl. 74), in the
same style but without an artist’s seal or signature, now in the Freer Gallery of Art,
is identified as the “Property of Sanshé-ji,” a subtemple of Téofuku-ji. Since these
paintings might be those recorded to have been dedicated in 1348, it can be assumed
that Rydzen was active as a painter at Téfuku-ji in the middle of the fourteenth century.

The wording of several signatures has given rise to a theory that Rydzen was a
Chinese painter. For example, the signatures “Kaiseijin” (“The Man from West of
the Sea”) on the Shaka Triad (pl. 148) and “Fuhydsanjin Rydzen” (“Rydzen, the
Man like Floating Seaweed”’) on the Manju on @ Lion (pl. 149) have been interpreted
as references to his crossing the sea from China. But considering the fact that Kempd
Shidon was from Hakata on the island of Kyushu, which can also be considered
“west of the sea” from Kyoto, it is perhaps more reasonable to suppose that Rydzen
came to Tafuku-ji from Kyushu with Kempd. Of the two theories, Rydzen’s style of
painting supports this one.

Only seven works by Ryézen have come down to us: six figure paintings (including
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two sets of rakan paintings, sixteen scrolls each) and one bird-and-flower painting.
They range in style from highly colored Buddhist paintings to pure ink painting. Bath
sets of sixteen rakan are in the style associated with Li Lung-mien (pls. 74-76). For
rakan paintings these depictions are relatively realistic. The lines are facile and fluid,
and the depiction of the rocks and trees in the background follows closely that in
imported Chinese paintings. The Monju on a Lion (pl. 66) and the Shaka Triad (pls.
128-30) are traditional Buddhist paintings colored in the Sung style. Although ink
painting techniques are used, such as the accentuation of the beginning of the brush-
stroke and the modulation of the width of the lines, on the whole these works have
the quality of Japanese paintings that have eliminated the severity of their Chinese
predecessors. They stand as masterpicces of early fourteenth-century Buddhist figure
painting.

In contrast, the White-robed Kannon in plate 52 is a pure ink painting in technique,
although it follows the traditional iconographic mode in the frontal position of the
figure. This is a flawless work, without a trace of unpolished brushwark, The delinea-
tion of the waves, the rock, and the waterfall, as well as the barely noticeable modeling
strokes, are done with assurance and spontaneity. There were many excellent figure
paintings produced during the early period, but this must be counted among the
very best, In an intermediate position between this genuine ink painting and the
more traditional Buddhist icons is the Kannon in plate 41. Like the other paintings, this
follows a traditional iconographic form without deviation, but it shows great skill
in the use of ink as color in graded washes.

Viewed in the light of his work, Ry6zen emerges as a painter who, unlike Gukei,
specialized in figure subjects in traditional iconographic forms with a technical mastery
of the use of color and gold, but who could also fully exploit the ink painting medium.
Rydzen was probably originally a traditional Buddhist painter who acquired ex-
pertise in ink painting and turned his skills to Zen subjects. This tradition, fostered
at Tafuku-ji, was in time inherited by Minchd (1352-1431).

The White Heron (pl. 131) is difficult to place in this reconstruction of Rydzen’s artistic
development, although it would not have been beyond the capability of the artist
who produced the technically flawless natural settings of such paintings as the Whife-
robed Kannon (pl. 52). The fact that the large wooden seal Rydzen-saku (“Done by
Rydzen”) is completely different from the other seals he used might indicate that
this work was a personal exercise, different in conception as well as subject from the
other more formal paintings. '

Rydzen’s signatures, like Gukei’s, are extremcly varied. The calligraphic style is
unusual in all of them, with certain characters written as though seen from behind,
others written sideways, and still others that, though written conventiovally, are
unusual in calligraphic style. There are examples in Sung and Ytan paintings of
signatures hidden among foliage or within the fissures of rocks, and Rydzen’s eccentric
signatures may derive from this tradition.
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128-30. Shaka Triad, by Rydzen. Three hang-
ing scrolls. Color and ink on silk. H. 112.8, w.
59.3 em, Mid-fourteenth century. Kiyoshi
seiché-ji, Hydgo Prefecture,

This triad, together with the Monju in plate 66,
unmistakably indicates Rydzen’s original train-
ing as a painter of Buddhist icons. The figures
fill the composition in all three paintings. A flat,
iconic quality is produced by the decorative
coloring and gold patterns on the robes. The
central image of Shaka sits on a rock backed
by billowing clouds, but there is no back-
ground in the attendant paintings. The lines of
the faces and bodies lack character. The robes
and animals are defined in rather complicated
lines of dark viscous ink, applied slowly and
deliberately, These charact cs are due to
the huge size and iconic nature of these paint-
ings, and are not inconsistent with the style of
yozen's Nannon (pl. 41) and Sixteen Rakan
(pls, 74-76). Compared to the depiction of the
rack in the Kannon, the emphasis here on line
sacrifices three dimensionality, feature of
Rydzen'’s style can be found later in the works of
Minechd (1352-1431). (See plate 148 for signa-
ture,)
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Takuma Eiga was the last master of the Takuma school of Buddhist painters, the

, L A first school to incorporate the Sung and Yiian styles in their work. The exact period
131.  White Heron, by Rydzen. Hanging scroll. Ink on paper. H. 35.1, w, in which he was active is uncertain, as can be seen from the dates of the priests who
32 em. Mid-fourteenth century. inscribed his paintings. On the one hand, the early art histories refer to a painting
Fine lines define the unpainted body of the heron in the surrounding ink of Kannon inscribed by I-shan I-ning (d. 1317), and to one of Lao-tzu with an in-
wash. There is a superb sense of form, with the head and especially the S = A e :
beak exquisitely rendered, The ripples at the bird’s feet and at the top scription by Musd Soseki (d. 1351). Extant paintings, on the other hand, include a
of the painting are natural and unstylized. Only the rocks in the lower portrait of the Man’ydshi poet Kakinomoto no Hitomaro inscribed by Shdkai
l"bif‘jl[h shm: a'll" iaCk of ﬁo:r_:peter;ce1 in the awkward Ettlcmll:t at “Ef’“f’g’ss" Reiken in 1395, at age 81, a year before his death.
BOWOTK, he small size of the pambng suggests that it has been i g . . . . n "
trimmed slightly, but in spite of this there is & sevenity and great pres- Eiga’s extant WO'I‘%S are as folh?ws. tf‘ae Pcrtra‘:t of Hitomaro in the yamajo-¢ manner
ence in this work. In technique it is related to later works by Minché (pl. 132), the traditional Buddhist painting Nirvana (pl. 133), the Sung-style Shaka

{1352-1431). Triad (pl. 134), the left-hand painting of a pair depicting the sixteen rqkan in a natural

setting (pL. 78), a set of sixteen paintings depicting the rakan individually (pls. 83— 31
85), a depiction of Fudd with boy attendants in the Seikadd collection, and the pure tl
[
|
|
|
|
|

ink painting of Monju in plate 72. The artist of these works was definitely a Buddhist
painter in the yamato-e {radition, much more so than even Rydzen. For example, if

166 | the landscape elements in the background of his set of rakan paintings in plates 83-85 167
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Inscription by Shokai Retken (1315-96), Hang-
ing scroll. Color on sitk. H. 81.5, w. 41.6 cm.
1395. Tokiwayama Bunko, Kamakura.

Portraits of the Man’yashii poet Kakinomoto no
Hitomaro (f, 687-707) were painted as early
as the Heian period (782-1184), idealizing this
great poet. The inseription here by a Zen priest
on a classic Japanese literary figure indicates
that the literary fervor in Zen circles extended
from Chinese postic literature to naiive Japa-
nese works as well, Shokai Reiken was a disciple
of Kokan Shiren. He lived at Toluku-ji and
Nanzen-ji in Kyoio, and was connected with
Minché (1352-1451).

are compared to the settings of Rydzen’s paintings in plates 74-76, they seem conven-
tional and stiff. This is due to the fact that these paintings were faithful copies of
imported Chinese works, and Eiga was not as accomplished in the technique of ink
painting as was Rydzen,

Figa’s only known ink painting, the Monju in the Freer Gallery of Art (pl. 72), is
quite conservative in both style and iconography. As mentioned earlier in the discus-
sion of Monju paintings, this work with its landscape setting may be slightly later
than the other paintings, which typically have no background elements. Since more
weight is generally given to inferences from extant paintings than from literary
references, this painting indicates that the period of Eiga's activity should be tentatively
seen as extending to the end of the fourteenth century, This hypothesis is also sup-
ported by the considerable difference in drawing technique between Eiga's Sixteen
Rakan (pl. 78) and that of his predecessor Takuma Choga.

Whatever the exact period of his activity, Eiga was a painter of Buddhist icons
trained in the Japanese yamato-e tradition. His approach to the new techniques and
subject matter of Sung and Yiian styles of ink painting was more conservative than
that of any other artist of the early period.
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133, Wirvanz, by Takuma Eiga. Hanging
scroll, Color on silk, H, 169.5, w, 122.5 cm,
Second half of the fourteenth century, Daiju-ji,
Aichi Prefecture.,

This is a standard representation of this subject,
the entry of Sakyamuni into nirvana. Although
some evidence of ink painting technique is ap-
parent in the outlines and shading of the trees
and their roots, this painting clearly indicates
Eiga’s artistic orientation as a professional
painter of Buddhist painting in the Japanese
style.
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194, Shaka Triad, by Takuma Eiga, Hanging
seroll, Color on silk. ¥. 1053, w. 58 cm. Sec-
ond half of the fourteenth century, Chomyd-ji,
Kyoto.

The Sheke Tried originaliy formed a triptych

with Eiga's two scrolls depicting the sixtesn
rakan (only onc of which is extant; pl. 78). The
figures of Shaka on a rock dias attended by
Fugen on a white elephant and Monju on a lion
are meticulously rendered. Unlike the accom-
panying painting of rakan that has o background
landscape, there is no landscapt depicted here
except for the few waves that lap against the
hase of the rock. Dark coloring makes the fig-
ures stand out against the blank ground. Al-
though the figures are rendered in iraditional
Buddhist painting technique, elements of ink
painting can be seen in the rock. However, the
modeling strokes do not effectively suggest
volume, and the top plane of the rock is han-
dled awkwardly, indicating that Eiga was not as
experienced in ink painting a3 Rydzen, his fel-
low specialist in Buddhist painting.
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Hanging scroll. Tnk on silk, 1343,
Hsueh-ch'uang P’u-ming was an eminent Yiian
priest who lived in several important Ch’an
temples around Scochow in the middle of the
fourteenth century, Widely celebrated in his
own day, he has been revered, especially in
Japan, as the greatest master of orchid painting.
As is evident here, his painting style was no less
accomplished than any of the literati painters
who worked in this genre, Tesshii Tokusai and
later Gyokuen Bompd based their orchid paint-
ings on Hsiieh-ch’uang’s work, but the natural-
ism of this painting is absent in these Japanese
paintings. Another Ch’an monk who excelled at
similar paintings of iris plants at this time was
Tsu-t'ing Tsu-po.

OTHER PAINTERS

One of the most eminent Zen amateur painters is Tesshii Tokusai. Thought to have

journeyed to China and studied the orchid painting of Hstieh-ch’uang P'u-ming

(pl. 135), he limited his work to bird and flower subjects, thoroughly penetrating that
realm of art (pls. 102-4, 106-8, 136). His attitude toward painting, his endeavor to cap-
ture the essence of his subject by painting it over and over, is akin to the Zen quest for
enlightenment through relentless meditation. The paintings he produced as a result
of this method, especially those of orchids, are so totally infused with spiritual intensity
that spontaneous expression overshadows realistic representation. It is perhaps inevi-
table that such paintings, if judged solely by aesthetic criteria, appear quite varied
in quality. It is also undeniable that there are major discrepancies between Tesshii’s
orchids and those of his Chinese models by Hsiieh-ch’'uang P'u-ming and Tsii-t'ing
Tsu-po (1284-1353), who based their painting on close observation of nature,

By its very nature Zen painting contains a certain degree of spontaneity, and it
is exactly this element that sets ink painting apart from other types of painting. This
presents the problem of discriminating between a true work of art and mere caricature,
as in the case of some of the works by Hakuin and Sengai in the Edo period (1600~
1867}, In any case, the element of spontanecus expression tends to be stronger the
higher the ecclesiastic rank of the painter. When Tesshii’s paintings are considered
in this light, they stand as superb examples of bird-and-flower painting, highly polished
for their time. The epitome of his art is the Orchids (pl. 103) inscribed by Gidd Shiishin,
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THE PAINTERS 136. Reeds and Geese, by Tesshi Tokusai. In-
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scription by the artist. Hanging scroll. Ink on
silk. H, 111.4, w. 44.5 cm. Before 1343,

In premodern histories of painting, Tesshi
Tokusai is described as a painter of landscapes
and bird and flower subjects, Here both genres
are combined by setting the geese in a land-
scape. Groups of geese gather near the reeds,
some lnoking skyward, about to follow the line
of soaring geese, Three clusters of birds at the
base formed by the river bank give stability to
the composition. The inscription indicates that
this is a work of Tesshit's early career, done the
year after he returned from China, and signed
with his early name, Tokki.

his brother in Zen under the master Musd Soseki. Tesshii’s attitude toward painting
was carried on in the fifieenth century by Gyokuen Bompa.

Another of Tesshii Tokusai’s fellow disciples under Must Soseki was Ryfishd Shiitaku
(1308-88), whose artistic name was Mydtaku. The subject he chose differed, but his
painting was essentially the same in conception as Tesshi’s. Deeply devoted to Fuds
My5-5 (Acala), Shataku painted only images of this guardian deity. Many of these
have survived (pls. 137-40).

Most of the other artists of the early period who are known to us were painter-
monks who did chinsa: Seian, who painted Wu-an P'u-ning (pl. 11); Mutd Shiti, who
painted Musd Soseki (pl. 10); Shiigd, the painter of Mukyoku Shigen; and Doin
Shéju, whose name appears on the portrait of Shun’oku My&ha (pl. 17). Among these
painters, Mutd Shiii alone is known to have done other works. He is recorded to have
painted episodes from Zen lore and the parable of the ten oxherding stages, but none
of these works have survived.

The following artists are known only through one or two extant works, the personal
backgrounds of most of them being completely unknown. Kids Rigydfu, perhaps a
Chinese painter (Chi-t’ang Lj Yao-fu) who came to Japan with I-shan I-ning, painted
the Daruma on a Reed in plate 113 and the Orchids and Bamboo in plate 141, Shitan is
known from the artist’s seal on Wild Geese Alighting on a Sandbar (pl. 89). Kikkei’s seal

appears on the Noirin Kannon in plate 111, and a copy of a painting of Kanzan (pl.
32) preserves the seal “Teizan.”
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187. Fudé AMyd-é, by Ryishd Shitaku. In-
scription by the artist. 1385,
Rytshit Shiitaku (1309-88) was born in the
‘akeda clan of Kai province (Yamanashi Pre-
fecture). He studied under Musd Soseki and
lived at various Kyoto temples, the Kennin-ji,
Tenrya-i, and Nanzen-ji. In his later life he
became deeply devoted to the guardian deity
Fudd Myo-6 (Aeala) and painted his image as
a daily discipline for twenty years. Premodern
histories of painting record that he followed his
devation to the Shingon center at Mount Koya.
This is borne out by the preservation there of
many of his paintings. The painting in plate
137 is dated in the inscription to 1383, This
and the triptych in plates 138-40, dated 1287,
are works of his last years, but the brushwork
is skilled and the lines are free and relaxed.
His painting style derives from the tradition of
iconographic drawing in ink that was done as
part of Shingon practice.
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128-40.

Ryuasht  Shataku. i the artist.
Hanging scrolls. 1387. Henjokd (See caption
187.)
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141, Orchids and Bamboo, by Chi-Vang Li Yao-
fu (Kido Rigyofu). Early fourteenth century.
Another painting by this artist indicates that
he was active in the early fourteenth century,
for it has an inscription by I-shan I-ning, who
died in 1317. This painting is therefore the
earliest known painting of orchids and bamhoo
in Japan, and should be studied together with
another early painting of a related subiect, the
Rocks and Bamboo in plate 94, which was also in-
scribed by lshan I-ning. In contrast to that
painting, here the individual motifs are seen in
a detailed, close-up view rather than as part of
a larger landscape. Both plants and rock are
done with unrestrained brushwork, In date this
work falls between the Plum Blossoms inscribed
by Hakuun Egyé (pls. 98-99) and the Bambso
and Sparrow (pl, 93) by Kad, but the more
sophisticated handling of the subject supports
the theory that Chi-t'ang Li Yaofu was a
Chinese painter who perhaps came to Japan
with I-shan I-ning. (See plate 145 for seal,)

183



CONCLUSION

Most of the extant paintings of the first stage of Japanese ink painting have been
surveyed here. Compared to the succeeding stages of the fifteenth century when
Shiibun and Sesshii brought spectacular developments to Japanese ink painting, these
one hundred and fifty years prior to the end of the fourteenth century show slow,
tentative progress. Throughout the period, developments in both style and iconog-
raphy proceeded at an uphill pace. These slow steps began to quicken with the
formation of the society of literati patronized by the shoguns Yoshimitsu (r. 1367-
94) and Yoshimochi (r. 1394-1423).

Early ink painting, treated as an independent stylistic period, and isolated from
subsequent developments, has been unjustly slighted. Even studies that deal with a
few artists of the fourteenth century, such as Kad and Mokuan, tend to cast them
as mere forcrunners of the next generation. The brilliance of the fifteenth century has
overshadowed early ink paintings, probably contributing to the meager artention
they have received, In fact, however, the paintings of the early period are organically
related to later ink painting, and many seminal elements of Japanese ink painting
appear in early works. Of course, there are problems peculiar to the paintings of the
early period. Many are the works of forgotten artists who can be dated only approxi-
mately, on the basis of the biographies of the high-ranking priests who inscribed them.
Moreover, because a certain artist’s paintings may have been inscribed by priests
of widely different ages (and dates of death) or different religious lineage, some of
his works may presently be assigned to the wrong stage in the development of ink
painting, Or, a related possibility, paintings that were not inscribed may be ignored.

Here it has been possible only to list the works and give a sketchy analysis. A more
complete picture of the early period may be possible in the future with the discovery
and classification of additional paintings. It would be gratifying to revive the petsonali-
ties of individual painters as was done here with Gukei, the eccentric, or Kad, who
infused his paintings with deep Zen spirituality. It is also regrettable that the context
in which the paintings developed could not be explored here. Early ink paintings, es-
pecially figure subjects, were used in regulated times and places, for specific functions.
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CONCLUSION

Naturally, these requirements underlie the tendency for certain subjects to be given
prominence and to survive in greater number than others. When practicalities such
as these are ignored, a true interpretation of early ink paintings is not possible, and
this is a topic that should he pursued in the {uture.
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SEALS AND SIGNATURES

142. The seals Kad (top) and Ninga (bot~
tom). Sparrows and Plum Branches, by Kad. (See
plate 97).

143. The seals Kad (top) and Ninga (bottom).
White-robed Kannon, by Kad, (See plate 48.)

144, The seals Reien (top) and Mokuan (bot-
tom). Hotei, by Mokuan. (See plate 117.)

145, The seal Chi-t’ang or Kids. Orchids and
Bembao, by Chi-t’ang Li Yao-fu (Kids Rigyafu).
(See plate 141.)

146, The seal Tesshi, Orchid and Bamboo, by
Tessht Tokusai. (See plate 102,)
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147. The signature Ue Gukei-sho (*Written by
Ue Gukei™). Shaka Descending the Mountain, by
Gukel, (See plate 59.)%

148, The signature Kaisefiin  Rydzen-hitsu
(“Painted by Rydzen, the Man from West of
the Sea ). Shake Triad, by Rydzen. (Sce plates
128-30.)

149, The signature Fuhybsanjin Rydzen-saku

SEALS AND SIGNATURES

{“Done by Rydzen, the Man like Floating
Seaweed™). Monfu on a Lion, by Rydzen. {See
plate 686.)

150. The seal Shitan. Wild Geese Alighting on a
Sandbar, by Shitan. (See plate 89.)

151, The signature Takuma Hégen FEiga-hitsu
(“Painted by Takuma Hogen Eiga™), Sivteen
Rakan, by Takuma Eiga. (See plates 83-85.)
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CHRONOLOGY OF EARLY JAPANESE INK PAINTING

Darte Pamntinegs EVENTS ReceNTs OR SHOGUN
1246 Lan~ch’i Tao-lung arrives in Héjo Tokiyori (1246-56)
Japan
1249 Muhon Kakushin goes to Sung
China
1253 Kenché-ji established
1254 Muhon Kakushin returns to
Japan
1956 H&j6 Nagatoki (1256-64)
1259 Lan-ch’i Tao-lung becomes ab-
bot at Kennin-ji; Nampo Jémyd
goes to Sung China
1260 Wu-an P'u-ning arrives in
Japan
1261 Zosan Junki goes to Sung
China
1263 Haj6 Tokiyori dies H&js Masamura
1264 (1264-68)
1265  *portraits of Wu-an P'u-ning Wu-an P'u-ning returns to
{pls. 11-12) China
1267 Nampo Jomyd returns to
Japan
1263 H6j6 Tokimune
(1268-84)
1271 portrait of Lan-ch’i Tao-lung Hsi-chien Tzu-t'an comes to
{pl. 8) Japan
1272 Nampo Jomyd becomes abbot
at Sofuku-ji
1274 Japan attacked by Mongols
1278 *Daruma inscribed by Lan-ch’'i Lan-ch'i Tao-lung dies; Hsi-
Tao-lung (pl. 1) chien Tzu-t’an returns to China
1279

Wu-hsiich Tsu-yiian and Ching-

Note : Asterisks indicate undated works listed according to the latest possible year of execution.
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1281
1282
1284

1286

1290

1292
1296

1297

1298
1299

1300

1301
1303

1306

1307

1308

1309

1310

1311

1312

portrait of Po Chii-i inscribed
by Wu-hsiich Tau-yiian (pl. 16)

*The Sixth Patriarch inscribed
by Wu-hsiieh Tsu-yian (pl. 37)

Hotei inscvibed by Wampo Jo-
myd (pL. 27)

Ovne-sandaled Daruma inscribed
by Nampo [dmyé (pl. 19)

*sketch of Hakuun Egy6, and
Plum Blossoms and  Shaka De-
seending the Mountain with his
inscriptions (pls. 9, 54, 98-99)

# Nyoirin Fannon inscribed by
Ching-t"ang Chiao-yiian {pl. 45)

Daruma on a Reed inscribed by
Kian Soen (pl. 25)

*The Sixth Palriaveh inscribed by
Hsi-chien Tzu-t'an (pl. 36)

Monju on a Lion and Fugen (pls.
61, 67); MNooirin Kammon by
Kikkei {pl. 111)

t'ang Chiao-yilan come to Ja-
pan; Hakuun Egyd returns to
Japan

Second Mongol attack
Engaku-ji established

Haj6 Tokimune dies

Wu-hstieh Tsu-yiian dies

Nanzen-ji established
Kian Soen abbot at Nanzen-ji

Hakuun Egyé dies

Muhon Kakushin dies

I-shan I-ning and Hsi-chien
Tzu-t'an come to Japan

Ching-t'ang Chiao-yiian abbot
at Kennin-ji

Ching-t’ang Chiao-ylan and
Hsi-chien Tzu-t'an die

Zasan Junkdi and Nampo
JEmys die '
Tung-ming Hui-jih comes to
Japan

Fukuan Soki goes to Yilan
China

Hbi6 Sadatoki
(1284-1301)

Héjo Morotoki (1301-11)

Hojd Munenobu {1311~
12)

Haja Hirotoki (1312-15)

1313

1315

1316
1317

1318

1319
1320

1322

1324

1326

1327
1329

1331
1332

1333
1334
1335
1336

1337

1338

1339

portrait of Muhon Kakushin by
Kakue (pl. 13}

* Wild Geese oy Shitan (pl. 89}
Dgruma on @ Reed by Chi-t'ang
Li Yao-fu (pl. 113), and other
paintings inseribed by I-shan
1-ning

* White-robed Kevmen inscribed
by Yakua Tokuken (pl. 43)

Manifestation of Amida Buddha at
Nachi in Kumano inscribed by
Nanzan Shiun (pl. 82)

portrait of $Shah6 Myécho

¥ Eleven-headed Kannon inscribed
by Shithd Mydchd (pl. 50)
Monju in the Guise of o Monk in-
scribed by Ch’ing-cho Chéng-
ch’eng (pl. 65)

*The Fifth Patrigreh and Rocks
and Bamboo with inscriptions by

Kian Scen dies; I-shan I-ning
becomes abbot at Nanzen-ji

I-shan I-ning dies; Kaé Sonen
goes to Yuan China

Sekishitsu Zenkyil goes to Yiian
China

Daitoku-ji established
Yakud Tokuken dies

Kokaa Shiren writes first his-
tory of Japanese Buddhism
(Genks Shakushe)

Shachii Insurrection; Chiigan
Engetsu goes to Yian China

Kogen Shagen goes to Yian
China; also Mokuan Reien
about this time

Chu-hsien Fan-hsien comes to
Jepan; Ku-lin Ch'ing-mao dies

Genkd Rebellion

Chiigan Engetsu retarns (o
Japan

fall of Kamaknra shogunate
Kemmu Restoration
Nanzan Shiun dies

Chling-cho Chéng-ch’eng he-

comes abbot at Nanzen-ji

Shiahé Mydchd dies

Ashikaga Takauji becomes sho-
gun; beginning of Namboku-
ché period

Ch'ing-cho Chéng-ch'eng dies:
Tenryii-ji established

CHRONOLOGY

H6j6 Motatoki (1315)

Hajd Takatoki (1316-26)

Hojo Sadaaki (1%26)

Hej6 Moritoki (1327-33)

Ashikaga Takauji
(1338-58)
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1340

1342

1343

1345

1346

1348

1349

1350

1351

1352

1355

1358

1360

1361

1362

Ch'ing-cho Chéng-ch’eng (pls.
38, 95)

*Shaka Descending the Mouniain
and Peonies with inscriptions
by Tung-ming Huigih (pls.
56, 109)

*©Mokuan’s Whila-rebed Kannon
(pl. 46)

#Kad’s paintings; *Molkuan’s
Four Sleepers (pl. 29), Heotei {pls.
116-17), White-rabed Kannon (pl.
47)

* Monju on a Lion inscribed by
Kokan Shiren (pl. 71)

Sixteen Rakan by Rydzen (pls.
74-76)

portrait of Musé Soseki by
Mutd Shii (pl. 10)

White=robed Kannon inscribed by
Tettd Giko (pl. 51)

* Monju on a Lion by Rydzen
inscribed by Kempo Shidon (pl.
66)

® Monju on a Lien inscribed by
Muin Genkai (pl. 63); *por-
trait of Fukuan S6ki (pl. 14)

*Daruma on a Reed inscribed by
Kozan Ikkyo (pl. 26)

*Rydzen's While-robed Kannon,
and Hotet inscribed by Kempd
Shidon (pls. 28, 32). Ryozen's
Kannon (pl. 41). Shaka Triad (pls.
128-30), and White Heron (pl.
131) about this time, *Gukei’s
Bamboo and Sparrews imscribed
by Ten’an Kaigi (pl. 127)

Sivteen Rakan inscribed by Seki-
shitsu Zenkyd (pl. 73}

Tung-ming Hui-jih dies; Ten-
ryii-ji ships embark for China

Tesshit Tokusai returns to
Japan

Shokai Reiken goes to Yiian
China

Kad Sonen dies; Mokuan dies
in China

Kokan Shiren dies

Kemps Shidon abbot at Nan-
zen-ji; Chu-hsien Fan-hsien
dies

Muts Shai dies around this
time

Shokai Reiken returns to
Japan; Musd Soseki dies

Kemp® Shidon leaves Nanzen-

n

Muin Genkai, Fukuan Saki,
and Ashikaga Takauji die

Kozan Ikkyd dies

Kempd Shidon and Ten’an
Kaigi die

Ashikaga Yoshiakira
(1358-67)

1363

1364

1366

1367

1368

1369
1374

1375

1376

1378

1379

1380

1382
1385

1386
1387

1388

1389

* White-robed Kannon inscribed by
Kogen Shogen (pl. 53)

*paintings by Tesshd Tokusai.
Gukel’s Shaka Triad (pl. 124)
about this time

Daruma inscribed by Chagan
Engetsu (ph, 22)

Ywima inscribed by Chiigan
Engetsu (pl. 39). Wagtail on a
Rock inscribed by Taiki Genju
{pl. 100) about this time

Gukei's White-robed Kannon (pl.
49), Shaka Desvending the Moun-
dain (pl. 59), Hoter (pl. 123),
Landscape in Rain (pl. 88), and
Grapes (pl. 126) about this time

*Daruma by Ganseki Donsei {pl,
23)

Dain  Shoju’s portrait of
Shun’-oku My&ha (pl. 17)

Fuds Myi-3 by Rytsha Shitaku
(pl. 137)

Five-hundred Raken by Minché

Fuds Myi-6 and Twoe Boy At-
tendants by Roylishit Shixtaku (pls.
138-40)

portrait of Zaichi Koen in-
seribed by Chizan Haei {(pl. 18)

*Monju in a Hemp Robe and
Haha Bird with inscriptions by
Sekishitsu Zenkyi (pls. 69, 101)

compilation of Butsunichi-an
kimotsu mokurokn

Kogen Shégen dies

Tesshii Tokusai dies

Zekkai Chiishin goes to Ming
China

Teud Giké dies

Gukei in Kyoto

Ganseki Donsei dies

Zekkai Chashin returns to Ja-
pan ; Yoshimitsu builds Hana
no Gosho (Palace of Flowers)

Shun’cku Mydha becomes ab-
bot at Nanzen-ji

Shun’olea Myoha first adminis-
trator (soroku-shi) of gozan tem-
ple system

Shokoku-ji established

Gidé Shishin, Shun’oku
Myéba, and Rytshii Shataku
die

Sekishitsu Zenkylt and Chizan
Héei die

CHRONOLOGY

Ashikaga Yashimitsu
(1368-94)
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1392

1394

1395

1396
1398

portrait of Daidé Itsui by Min-
<hd inscribed by Shokai Reiken

Kakinomote no  Hitomare by
‘Takuma Eiga (pl. 132). Eiga's
Shaks Triad (pl. 134), Rakan
(pls. 78, 83-85), Monju (pl. 72},
and MNirvana (pl. 133) about this
time

Northern and Southern courts
united

Shokai Reiken dies
Kinkaku-ji built
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academic painting: As used here, this term

refers to the style of the Sung academy
that was perpetuated as a classic mode by
later Chinese and Japanese painters. In
figure and bird-and-flower subjects, this
style is usually highly colored with detailed
delineation. In landscape, it is based on the
Southern Sung formula of Ma Yiian and
Hsia Kuei, with assymetrical composi-
tions, angular ontlines, and ‘“axe-cut”
modeling strokes.

arhats (Sk.; sw: J. vekan, Ch. lo-han): In

Hinayana Buddhist thought, these Indian
holy men are vevered as having achieved
release from the bonds of desire and re-
birth through practice of meditation and
austerities, In Mahdyana Buddhism, the
dominant form in China and Japan, the
arhals are considered protectors of the
True Law, and the basic group of sixteen
or eighteen was expanded to five hundred.
In Tendai and Zen temples, they are
venerated as inspirational models for the
arduous quest of the individual for en-
lightenment through meditation. It is this
latter concept that underlies the paintings
of arhats that were brought to Japan by
Chinese Zen masters and copied by early
Japanese ink painters.

“axe-cut” strokes (##ek: J. fuheki-shun, Ch.

Su-p'i-ts’un): the major type of modeling
stroke used in Southern Sung landscape
painting. Said to have been used first by
Li T’ang, the “axe-cut” stroke is produced
by pulling the side of the brush across the
surface of a rock or earthen bank at an
oblique angle. See plates 21, 86-87.

“bent-reed’ lines (i7dsi: J. setsurobys, Ch.

ché-lu-miao): lines that turn sharply with-
out interruption. See plate 43.

bird-and-flower painting. See kachiga.
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blown ink (%2®: J. fukizumi): a technique

of spattering ink on a painted surface by
blowing it through a hollow tube, usually
a reed or bamboo. See plate 113.

Buddhist painting (fam: J. butsuga): formal

icons of Buddhist subjects produced by
professional painters employed by tem-
ples. Typically highly colored, they treat
the deities as transcendental objects of
worship. Highly conservative, they gen-
erally follow T’ang or Sung models. See
plates 71, 134,

chinsé (J.; ®4): portraits of Zen masters gen-

erally done in a meticulous, highly colored
style with great attention to the realistic
depiction of the face. Central to the Zen
practice of maintaining an unbroken lin-
cage [rom master to disciple, a chinse was
often conferred on a disciple when he had
achieved a satisfactory level of spiritual
awareness, and inscribed by the master
portrayed. These formal portraits are tra-
ditionally categorized separately from
dishakuga, depictions of Taoist, Confucian,
and Buddhist subjects.

“crab-claw” lines (8mi#: J. kawsabys, Ch.

hsiai-chao-miao): a method of depicting old
or leafless trees with branches that curve
downward, ending in sharp clawlike
twigs. Associated with the styles of Li
Ch’eng and Kuo Isi of the Northern
Sung dynasty. See plate 79.

dishakuga (J.; #®E): Literally “Tacist and

Buddhist painting,” this category of
religious figure painting, distinct from or-
thodox Buddhist painting, deals with fig-
ures from Zen history and legend, often
treated in a highly expressive manner.
Early ink paintings deal almost exclusively
with Buddhist subjects—Sakamuni, Kan-
non (Avalokite§vara), Hotei (Pu-tai),
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Kanzan (Han-shan) and Jittoku (Shih-
t¢), and the legendary six patriarchs;
later, figures from Taoist and Confucian
lore were frequently treated because Zen
viewed them as exemplars of the same
essential spiritual awareness as the Bud-
dhist subjects.

“dry brush.” See kappitsy,
gackiiga (J.; Bbhu): Literally “paintings with-

in paintings,” this term refers to the paint-
ed screens and hanging scrolls depicted as
part of the setting in narrative scrolls or in
religious paintings such as depictions of
gge Ten Kings of Hell or rakan. Sce plate

gozan (J.; &, “Five Mountaing”): the hier-
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archial organization of Zen temples
adopted from Seuthern Sung China and
supported in Japan by the shogunate. The
temples officially designated as gozan
changed several times in Japan, and even-
mally deubled, with five in both of the
major political and religious centers,
Kamakura and Kyoto. By the end of the
fourteenth century, the system reached
its final form and was comprised of the
Kyoto temples Tenryu-ji, Shokolu-ji,
Kennin-ji, Téfuku-ji, and Jomyé-ji, and in
Kamakura the temples Kenché-ji, En-
gaku-ji, Jufuku-ji, Jochi-ji, and Manju-ji.
Above all of these wasg Nanzen-ji in Kyoto,
although with the establishment of the
officc sdroku (registrar of monks) at the
Rokuon-in at Shokokn-ji in 1383, actual
control of the system lay there. During
the period of early ink painting there were
frequent changes in temple ranking. It
was in these gozan temples that the literary
and artistic activities of early ink painters
were fostered.

ins_criptions (#; J. san): Most of the paint-
ings done in the fourteenth century in Zen
circles were embellished with poetic or
religious inscriptions by prominent mem-
bers of the sect. The function of the in-
seripiion  varics. On  chinsi a master's
inscription certifies the legitimacy of the
recipient; if not written by the subject of

the portrait, the inscription is added by
another, related priest to describe the sub-
ject’s life or the bond between the master
and disciple. Other paintings, from or-
thodox Buddhist icons to secular bird-
and-flower paintings, were imbued with
a Zen significance by the addition of an
often cryptically allusive poem. This prac-
tice is related to the Chinese literati
notion of the unity of the three arts of cal-
ligraphy, poetry, and painting, and seems
to have been promoted in Japan by the
Chinese emigré I-shan I-ning. In the
study of early ink paintings, such inscrip-
tions are also valuable for the information
they provide about the date and context
of a painting’s execution.
kachoga (J.; Em@): bird-and-flower paint-
ing. One of the traditional classifications
of painting that includes not only paint-
ings of birds and flowers but all manner
of natural life. Certain subjects that fall
into this broad category are, because of
their ink technique, classified separately,
such as with bambeo and orchid painting.
Kamakura period (1185-1332): Japan's
first military government, or shogunate,
was established by Minamoto no Yori-
tomo in Kamakura, from which the
period receives its name. After Yoritomo’s
death in 1199, the administration of the
shogunate fell to the regents of the Hoio
family. Under the Hoj6, Zen temples were
founded by Chinese emigré priests, and
Japan’s early ink painting was born,
Kand school (3#iR; Aend-he): a hereditary
line of painters officially patronized by
the shogunate from the second half of the
fifteenth century until the middle of the
nineteenth. Masanobu (1434-1530) was
the first Kand painter to be given the
post of official painter. "The school’s classic
synthesis of Chinese ink painting tech-
niques and themes with Japanese dec-
orative scale and color was accomplished
by Motenobu (1476-1359). As develeped
by Eitoku (1543-80) in the Momoyama
period and refined by Tan’yd (1602-74)

in the Edo period, it remained the pre-
ferred mode of the ruling class in both
official and private art.

kappitsu (J.; ®%: Ch. Eo-pi, “dry brush”):
dry brushwork that produced a sparsely
inked line or texture stroke that has a tac-
tile, almost abraded appearance, as in the
Four Stegpers by Mokuan (pl. 29).

Muromachi period (1392-1572): Following
the reunification of the two imperial
courts in 1392, the Ashikaga shoguns
ruled from their residence at Muromachi
in Kyoto, and their government is hence
known as the Muromachi shogunate.
Until the mid-fifieenth century, ink paint-
ing flourished under their patronage with
the emergence of such artists as Josetsn
and Shabun at the Zen temple Shokoku-
ji. After the disastrous Onin War of 1467~
77, real power shifted to the provinces,
and ink painting flowered in several local
centers, led by Sesshii in western Japan,
Kei Shoki in Kamakura, and by the lay
painters of the Kand school who received
the official patronage of the Ashikaga
shoguns.

Nambokuchd period (1333-91): period of
the Southern and Northern Courts, also
known as the Yoshino period. Following
the collapse of the H6jo regency at Kama-
kura, the emperor Godaigo attempted to
reestablish imperial rule, setting up court
at Yoshino, a mountainous region in
Yamato province. Another branch of the
imperial line claimed to rule from Kyoto,
Real power still lay with the military
families, however. and one of their lead-
ers, Ashikaga Takauji, established him-
self as shogun, first siding with Gedaigo,
then turning against him and setting up
the Ashikaga shogunate in Kyoto, which
nominally ruled the country untl 1573,
During this period of transfer of political
power from Kamakura w Kyoto, the Zen
temples of Kyoto emerged as important
centers of literature and painting.

painter-monk (@f§: J. gass): Although this
term has been broadly used for any monk
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skilled at painting, it connotes, in the
context of early painting in the Zen sect,
a monk for whom painting is 2 major
occupation, sometimes in contradistine-
tion to one for whom painting is but one
of several avocations.

rakan. See arhals.

Shingon: the “True Word” sect of Esoteric,
Tantric Buddhism introduced and prom-
ulgated in Japan by Kikai at the be-
ginning of the ninth century. Firmly
entrenched in aristocratic and court cir-
cles, it was one of the most important
sects in the history of Japanese Buddhism
and art.

shigun: head of the military government of
Japan, and de facto sovereign of Japan
from the thirteenth to the nineteenth
century. During the period of early Japa-
nese ink painting, the shogunate was in
the hands of the Ashikaga family.

‘““splashed ink”: a technique of ink painting
much favored by Zen amateur painters.
The term has been variously used in
Chinesc literature, and historically there is
confusion between ‘“‘splashed ink” (@#&:
Ch. po-mo, ]J. halsuboku} and “broken
ink” (m#: Ch. p'o-mo, ]. haboku). The
former term was originally used to de-
seribe an eccentric technique of splat-
tering ink with various implements (brush,
hands, clothing) associated with a T’ang
artist, Wang Mo (Ink Wang). “Broken
ink,"” first associated with the landscape
style of the T?ang literatus Wang Wei,
prebably referred to a technique of break-
ing up the surface of landscape forms by
leaving unpainted areas within the con-
tours. In Japan, both terms came to denote
an expressive landscape style using a
technique of successive washes beginning

with light ink, followed by dark. Sesshii’s
landscape in the Tokyo National Mu-
seuin, referred to as a kaboku landscape in
the artist’s inscription, is the epitome of
the splashed ink style in Japancse paint-
ing. See plates 4-5.

suira: the sacred texts of Buddhism, dealing
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variously with the life and teachings of
Sakyamuni, and the mercy and power of
other Buddhas and bodhisattvas.

yamaifo-¢ (].; *fma): Japanese-style painting.
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A term with broad and ambiguous con-
nections, it originated during the Heian
period to describe painting that was dif-
ferent in style and subject from kara-e
(m#), Chinese T ang-style painting. It
later denoted a distinction from Fkanga

(mm), Chinese painting of the Sung and
Yitan dynasties, In general, yamaio-e is
done with heavy mineral pigments, and
deals with themes from classic Japanese
literature, history, and native scenery.
When the term is used in this hook, it is
usually in reference to the traditional
Buddhist painting done by the profes-
sional painters employed by temples of
various sects. See plates 14, 133,
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An illustrated catalogue of previcusly unpublished ink paintings, with short biographical
notes on the artists. Some ten painters of the early period are included, such as Kas
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