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1. Daruma. Inscription by Lan-ch'i Tao-lung 
(1213-78). Hanging scroll. Ink and color on silk. 
H. 104.8, w. 46.4 cm. Before 1278. Kogaku-ji, 
Yamanashi Prefecture. 
This iconographic type of Daruma, dressed in a 
red robe and seated on a rock, completely fill­
ing the composition, predates the tradition of 
the patriarch facing a rock wall that was fa­
vored later. Fluid lines of fluctuating width with 
skillfully applied ink-shading produce a strong 
sense of volume. In limiting background ele­
ments to the rock dias, this composition is close 
to that of traditional iconic representations of 
Buddhist deities. The large size and com­
manding presence of the figure are character­
istic of the earliest ink paintings. This portrait 
of the first Zen patriarch would have been re­
vered in the same sense as the chinso in plate 8, 
which like this painting was dedicated to Ronen 
Koji by Lan-ch'i Tao-lung. 7 
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A ote to the Reader 
Japanese names are given in the customary Japanese order, surname preceding 
given name. The names of temples and subordinate buildings can be discerned 
by their suffixes: -ji, -tera, -dera referring to temples (Toshodai-ji ; Ishiyama­
dera); -in usually to a subtemple attached to a temple (Sh6ry6-in at Horyii-ji); 
-do to a building with a special function (Miei-do); -bii and -an to larger and 
smaller monastic residences, respectively (Gokuraku-bo; Ryiigin-an). 
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INTRODUCTION 

Ink painting, suibokuga, is the quintessential art form of the Far East. The flexible 
Chinese brush, impregnated with a carefully controlled mixture of water (sui) and 
ink (boku), has been used by countless generations of painters-by Chinese, Korean, 
and Japanese, both amateur and professional, and by Confucian, Taoist, and Buddhist 
alike. More than simply a technique, monochrome painting in ink is a distillation of a 
spiritual viewpoint, a condensation of the artist's poetic and philosophic perceptions. 
In Japan, this approach to the art of ink painting was introduced and fostered by 
priests of the meditative sect of Buddhism best known as Zen. Unlike Chinese ink 
painting, in which the relationship with Zen (or Ch'an in Chinese) was only one of 
many influences on its development, Japanese suibokuga is founded almost exclusively 
on the life and thought of medieval Zen. 

The strength of the ink painting tradition in Far Eastern culture is satisfactorily 
understood only in light of the peculiar technical characteristics that make it an ideal 
medium for spontaneous intellectual and spiritual expression. Harshly transparent, 
ink painting inevitably reveals the painter's character, while giving immediate ex­
pression to his ideas and emotions. An inked brush must be applied without hesita­
tion, with total concentration of mind and body. o correction is possible on the 
absorbant paper or smoothly sized silk that receives the ink, irrevocably recording 
the strength or weakness of the painter's training and resolve. A painter must have 
thorough mastery of the many possibilities of his brush, as well as of the various prop­
erties of different surfaces and dilutions of ink. Not only must his hand be arduously 
trained, but his mind finely concentrated; only then can he realize the image he has 
culled from accumulated experience of both the natural world and its transforma­
tions in art. Further, because an ink painting is unified in a monochrome of ink tones, 
both execution and perception are unimpeded by the multiplicity and sensual dis­
tractions of color. Subtly affirmed both in the act of painting and in the finished work, 
then, is the underlying identity of artist and subject, of the brush and its indelible 
traces, and, ultimately, of man, nature, and art. It is this philosophical approach 
that distinguishes suibokuga from other types of painting. 
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Many paintings classed as suibokuga are not executed solely in monochrome ink, 
but embellished with color. The basic linear structure of the ink technique, however, 
is unobscured by this addition of color, generally applied in light washes of vege­
table pigment. On the other hand, there are paintings of later periods that, while 
technically akin to suibokuga, do not share its spiritual foundations, and are more ap­
propriately grouped in separate classifications, as, for example, decorative screen 
painting (shiihekiga) and Southern school painting (nanga) . 

Early ink painting in Japan, the subject of this book, is a category of works pro­
duced during the century and a half from the mid-thirteenth to the late fourteenth 
century. Encompassing such disparate types of painting as realistic portraiture and 
expressive renderings of orchids and bamboo, the Japanese ink painting of this period 
was firmly grounded in Chinese art of the Sung and Yuan dynasties. It was part of 
the rich legacy of Chinese artistic and intellectual achievement that fell to Japan 
with the transplanting there of Zen Buddhism. 

The origins of ink painting are obscure._. As early as the Han dynasty (206 B.c.­
A.D. 220) the technical and expressive possibilities of brush and ink were explored 
in the art of calligraphy. Painting, too, from early times, was essentially an art of 
the ink line. Pre-T'ang painting, as far as can be reconstructed from archaeological 
and literary evidence, was a realistic, didactic art that dealt with themes from every­
day life, history, and mythology, in a style based on line embellished with color. 
Indian and Western elements of cblor and shading came into Chinese painting with 
Buddhist art. Though supramundane in content, Buddhist painting depended for its 
aesthetic appeal on brilliant color and on modeling of form. This international style 
waned with the decline of the cosmopolitan T'ang empire (618-ca. 907); after the 
middle of the eighth century, Chinese painters reasserted the native preference for 
line, and began to refine the subtle aesthetics of brushwork in ink that was to be the 
preferred technique in subsequent Chinese painting. 

Three essential elements of ink painting can be traced to the T'ang period. Its 
potential for description and modeling was realized in an eighth-century sketch of a 
bodhisattva in ink on hemp preserved in the Sh6s6-in in ara (pl. 2). Although striking 
for the animated line simultaneously rendering the figure's contour and form, it reflects 
but dimly the achievements of T'ang ink painters such as the legendary Wu Tao-tzu, 
supreme among painters of the second quarter of the eighth century. A second funda­
mental quality of ink painting is its capacity for highly personalized expression, in­
herent in its calligraphic origins. Done with the same brush and ink used for writing, 
ink painting, like calligraphy, is a sensitive record of a painter's personality and emo­
tions. Wang W'ei, a younger contemporary of Wu Tao-tzu, explored this aspect of 
painting in monochrome ink, epitomizing the gentleman-calligrapher-poet-painter 
idealized by literati painters of later times. Wang Wei is also credited with the third 
aspect of ink painting to take form in the T'ang period, landscape as a major subject. 
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He painted scenes of his country home in a technique described as "broken ink" (p'o 
mo). Unlike the later "splashed ink," this technique was probably an early use of 
various ink tones and brushstrokes within the contours of an image to suggest texture 
and form, a technique that later became formalized as a variety of brushstrokes called 
"wrinkles " (ts'un ). 

During the succeeding centuries of the Five Dynasties and Northern Sung periods 
(tenth to early twelfth centuries), landscape in ink was established as the preeminent 
genre in Chinese painting. As a vehicle for thought about man's relation to nature, 
it was conditioned by broad movements in intellectual history. Monochrome land­
scapes reflected ancient Taoist aspirations to harmony with nature's primal forces, 
as well as a eo-Confucian concept taking shape at that time which affirmed man's 
fundamental unity with the material universe. Tenth-century masters of landscape 
painting-such as Ch'ing Hao, Li Ch'eng, Fan K'uan (pl. 3), anrl Tung Yuan- per­
fected a realistic style of landscape in ink monochrome depicting man in an intimate, 
though overwhelmingly subordinate, interaction with the mountains and rivers of 
specific regions. ... 

The formulation of a comprehensive aesthetic embodying this union of man and 
nature, however, was carried out by a later generation of painters, and arose from 
their struggle to personally realize this union in their art. During the eleventh century, 
a coterie ofliterati centered around the poet-calligrapher-painters Su Tung-p'o (1036-
1101) and Mi Fei (1052-1107) crystalized an attitude toward painting that has served 
as the ideal for all subsequent wielders of the brush. Eschewing realistic depiction 
for symbolic expression, they transformed their depictions of mountains and rivers, 
rocks and bamboo, into extensions of themselves, into spontaneously executed mirrors 
of the soul. Ink painting had become a spiritual exercise, and this is the quality that 
sets it apart from other types of painting. 

If ink painting was an appropriate vehicle for the poetic and metaphysical forays 
of literati painters, it was fostered in Ch'an monasteries for similar reasons. Practi­
tioners of ch' an (Sanskrit dhyana, "meditation") strove to realize their essential nature, 
or Buddhahood, as one with the myriad phenomena of the material-spiritual world. 
In this they emulated the experience of Sakyamuni, the historical Buddha. The sect 
originated in China with the legendary arrival in 520 A.D. of an Indian sage, Bodhi­
dharma. At the southern court of Liang Wu-ti (r. 502-550) Bodhidharma espoused, 
somewhat unsuccessfully, the practice of meditation over devotional practice and 
study of scripture. He is said to have later crossed the Yangtze on a reed to spend the 
last years of his life in the kingdom of Northern Wei meditating in a rock cave at 
the Shao-lin temple. There he finally passed on the intuitive awareness of the Buddha­
nature to Hui-k'o, who became the second patriarch of Ch'an. The transmission of 
Bodhidharma's unrecorded doctrine is mythologized in a line of patriarchs to the 
sixth, Hui-neng (638-713). This enigmatic figure, insisting on the sudden realization 

16 of enlightenment, broke away from the adherents of gradual awareness to found the 
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Southern school of Ch'an. Although conditioned by long practice in meditation, en­
lightenment in this school was often precipitated by bizarre interactions between 
master and disciple. Passing through a lineage which came to be carefully recorded, 
this Southern branch became dominant. The Southern school came to Japan as 
early as the ninth century, but it did not take firm root for some three hundred years. 

During the increasingly turbulent Sung dynasty, Ch'an monasteries became havens 
where educated laymen found a congenial intellectual atmosphere, and where ink 
painting was cultivated for its immediate and spontaneous spiritual expression. By 
this time Ch'an monks had moved away from the simple life devoted solely to medita­
tion that was held up as the original ideal; increasingly they applied themselves to 
intellectual endeavors in poetry and painting. Throughout the Southern Sung it was 
the Ch'an monasteries that nurtured the essential spiritual qualities of ink painting, 
while the court turned to the precious worldliness of academic art. Of the schools of 
painting that evolved within the monasteries, the most influential was that of the 
painter-monk l'vfo-ch'i at the Liu-t'ung monastery, on West Lake near Hang-chou, 
in the thirteenth century. ... 

As Ch' an life became more institutionalized, the practice of painting became diver­
sified. In addition to the Ch'an painting that sprang from individual religious practice, 
works serving specific functions in monastic life were produced by painter-monks 
(Japanese gaso) whose primary role was that of artist. In a position akin to that of 
his contemporaries at the emperor's academy, the painter-monk of this type produced 
technically accomplished works to the specifications of patrons. Among these were 
finely detailed portraits of Ch'an masters (Japanese chinso), essential to the mainte­
nance of the religious lineages central to Ch'an. Other subjects include such religious 
figures as Sakyamuni, the White-robed Kuan-yin (Japanese byaku-e Kannan), arhats, 
patriarchs, and eccentrics from primitive Ch'an lore, which were viewed not as tradi­
tional icons, but as models for spiritual life. Frequently such paintings showed the 
subject at the moment of enlightenment, such as the sixth patriarch chopping bam­
boo, and are categorized as zenkiga, "paintings of Zen activity." After the thirteenth 
century the activities of the monasteries became more didactic, and these paintings 
became increasingly narrative in content. Meetings between master and disciple and 
debates between laymen and Zen monks appeared in the repertoire of themes. Secular 
genres of landscape and bird-and-flower painting were also assimilated into Ch'an 
art. Reinterpreted through a spiritual outlook that saw Buddhahood in the smallest 
part of nature, such paintings are sometimes considered a type of zenkiga. 

This comprehensive art tradition began to filter into Japanese Zen circles at the end 
of the twelfth century, and in the mid-thirteenth century events in China and Japan 
greatly accelerated the process. The social and political turmoil in China attending 
the Mongol usurpation of the imperial throne in 1279 spurred emigration of Chinese 
priests to Japan, where they were welcomed by a newly established military ruling 
class. These independent-minded samurai were naturally drawn to the simplicity and 
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INTRODUCTION 

self-reliance of Zen, finding in it a congenial approach to mental discipline and the 
spiritual world. Having eschewed the enervating aesthetic preoccupations of the Kyoto 
court, the Kamakura rulers welcor;ned ink painting as an enrichment of their spartan 
culture. Throughout the thirteenth and fourteenth centuries, Japanese Zen and the 
early stage of ink painting that accompanied it continued to be invigorated by the 
immigration of Chinese priests, as well as by constant travel to south China by Japanese 
monks in pursuit of training at the great monasteries there. Consequently, .Japanese 
Zen closely followed Chinese practice, in both monastic life and organization. Des­
ignated temples in Kamakura and Kyoto were ranked in a hierarchial system known 
as the gozan, or Five Mountains, corresponding to Chinese ecclesiastic organization. 
Within the sphere of the Japanese gozan, contemporary movements in Chinese ink 
painting were eagerly followed. In this way, Zen temples became the channel through 
which a vast artistic tradition was transmitted to Japan. 

Largely determined by the Zen context in which it was introduced and fostered, 
Japanese ink painting is divided into four stages. These stages mark an evolving aes­
thetic awareness that parallels a trend toward tne secularization of Zen itself, as the 
religion and its art became assimilated into the mainstream of Japanese culture. 

The first stage is the early period surveyed here, from the mid-thirteenth to the late 
fourteenth century. Because centuries of evolution in Chinese ink painting were adopted 
in a relatively short time, it is difficult to trace an organic artistic development during 
this stage. Widely varied styles and degrees of sophistication in composition and 
brushwork reflect the quality of specific Chinese models. By the accident of their 
availability or, in some cases, through a conscious choice by Japanese connoisseurs, 
certain paintings came to be seminal in Japanese ink painting. A common element in 
early Japanese ink paintings is that they were produced by or for Zen priests who 
cultivated painting as part of their personal religious life, or who required certain 
types of painting integral to monastic activity. This is indicated by the subjects treated. 
Most numerous are chinso, portraits of Zen masters. Next are figure paintings that treat 
subjects from Buddhist and Taoist lore who were taken as Zen models (these are 
called doshakuga ). These two genres, chinso and doslzakuga, the most intimately con­
nected with monastic functions, reached artistic heights unmatched by the work of 
later generations. Bird-and-flower paintings of this period, symbolic and expressive 
rather than decorative, are among the finest ever produced inJapan. Landscape themes 
remained nascent, the only major genre of ink painting not mastered in the early stage. 
Foundations for other types of painting were also laid. As in Chinese monasteries, 
there were two types of ink painters in Zen temples. Kao exemplifies the amateur 
painter-monk for whom painting was rooted in personal religious life. More professional, 
as opposed to avocational, artists of the early period are typified by Ryozen and Gukei. 

The second stage, from the late fourteenth to mid-fifteenth century, is marked by 
the ascendence of landscape themes and the increased specialization of the artist. 
Painters such as Josetsu and Minch6 led schools of painting centered at the Kyoto 19 
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temple!; of Sh6koku-ji and Tofuku-ji. These painters, epitomized by Shubun, Josetsu's 
successor at Shokoku-ji, were low-ranking priests who produced paintings in a stand­
ard format known as shigajiku, hanging scrolls combining poetry and painting. Their 
patrons, who were eminent priests and laymen close to the shOgun (the supreme 
military ruler), and who gathered in literary coteries known as bunga noyusha ("Friends 
of the Arts"), inscribed these paintings with Chinese verses that emulate the Chinese 
tradition of literary eremitism. Although a reclusive life devoted to cultivation of 
self and art amid the solace and inspiration of nature was a near impossibility in 
troubled military palaces and in temples entangled in political affairs, this literati 
aspiration continued to be cherished, and is reflected in the idealized landscapes of 
the shigajiku. Also during this period, however, Josetsu and then Shubun came to 
receive stipends from the shogun, withdrawing to a large extent from the original 
Zen context of ink painting. 

The third stage covers the second half of the fifteenth century, which saw a disper­
sion of power and culture from the capital to the provinces following the Onin War 
of 146 7-77. The special character of ink painting m this period is seen in the life and 
work of Sesshu Toyo (1420-1506). Breaking with the shogunate-sponsored Shokoku­
ji school to pursue his art individualistically and as a way of life, Sesshu differed 
fundamentally both from the amateur painter-monks of the earliest period and from 
the professional painter-monks of the early fifteenth century. Securing the patronage 
of a powerful clan in western Japan, he crossed the sea to China in 1467, returning 
two years later to practice an increasingly self-conscious art. He attracted numerous 
students and also traveled widely, with the result that his style was much imitated. 
This period also saw the emergence of several schools of painting inspired by the style 
of Shubun-those of Sotan (Shubun's successor as official painter to the shogun), 
Noami, and .Jasoku. In eastern Japan, a local school of ink painting centered at 
Kencho-ji in Kamakura flourished under Kei Shoki and his followers. These schools 
were all still within the cultural sphere of the Zen temples. 

In the fourth stage the process of secularization was completed. Official patronage 
of ink painting fell to lay painters of the Kano school, whose works, synthesizing 
Chinese styles with Japanese decorative requirements, were typically executed in large­
scale architectural formats. Ink-painted screens and sliding doors became as familiar 
in the castles and mansions of nobles, samurai, and merchants as they were in Zen 
temples. During this period, the art of ink painting as an integral manifestation of 
Zen awareness had a final, isolated flowering in the painting of Sesson, a painter­
monk in northeast Japan. His individual, fundamentally Zen-informed art stands 
apart from the general trend in ink painting that culminated in the academic man­
nerisms of the later Kano school. 

In the past Japanese scholars have tended to concentrate on the paintings of the 
second and third stages, with the study of early works being limited to those of a 
few painters such as Kao and Mokuan. This bias resulted from centuries of con-
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noisseurship by tea masters; who played a crucial role in the preservation and ap­
praisal of ink paintings: they tended to exalt a few names, ignoring anonymous works 
for the most part (if not stamping them with spurious seals of Shubun and Sesshu), 
and favored certain types of painting to the detriment of others. As a result, anony­
mous paintings from the early period-comprising the majority of works produced 
at this time-were often neglected, and the early paintings related to monastic life 
were ignored as being largely unsuitable for display in the tokonoma, the alcove which 
is the focal point of the tea room. 

In this survey, the largely anonymous corpus of early ink paintings is organized 
and analyzed for internal developmental trends. Paintings are grouped in categories 
according to subject matter, and arranged chronologically as far as possible from 
evidence in inscriptions and in the biographies of priests and artists. Withip these 
groups, a trend toward increasing aesthetic emphasis over spiritual content is dis­
cerned. Although most early ink paintings are anonymous, or by artists about whom 
little is known, a few artistic personalities do emerge from the work of this period, 
such as the eccentric Gukei and the priest Kao. AspectS' of early ink painting seminal 
to later developments are also noted, placing the paintings of this stage in proper 
historical perspective. 

Presumed in the analysis is an understanding of the major modes of brushwork. 
Because, in practice, brush techniques are naturally tempered by individual style 
and are used in combination, it is difficult to define precisely the terms commonly 
used to describe them. In China, brush techniques developed gradually, evolving 
naturally in response to the descriptive needs and expressive intentions of specific 
periods. Although not mutually exclusive, each of the major modes represent distinct 
traditions and perceptions of nature. 

Hakubyo (Chinese pai-miao, "white drawing") is a method of depicting a motif, often 
a figure, in animated lines without color or shading in ink. This type of descriptive 
line drawing is supposed to have originated during the T'ang dynasty (618-ca. 907), 
when it was perfected by Wu Tao-tzu. Like the even "wire line" of T'ang Buddhist 
art, hakubyii is executed with a carefully controlled brush tip, but its fine lines are 
subtly modulated. By varying pressure on the brush, form as well as contour is ren­
dered. This mode was favored by virtuoso calligraphers such as Li Lung-mien in the 
Iorthern Sung period (960-1126), and Chao Meng-fu in the Yi.ian period (ca. 1280-

1368). orthern Sung Ch'an monks also painted in hakubyo. The scroll of arhats by 
the priest Fan-lung in the Freer Gallery of Art is one of the finest Sung paintings in 
this mode. Japanese paintings of the Heian period such as the scrolls of frolicking 
animah in the Kozan-)i, as we\\ as the iconogra-phic drawings used in Shingon rituals, 
reflect the influence of this tradition. It was the Yi.ian style of figure painting in hakubyo, 
however, that was most influential in the early period of Japanese ink painting (see 
pls. 93, 96- 97). 

If hakubyii has its roots in the linear aesthetic of Chinese calligraphy, the method of 21 
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brushwork referred to as "boneless" (Ch. mo-ku-hua, J. mokkotsubyo) might be con­
sidered its conceptual and technical antithesis. During the tenth century, a method 
of painting without conspicuous linear structure, or "bones"-a term borrowed from 
calligraphic theory-was developed in the bird-and-flower painting associated with 
the Southern T'ang painter Hsu Hsi. In contrast to his contemporary and rival Huang 
Ch'uan, who worked in a style of fine outlines filled with flat washes of color (Ch. 
kou-li t'ien-ts'ui, J. kOrokubyo), Hsu Hsi rendered his forms directly, modeling them 
with graded washes of color that suggested volume as well as shape. These two methods 
sprang from fundamentally different approaches to both the natural world and the 
act of painting. Huang's method was analytical and naturalistic: specific characteristics 
of color and outline were isolated and painted in meticulous detail. Chinese writers 
have described this method as "painting from life" (hsieh sheng). Hsu Hsi's method was 
more direct and intuitive. While still basically realistic, his technique was an early 
type of "mind painting" (hsieh i). By directly rendering an image without differen­
tiating outline and form, a painter could spontaneously transfer an intuitive vision 
to the pictorial surface. It was this quality that made the boneless style a favored mode 
in ink painting. The ink bamboo of literati painters as well as the impressionistic 
landscapes of Mu-ch'i exemplify this technique. Ch'an painters such as Mu-ch'i and 
Yu-chien took the boneless style to its ultimate extreme in their untrammeled "splashed 
ink" style (pls. 4-5 ). Their brushwork was so lacking in "bone structure" that Chinese 

4. Fishing Village at Dusk, attributed to Mu­
ch'i. From Eight Views ef the Hsiao-Hsiang. Ink 
on paper. H. 32.9, w. 112 cm. Thirteenth 
century. Nezu Art Museum, Tokyo. 
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5. Mountain Landscape, by Yu-chien. Detail. 
From Eight Views of the Hsiao-Hsiang. Ink on 
paper. H. 33, w. 84 cm. Southern Sung dynasty. 
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critics dismissed it as lacking proper form. This splashed ink mode, because it allowed 
such spontaneous execution, and probably also because it could be practiced to some 
extent by technically unskilled amateurs, was adopted by many Japanese Zen painters. 

Gempitsu-tai (Chinese chien-pi), a mode of abbreviated brushwork developed in the 
thirteenth century, brought the expressive and spontaneous potential of the brush to 
its ultimate capacity. Liang K'ai, a brilliant painter of the Southern Sung academy, 
perfected this style and provided the model for many Japanese paintings. His figure 
paintings describe form and movement in a few bold strokes that simultaneously sug­
gest external form and inner character. A few fluid strokes complete his portrait of Li 
Po (pl. 6), mellow with wine and euphoric in his versifying, while similarly abbreviated, 
but sharp lightninglike strokes depict his sixth patriarch ecstatically shredding the 
sutras that obscure true enlightenment. A technical kinship can be seen in the figures 
of Kao (pls. 30, 35 ), energetically rendered in a few bold, expressive lines. Liang 
K'ai worked during the latter part of his career in the artistic milieu of the Ch'an 
monasteries. Like the enigmatic Ch'an aphorisms used to free the mind from the 
shackles of ordinary perception, startling it intd a realm of nonrational, intuitive 
awareness, the abbreviated brush mode minimizes rational description of form, el­
liptically capturing the essence of an image. 

Variations of abbreviated brushwork developed in Ch'an painting during the thir­
teenth and fourteenth centuries, and were influential in early Japanese painting. 
"Apparition painting" (Ch. wang-liang-hua, J. moroga) rendered ethereal forms in 
pale fluid lines, accenting only the facial features with fine, dark brushstrokes. By 
making impalpable both the figure and its spatial context, a painter could express 
in this mode the fundamental Zen paradox of the identity of form and emptiness. 
Examples in Japanese painting can be seen in plates 19, 54, and 112. 

As painters became more conscious of the act of painting for its own sake rather 
than as a representational tool, certain modes developed that emphasized specific 
qualities of the media. Kappitsu (Ch. k'o-pi, "dry brush" ), a technique used by painters 
such as Mokuan, utilizes the friction created between the painting surface and a dry, 
often worn brush. The tactile quality that results when separated hairs of the brush 
are drawn across the paper or silk was exploited in the depiction of drapery folds, 
hair, and body (pl. 29). 

Certain types of line emphasizing the movement of the brush came to be standardized 
during the Sung period as aesthetic awareness of the lines per se deepened. Atari, 
the accentuation of the beginning of the line with a hook or a thickening produced 
by an increase of pressure on the brush, emphasizes the point of contact between brush 
and surface, and thus transfers something of the act of painting itself to the finished 
line. Examples of atari can be seen in the lines of the robe in plate 8 . "Orchid leaf" 
drawing (Ch. lan-miao, J. ranbyo) refers to a fluid, supple line that, in response to 
fluctuating pressure on the brush, thickens and thins to suggest movement in space 
like the twisting and turning of a slender leaf in the wind (pls. 8, 135 ). "Bent reed" 
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6. Li Po Reciting, by Liang K'ai. Ink on paper. 
H. 80.9, w. 30.3 cm. First half of thirteenth cen­
tury. Tokyo ational Museum. 25 
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lines (Ch. chC-lu-miao, J . setsurobyo), as the name implies, turn at sharp angles, without 
break (pl. 43). 

In landscape painting the surfaces of natural forms-rocks, earth banks, trunks of 
trees-are given texture and volume by modeling strokes called ts'un (Japanese shun) 
or "wrinkles." These strokes, usually added last, tie the parts of the painting together, 
their rhythmic patterns supplying the harmony that is one of the prime criteria of 
of artistic value in traditional connoisseurship. Since they are the part of the painting 
that can be most freely executed, they often disclose an artist's personal touch, and 
critics often decide the authorship of a work on the basis of these modeling strokes. 
Like the various types of line, different types of ts'un developed at certain times and 
reflect evolving artistic concerns. The "raindrop" stroke (Ch. yu-tien-ts'un, J. uten­
shun) of orthern Sung masters such as Fan K'uan was a small stroke densely layered 
in varied tones with the tip of the brush. This type of modeling produced a realistic 
effect of light playing on a rough surface, similar to the juxtaposition of color tones 
by nineteenth-century Impressionist painters in France. By the twelfth century, this 
laborious technique had been all but replaced by the "axe-cut" stroke (Ch.fu-p'i-ts'un, 
J.fuheki-shun ) associated with Li T'ang. By pulling the side of the brush in a direction 
nearly perpendicular to the contour line of a rock or earth bank, both the faceted 
surface and the vertical plane were depicted (pls. 21, 86-87). The resemblance of such 
areas of brushwork to the roughhewn surface of axe-cut timber gave name to this 
technique. Both the descriptive effect of this stroke and the economy of its execution 
stem from the suggestive rather than the realistic concerns of Southern Sung painters. 
"Hemp fibre" strokes (Ch. ma-p'i-ts'un, J. hima-shun) are produced by long soft strokes 
of a dry brush held at a slant and applied parallel to the contour of the image (pl. 40). 
This long, dry modeling stroke was favored by late Sung and Yuan painters. Not only 
did it effectively describe the verdant southern landscapes they took as subject matter, 
but it unassertively revealed the individual brushstroke and the painting process. 

In the early period of Japanese ink painting, shading with ink wash was often used 
instead of standard modeling strokes to give three-dimensionality to an image. There 
are certain peculiar techniques such as "reverse shading" (sakasaguma, or kaeriguma) 
in which the wash is applied away from the line to create a highlight in an area, such 
as a drapery fold, where normally one would expect a shadow (pls. 22, 66). In land­
scape motifs, there are many examples of reserving a border of unpainted silk or paper 
just within the contour line to produce a three-dimensional effect (pl. 77). 

A persistent problem in translating a book of this kind is the English rendering of names 
and terms from Sanskrit, Chinese, and Japanese. Absolute consistency often proves 
to be awkward. Here the Japanese reading is given priority since this is a study of 
Japanese painting ; exceptions are made when the context requires it, as in discussions 
of the early history of Ch'an and the development of painting techniques in China. 

26 I wish to thank Professor Miyeko Murase of Columbia University for her tireless 
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and careful supervlSlon of this translation. For patient and illuminating discussion 
of fine points of brush techniques in Chinese and Japanese painting, I am greatly 
indebted to Professor Cornelius Chang. Some of the historical and technical informa­
tion discussed in the Introduction was adapted from an appendix in the Japanese 
edition, and then considerably expanded. 

Barbara Ford 

27 
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ORIGINS AND SCOPE 

The history of Japanese ink painting can be said to begin in the mid-thirteenth century 
with the arrival of the Chinese Zen priest Lan-ch'i Tao-lung (Japanese: Rankei 
Doryu, 1213-78). Although Zen, with its fundamental emphasis on meditation as the 
means to enlightenment, had been introduced into Japan in its Sung form somewhat 
earlier by Dogen (1200-1253) and Eisai (1141-1 15), its cultural manifestations had 
remained dormant. Some seeds of Zen culture were sown in the early thirteenth 
century by the Shingon priest Shunj6 (1166-1227), who upon his return from China 
had instituted a rigorous regimen of meditation at Sennyu-ji in Kyoto. With the 
arrival of Lan-ch'i Tao-lung in 1246, however, a revolution was sparked in the Japa­
nese religious world. At Kencho-ji in Kamakura, which Doryu founded with the back­
ing of the regent H6j6 Tokiyori, the daily life and religious practice of Zen monks 
were ordered strictly on the rule of Ch' an as it had flourished in Sung China. Fostered 
there was the essential bond between master and disciple that was so important in 
the quest for enlightenment and in the preservation of the Zen tradition. 

The chinso, a specific type of portrait of a Zen master, was an integral part of this 
religious environment. When a Zen monk had attained a sufficient level of religious 
awareness to become independent of his master, he received a portrait from him as 
testament to the place he had earned in the transmission of the Buddha-mind from 
person to person, a process lying at the heart of the Zen sect. Occasionally, a chinso 
of a deceased master would be painted to be kept at hand for inspiration as though 
it were a living master. With the testament type of chinso, the master himself wrote an 
appropriate dedication on his portrait. When, as with the chinso of a deceased master, 
the subject of the portrait did not write the inscription, an e ninent priest would provide 
one referring to the bond between the master and the recipient of the portrait. In 
any case, the chinso was more ardently treasured at Zen temples than either traditional 
icons or sutras. 

As one of the canonical forms introduced by Lan-ch'i Tao-lung, the chinso was 
stylistically under the direct influence of Sung painting. The traditional canon of 
Chinese portraiture, "realistic depiction of personality," calls for the artist to capture 
the inner spirit of a subject by exact rendering of physiognomy. This was a revolu-
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ORIGINS AND SCOPE 

tionary concept in Japan, where depiction of the human figure tended toward idealiza­
tion and stereotype. Characteristic of the Sung technique was the use of fine, animated 
lines to create realistic effects, especially in the depiction of the face. Great care was 
taken with the delicate brushstrokes for hair, the precise delineation of the features, 
and, above all, the animated rendering of the eyes. 

The portrait of Lan-ch'i Tao-lung in plate 8, dedicated by him in 1271, displays 
in full these characteristics. Among the oldest chinsi5 in Japan, this has long been 
considered by some scholars to be a Chinese painting, and its severe brushwork lends 
credence to this theory. If this work is compared to a high Sung painting, however, 
such as the portrait of Wu-chun Shih-fan in Tofuku-ji (pl. 7), it appears somewhat stiff 
and subdued, a common trait of Japanese paintings done in imitation of Chinese 
works. In any case, Lan-ch'i Tao-lung's portrait marks the inauguration of Japanese 
Zen painting, and its technical characteristics, the use of line and shading, as well 
as the severity of treatment reflecting its Zen context, should be carefully noted. 

Conceptually related to chinso are paintings which depict ancient patriarchs of Zen 
(soshizo). Although the early history of the sect is obsc'ure, all Japanese Zen monks 
trace their lineage to Bodhidharma (the Indian sage said to have introduced the Zen 
sect to China) through Hui-neng, the sixth Chinese to receive the transmission and 
the founder of the Southern school. Daruma, as Bodhidharma is known in Japanese, 
and the five Chinese who succeeded him are regarded as the six patriarchs of Zen. 
Their portraits are revered for the same reasons as chinsi5. 

The earliest example of a patriarch portrait is the Daruma in Kogaku-ji inscribed by 
Lan-ch'i Tao-lung (pl. 1 ). Here the brushwork is more fluent than in the portrait of 
Lan-ch'i Tao-lung. Beginnings of strokes are accentuated (atari) and the lines thicken 
and thin in an animated rhythm. The swelling forms of the robe and the solidity of 
the rock dias give a sense of volume. The strong iconic quality in this frontal image 
is significantly different from the more secular, purely aesthetic appeal of a similar 
work of about half a century later, the Daruma under a tree in plate 21. The depth of 
religious feeling in the Kogaku-ji Daruma suggests the possibility that it, like the chinso 
inscribed by Lan-ch'i Tao-lung in plate 8, might be a Chinese painting. Doubts 
concerning the provenance of these two ink paintings, which stand at the threshold 
of the Japanese tradition, set the pattern for the next 150 years; works of this period 
are invariably discussed in terms of the religious and artistic affiliations of the painter 
or, when there is neither seal nor signature, in terms of Chinese or Japanese origin. 

Most of the surviving paintings from this early period are doshakuga, a category of 
figure painting derived from the Confucian, Taoist, and Buddhist lore. In the first 
stage of ink painting in Japan, however, there are relatively few Confucian or Taoist 
subjects, a reflection of the unadulterated Zen context of early Japanese painting. 
Landscapes (sansuiga) and paintings of birds and flowers (kachi5ga) are relatively few. 
In this book, the ratio of di5shakuga (excluding chinso) to landscapes and bird-and-
flower paintings is 14 to 1 and 3.5, respectively-not counting copies. 29 
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7. Wu-chun Shih:fan. Ink and colors on silk. 
H. 124.8, w. 55.2 cm . Southern Sung dynasty. 
Tofuku-ji, Kyoto. 
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Further evidence on the distribution of subjects is provided by the wntmgs and 
poems that Zen priests inscribed on paintings, and which are available in their col­
lected works. The seven monks whose works provide the most numerous examples 
are the immigrant Chinese Wu-hstieh Tsu-yuan (Mugaku Sogen; d. 1286), Ching­
t'ang Chiao-ytian (Ky6d6 Kakuen; d. 1306), I-shan I-ning (Issan Ichinei; d. 1317), 
and Ch'ing-cho Cheng-ch'eng (Seisetsu Shocho; d. 1339), together with the Japanese 
Kemp6 Shidon (d. 1361), Gido Shiishin (d. 1388), and Zekkai Chushin (d. 1405). 
Among the approximately eight hundred inscriptions for paintings recorded in their 
works, there are 5 for figure subjects to every 1 for landscapes and every 1.5 for bird­
and-flower paintings. The discrepancy between literary sources and extant paintings 
can be explained in several ways. When the writings of these seven priests were com­
piled, there were undoubtedly some cases in which it was decided to include only 
one of several poems on the same poetic theme, and other cases in which a given 
poem, although it had been inscribed on several paintings, would be recorded only 
once. On the other hand, the comparatively small number of surviving landscapes and 
bird-and-flower paintings might be due to the fact th1tt these genres, valued chiefly 
for their aesthetic qualities and much on display, were more vulnerable to damage 
and loss. 

When the distribution of subjects is analyzed within this group of seven priests' 
writings, a marked change of emphasis appears after the mid-fourteenth century. 
Inscriptions by the four who were active in the early part of the century are in a ratio 
of twenty figure subjects to every landscape and every four bird-and-flower paintings. 
Poems on landscape and bird-and-flower paintings increase dramatically in the writ­
ings of the three who were active in the second half of the century, producing a ratio 
of 3 figure paintings to 1 landscape and 1.3 bird-and-flower paintings. This shift 
indicates a trend which culminated in the fifteenth century, when landscape painting 
in the shosaijiku genre, hanging scrolls designed to evoke a contemplative natural 
setting in the priest's study, became predominant. 

Some idea of the Chinese models available during this period can be gotten from 
the Sung and Yuan paintings listed in the Butsunichi-an komotsu mokuroku, a 1363 record 
based on an inventory taken in 1320 of the collection of art objects in the Butsunichi­
an, a subtemple of Engaku-ji dedicated to the spirit of Hojo Tokimune (1251-84). 
In this list, there are only four landscapes, but twenty-five bird-and-flower paintings, 
and, apart from the numerous chinso, eighteen figure paintings. The large number 
of bird-and-flower paintings is due to their use in triptychs, where two of them flanked 
a central image of a Buddhist patriarch (soshizo). 

The subjects of these patriarch paintings are most often Daruma and Kannon, 
followed by Shaka (Sakyamuni), Monju (Mafijusri), and Hotei (Pu-tai). Surpris­
ingly, there are few representations of the Zen eccentrics Kanzan (Han-shan) and 
Jittoku (Shih-te), who later figure so prominently in the repertoire. Kannan is 
usually represented in the form of the White-robed Kannon. Including historical 31 
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figures such as Daruma and Hotei in the pantheon is consistent with Zen belief. 
Essentially, Zen is the realization of the Buddha-nature within oneself by a direct 
transmission of intuitive awareness from mind to mind through meditation, without 
reliance on scripture or ecclesiastical cannons. Great emphasis is therefore given to the 
lineage from Shaka to his disciple Kasyapa, through twenty-eight Indian patriarchs 
to Daruma, and from him to Hui-neng, the sixth Chinese patriarch, and finally to all 
the lines of the Southern school of Zen. In view of the importance of these predeces­
sors in Zen, it is quite understandable that Hotei and Daruma are so often treated in 
sculpture and painting. 

Some figures from traditional iconography, such as Shaka~ Kannon, and Monju, 
are given prominence in the Zen pantheon, but the humanistic manner in which they 
are conceived is radically different from that of pre-Zen religious painting. Shaka is 
often represented as an emaciated figure coming down from a mountain to sit in 
mediation under the Bodhi-tree at Bodh Gaya, having failed in his quest for enlighten­
ment despite six years of withering austerities. The bodhisattva Kannon is most fre­
quently depicted wearing a white robe, seated in contemplation on a rock at the edge 
of a mountain stream. This aspect of Kannon is not taken from any sutra and, like 
the representation of Shaka coming down from the mountain, is a pointed departure 
from the supramundane emphasis of earlier Buddhist painting. Underlying this icono­
graphic change is Zen's fundamental belief in discipline and self-reliance, with the 
corollary view of Buddhist deities as inspirational models rather than objects of wor­
ship. This attitude is also seen in the special reverence accorded paintings of arhats 
(rakan in Japanese), Buddhist holy men of India who achieved enlightenment solely 
through their own efforts. Zen monks strongly identified with these ancient sages, 
who prefigured the Zen quest for the Buddha-nature within oneself. 

The preponderance of patriarch paintings in the early period, and the fact that the 
iconography remained unchanged in later ink painting, points to the seminal impor­
tance of this period in figure painting. On the other hand, the scarcity of figure subjects 
from Confucian literature and Taoist lore, which survive in large number from later 
periods, shows that early ink painting in Japan was relatively faithful to the Zen 
tradition as imported from Sung China. 

There are a few surviving landscapes, such as Wild Geese Alighting on a Sandbar 
with the seal "Shitan" (pl. 89), followed by the works of Gukei and Kao (pls. 88, 92). 
This material is insufficient, however, to support a detailed analysis of the influences 
from Chinese painting, the internal development of early landscape painting, or 
the relationship to later landscape painting. 

Among the bird-and-flower paintings produced in this period are to be found the 
finest works of this type in the whole of Japanese ink painting, both in brushwork and 
in the depth of spiritual content. Although there are examples of bird-and-flower 
paintings with the addition of color in this period, most paintings in this category 
were painted solely in monochrome ink, beginning with the hanging scrolls depicting 
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plum branches inscribed by Hakuun Egyo (pls. 98-99) and including paintings 
by Kao, Gukei, and Tesshil Tokusai. In the fifteenth century this tradition was con­
tinued by Gyokuen Bomp6, but bird and flower subjects were eventually eclipsed by 
landscape during this second stage of Japanese ink painting, the era of the landscape­
dominated shosaijiku. In the third stage, covering the latter half of the fifteenth century, 
bird and flower themes, embellished with color, again figured prominently in the 
repertoire. Although the finest monochrome paintings of bird and flower subjects 
belong to the first stage, there are too few surviving examples to fully assess stylistic 
development during this period. 

33 
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8. Lan-ch'i Tao-lung. Inscription by Lan-ch'i 
Tao-lung (1213-78). Hanging scroll. Ink and 
light color on silk. H. 105, w. 46.l cm. 1271. 
Kencho-ji, Kamakura. 
Lan-ch'i Tao-lung (Rankei Doryii), later known 
as Daikaku Zenji, was invited to Kamakura in 
1246 by Hojo Tokiyori, the fifth Kamakura re­
gent. With his establishment of the Kencho-ji 
in 1253, Sung-style Zen was transplanted to 
Japan. The acute realism of this portrait, 
achieved by meticulously rendering the details 
of the face, follows Sung canons of portraiture 
calling for the spirit of the subject to be cap­
tured in the physical likeness. Thin fluid lines, 
harmoniously combined with pale shading in 
ink, and the subtle coloring are new elements in 
Japanese portraiture. This chinso was inscribed 
in 1271, during Lan-ch'i Tao-lung's second res­
idency at Kencho-ji. Ronen Koji, the lay re­
cipient of the portrait named in the inscription, 
is thought to be H6j6 Tokimune, son of Toki­
yori, and the sixth Kamakura regent. 
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MAJOR THEMES 
AND EVOLUTION OF STYLE 

There were undoubtedly a great many painters actively engaged in the art of mono­
chrome ink painting during the 150 years of the early period, yet those whose personal 
style can be determined from extant examples of heir work number only five or so. 
Moreover, the majority of the surviving paintings from this period are anonymous 
and undated. Fortunately, however, many of these works bear inscriptions by Zen 
priests, and can be arranged in approximate chronological order according to the dates 
of the priests' death. Thus it is possible, by basing our study on this chronology and a 
classification of the paintings into categories of subject matter, to get some idea of the 
stylistic evolution of early ink painting and its relevance to painting of subsequent 
periods. It should also be kept in mind, as mentioned earlier, that Japanese ink paint­
ing is founded on the two paintings associated with Lan-ch'i Tao-lung-his Sung­
style portrait in precise ink lines and meticulous shading (pl. 8), and the enface iconic 
Daruma with his inscription (pl. 1 ), characterized by fluctuating lines and simple 
palette, fine detail in the face, and, on the negative side, rudimentary brushwork in 
the rock dias. 

CHINSO 

In the orthodox portrait of a Zen master, there are no extraneous ornamental ele­
ments such as trees and mountains in the background. There is, on the one hand, an 
attempt to capture the individual characteristics of the face in great detail, and, on 
the other, a highly standardized depiction of the rest of the figure, varied only in the 
decorative details of the priest's robe. The importance of facial depiction can be felt 
in a sketch for a chinso of Hakuun Egyo, which has miraculously survived (pl. 9). 
A small work of little more than twenty centimeters in height, it exhibits an astonish­
ing level of artistry in capturing the priest's personality; significantly, the sketch is 
of the head only. Such sketches as this served as models for numerous portraits of the 
same priest. 
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The basic elements and treatment of the chinso remained unchanged throughout 
the 150 years of the early period and into the Muromachi period (1392-1572). For 
this reason, chinso provide scant material for discussion of the basic characteristics of 
ink painting or of stylistic development. In a few seals and signatures, they do, however, 
record the names of several artists who were active during the early period. From the 
standpoint of portraiture, the finest chinso were done in the early period. With the 
exception of works by Minch6 (1352-1431) and various portraits of the fifteenth­
century reformer Ikkyii Sojun, there were no innovations in the genre during sub­
sequent periods. 

Stylistically, early chinso can be broadly classified either as executed under the in­
fluence of Sung painting or as stemming from the native tradition ofyamato-e portrai­
ture. Two chinso depicting the Chinese priest Wu-an P'u-ning (Gottan Funei), who 
was in Japan between 1260 and 1265, illustrate these contrasts (pls. 11-12). The 
painter of the portrait in plate 11 signed himself Seian, but nothing is known about 
him. Choga, the painter of the portrait in plate 12 is thought on the basis of literary 
evidence to be Takuma Choga, a professional painter of Buddhist paintings. His 
painting is done in schematic, soft lines, and depicts a rather mild personality. The 
Seian version, on the other hand, is characterized by fluctuating ink lines and shows 
a severity hidden within the gentle exterior of this eccentric priest. The painting by 
Choga provides evidence that ?.rtists who specialized in Buddhist paintings in the 
yamato-e style were active in Zen temples of the thirteenth century. Other artists who 
did such Japanese-style chinso were Kakue, whose portrait of Muhon Kakushin was 
inscribed in 1315 by 1-shan 1-ning (pl. 13); Muto Shui, who painted the portrait of 
Mus6 Soseki (pl. 10); and the anonymous painter of the portrait of Shiih6 My6ch6 
in Daitoku-ji. Although there are no artist's seals or signatures on Sung-style chinso, 
many portraits in this style are extant, beginning with the chinso of Enni Ben'en 
(1202-80) of 1279 in the Manju-ji in Kyoto. By the fifteenth century, the two styles 
had fused, and it is difficult to differentiate them in the second stage of ink painting. 
This may be one of the reasons why, as noted above, the chinso declines in artistic 
quality as portraiture after the early period. 

KI HINZO 

There is one type of chinso in which landscape is painted in the background. Known 
as kinhinzo, it portrays the master in meditation while walking. Kinhin (Sanskrit can­
krama7J.a) is an alternative to sitting meditation. According to one text, "When you 
become drowsy during meditation, get up and walk [kinhin] . .. . The correct method 
is to take half a step with each breath. Walk as though not walking, quiet and un­
moved." These portraits are then not simply depictions of the master in an outdoor 
setting, but paintings illustrating a particular Zen practice. 37 
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9. Sketch from life for a chinso of Hakuun 
Egyo (1228-97). Ink on paper. Before 1297. 
Rikkyoku-an, T6fuku-ji, Kyoto. 
Hakuun Egyo, a disciple of Enni Ben'en (1202-
80), went to China in 1266. He returned after 
fifteen years to become the fourth abbot of 
T6fuku-ji. A sketch such as this, taken from 
life, is the first step in the making of a chinso, 
and the extremely lifelike facial expression is 
fundamental to such portraits. A copy of the 
chinso based on this sketch has been preserved. 

IO. Musa Soseki, by Muto Shui. Hanging scroll. 
Ink and color on silk. H. 119.1, w. 63.9 cm. 
1349. Myochi-in, TenryfJ-ji, Kyoto. 
Muso Soseki (1275-1351) was one of the most 
influential priests in the history of Japanese Zen. 
Among the seven honorary titles bestowed on 
him was Kokushi, "Teacher to the ation." 
In his last years he was spiritual mentor to the 
Ashikaga shoguns. He founded such important 
temples as Tenryu-ji and Shokoku-ji in Kyoto. 
Through his introspective nature and proclivity 
for cloistered life, he transformed pure Sung­
style Zen into its Japanese form. This portrait 
sensitively captures his personality. The eclectic 
brush-style of the painter, Muto Shui, disciple 
of Muso Soseki, is well suited to his subject. 
This masterpiece is a successful combinaticn of 
brilliant decorative color and sharp realism. 
The half-length composition is unusual for a 
Zen portrait. 
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11. Wu-an P'u-ning, by Seian. In­
scription by Wu-an P'u-ning (1197-
1276). Hanging scroll. Ink and colors 
on silk. 1260-65. Sh6den-ji, Kyoto. 

12. Wu-an P'u-ning, attributed to 
Takuma Ch6ga. Inscription by Wu-an 
P'u-ning (1197-1276). Hanging scroll. 
Ink and colors on silk. H. 111.5, w. 
50 cm. 1260-65. Shoden-ji, Kyoto. 

Wu-an P'u-ning is noted as one of the four great disciples of the Sung master 
Wu-chun Shih-fan (1177-1249), the abbot of the Wan-shou monastery on 
Mount Ching in Chekiang and master to no fewer than sixteen Japanese Zen 
students. At the request of H6j6 Tokiyori, Wu-an P'u-ning came to Japan with 
his fellow disciple under Wu-chun Shih-fan, the Japanese Enni Ben'en. He re­
turned to China after six years, dissatisfied with the state of Japanese Zen. These 
two portraits present contrasts in brush style, coloring, and facial depiction. In 
the Seian version, the skilled use of ink wash indicates an acquaintance with 
ink painting. The other portrait, dedicated to Togan Ean (1225-77), the founder 
of Sh6den-ji, is attributed by accompanying documents to Takuma Ch6ga. 
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13. Muhon Kakushin, by Kakue. In­
scription by 1-shan 1-ning (1247- 1317). 
Hanging scroll. Color on silk. H. 175, w. 
87 cm. 1315. K6koku-ji, Wakayama. 
This is a chinso done in the style of tradi­
tional Buddhist painting, with rich color 
and decorative patterning on the robe 
and red lines done over the contour lines 
of the lightly shaded body. Kakushin 
(H6t6 Kokushi; 1207- 98) was trained 
in Shingon temples. His teaching com­
bined Zen and Esoteric Buddhist con­
cepts. The painter, signed Kakue, is 
mentioned in the Kii zoku-fudoki, a local 
history, as one of Kakushin's disciples. 
The inscription is dated 1315, seventeen 
years after Kakushin's death. 
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14. Fukuan Saki in Walking Meditation. Inscrip­
tion by Fukuan Soki (1279-1358). Hanging scroll. 
Ink and color on silk. H. 90, w. 52.1 cm. Be­
fore 1358. Houn-ji, Ibaraki Prefecture. 
Fukuan Soki was among several Japanese who 
traveled to Mount T'ien-mu near Hang-chou to 
study with the famous recluse Chung-feng 
Ming-pen. When he returned to Japan he fol­
lowed his master's example and led a solitary 
life outside the goz:.an establishment. Here the 
light, austere lines aptly describe his character. 
Although some ink shading is used in the robe, 
this chinso is in the tradition of Japanese por­
traiture. Compared to the portrait of Lan-ch'i 
Tao-lung in plate 15, there is a stiffness of 
movement in the figure and a certain man­
nerism in the background landscape. Silk has 
been added on all four sides of the painting to 
make it match the chinso of Fukuan's master 
Chung-feng Ming-pen and his predecessor, 
Kao-feng Yi.ian-miao, to form a set in the Houn­
ji collection. 

15. Lan-ch'i Tao-lung in Walking Meditation. 
Hanging scroll. Ink and color on silk. H. 90, w. 
38. 7 cm. Kench6-ji, Kamakura. 
Compared to orthodox chinso, the style of 
painting is rather superficial, and the colors 
more subdued. Moving naturally in a peaceful 
setting, the figure is caught in an attitude of 
strict meditation. This painting was probably 
done at about the same time as the orthodox 
portrait of this priest in plate 8. Depiction of a 
waterfall and tree bough in the background is 
common in figure paintings of this periodr_but 
the quality of the brushwork is noteworthy, 
especially in the pine branch, indicating that 
the painter of this portrait was an artist of con­
siderable talent. 
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The kinhin portraits of Lan-ch'i Tao-lung (pl. 15) and Fukuan Soki (pl. 14) adroitly 
convey the quality of this aspect of Zen, walking as though not walking, quiet and 
unmoved. There is neither seal nor signature on the portrait of Lan-ch'i Tao-lung, 
but it so vividly renders the individual characteristics of this priest that it was probably 
done not long after his death, at the end of the thirteenth century. Fukuan Soki's 
portrait was done during his lifetime, in the middle of the fourteenth century, and so 
there is about fifty years' difference in time between the two paintings. Comparing 
them for style, significant differences appear. In the earlier work, long supple ink 
lines in the "bent reed" manner are sharply accentuated at the beginning of the 
stroke, and there is a small amount of shading. The later painting is more subdued, 
done with the heavy color and thin outlines of the native yamato-e style. 

Variations in the treatment of landscape details in these two paintings serve as im­
portant clues to the nature of contemporary landscape painting, of which there are 
few extant examples. The cliff behind the figure ofLan-ch'i Tao-lung is painted with a 
margin of unpainted silk between the contour lines and the surfaces of rocks and 
earth, which are rendered in ink wash. The pine branch is realistically done with 
expert handling of the brush. In the portrait of Fukuan Soki, the pine is again done 
in the Sung manner, but it is treated more decoratively, forming an arch that frames 
the priest. 

The most outstanding difference between these two paintings is the size of the figure 
in relation to the picture space. Whereas the figure of Lan-ch'i Tao-lung, with its 
sharply detailed countenance, dominates the composition, that of Fukuan is much 
smaller in relation to the whole, in which, moreover, greater attention is given to 
depiction of the natural setting. As the period progresses, there is a general trend for 
the size of the subject to become smaller in relation to the total composition. 

Related to these two kinhinzo is the portrait of Po Chu-i, the T'ang poet, inscribed 
by Wu-hsueh Tsu-yuan in 1284 (pl. 16). This work with its quiet coloring and formal 
brushwork is the type of painting on which the kinhinzo were based. Its severe brushwork 
is similar to that of the chinso of Lan-ch'i Tao-lung in plate 8. 

An unusual chinso is that of Shun'oku Myoha (pl. 17), in which his disciple Doin 
Shoju portrayed the master as he had seen him in a dream. The use of the hakubyo 
technique of fine line drawing without color is unique in the corpus of Zen 
portraits. 

Another painting unusual for its total absence of color is the portrait of Zaichii 
Koen (pl. 18), abbot of Kamakura's Hokoku-ji, which was inscribed in 1388 by 
Chiizen Hoei, who was also active in Kamakura. Although this painting is indeed a 
rarity among extant chinso, there does seem to have been a tradition of chinso in ink 
alone in the Kamakura area, as demonstrated by the later portrait of Kiko Zenji, 

44 inscribed in 1500 by Gyokuin Eiyo and preserved at Kamakura's Kench6-ji. 
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16. Po Chu-i. Inscription by Wu-hsi.ieh 
Tsu-yi.ian (1225-86). Hanging scroll. 
Color on silk. H. 94.8, w. 43. 7 cm. 
1284. 
This portrait of the T'ang poet Po Chi.i-i 
is thought to be an iconographic type 
related to the portraits of Zen masters 
in walking meditation (kinhinzo). It is a 
good example of the pervasive taste for 
Chinese literature in the earliest phase 
of Japanese Zen. Technically, this paint­
ing with its rich color and fine lines for 
facial details is in the mainstream of 
Sung-style portraiture. This point of 
difference with the two paintings of Zen 
masters in plates 14-15, in which the 
brushwork shows more ink painting 
technique, may be a result of the dif­
ferent nature of the subjects, a Chinese 
literatus as opposed to Zen priests. 
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17. Shun'oku Myoha as Seen in a Dream, by Doin 
Shoju. Detail. Inscription by Shun'oku Myoha (1311-
88). Hanging scroll. Ink on paper. H. 102, w. 32.5 
cm. 1379. Rokuo-in, Kyoto. 
Shun'oku Myoha was one of the greatest of Muso 
Soseki's disciples. He became the first to hold the 
shogunate-appointed office of soroku, or administrator 
of the gozan temple system. In technique, this painting 
is close to hakubyo line drawing without color in the 
native Japanese (yamato-e) style. According to the title 
inscription by the painter, a disciple of Shun'oku 
Myoha, it portrays the master at age sixty-eight. The 
straight-backed chair is unusual for a Zen portrait, 
and more commonly seen in portraits of Pure Land 
patriarchs. Also unusual is the fact, recorded in the 
inscription, that the portrait was based on a vision of 
the subject as he appeared in a dream. 
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18. ,Zaichu Koen. Detail. Inscription by Chuzan Hoei. 
Hanging scroll. Ink on silk. H. 80.2, w. 38 cm. 1388. 
Hokoku-ji, Kamakura. 
Accented ink lines and the use of two tones of ink 
give this portrait a sense of three-dimensionality. 
The elborately carved chair adds to this effect by 
contrasting sharply with the figure. Chinso done in 
ink alone may be a tradition peculiar to the Kama­
kura area, and include the later portrait of Kiko 
Zenji of 1500 in the Kencho-ji temple. Zaichii Koen 
was the third abbot of Hokoku-ji, and Chuzan Hoei 
was also active in Kamakura. 
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PAI TINGS OF DARUMA 

As in the two kinhinzo discussed above, there is a notable difference in the proportion 
of figure to space in the two anonymous paintings of Daruma illustrated in plates 1 
and 21. The form of the figures is similar in the two works, but the overall effect is 
considerably different. In contrast to the earlier painting dedicated by Lan-ch'i Tao­
lung (pl. 1 ), where the only background element is the rock sea~, the painting 
inscribed some fifty years later by I-shan I-ning (pl. 21) contains such additional ele­
ments as billowing clouds, a pine tree, bamboo, and Daruma's straw sandals. The 
position of the figure has changed from absolute frontality to a three-quarter profile. 
These differences mark a shift from iconic depiction to a more naturalistic representa­
tion with emphasis on the aesthetic appeal of the landscape setting. In this respect 
these two paintings show clearly the trend of development during the first fifty years 
of ink painting in Japan. 

Iconographically, the posture of seated meditation is most common in paintings 
of Daruma, but there are also other types of representation in early paintings. Depic­
tions of "Daruma on a reed" are based on the legend that he came from India to 
China by crossing the sea on a single reed stalk; a thirteenth-century source describes 
his crossing the Yangtze in this extraordinary fashion when he left the kingdom of 
Liang for the Shao-lin monastery in orthern vVei. Paintings of " Daruma holding one 
sandal" refer to his encounter, three years after his death, with the Central Asian 
monk Sung-yun in the Pamir desert: Daruma was holding one of his sandals, the other 
was found at the mouth of his grave. These depictions, unlike the meditating pose, 
required movement in the figure and allowed the artist more freedom. The paintings 
in plates 19-20, 25-26, ranging in date from 1296 to about 1360, are all characterized 
by animated drawing of the figure and freely conceived treatment of the staff, halo, 
and hands held folded within the robe. Taking these works in chronological order, 
we can see an increasing sophistication in brushwork. 

It is significant that there is no natural setting in these paintings beyond the essential 
reeds and waves. Even in such cases as this, where it was possible to elaborate on the 
background depiction, the artist was inclined to exclude extraneous elements. This 
stance reflects the fundamental Zen belief in intuitive enlightenment within the in­
dividual self, without reliance on props such as icons and sutras. It is one of the virtues 
of early Zen painters that they avoided purely aesthetic embellishment in their por­
traits of the patriarchs. 

Later, a type of caricature ofDaruma gained favor. A rare early example is illustrated 
in plate 23, a representation of Daruma painted and inscribed by Ganseki Donsei in 
the mid-fourteenth century. This tradition includes the self-portrait as Daruma by 
Shokai Reiken (1316-96), in which everything but the face is depicted with one stroke 
of the brush (pl. 24 ). 4 7 
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19. One-sandaled Daruma. Inscription 
by Iampo Jomyo (1235--1308). 
Hanging scroll. Ink on silk. H. 69.5, 
w. 31.4 cm. 1296. Masaki Art Mu­
seum, Osaka Prefecture. 
Drawn in fluctuating lines of pale 
wet ink, this painting shows an ex­
traordinary command of ink painting 
technique for such an early date. 
The fac ial type, with its staring eyes 
and clenched teeth, is related to the 
painting in plate 112. Nampo Jo­
myo inscribed this work at Sofuku-ji 
in Hakata, Kyushu, in 1296, after he 
returned from China. 
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20. Daruma on aReed. Detail. Inscrip­
tion by I -shan I-ning (1247-1317). 
Hanging scroll. Ink on silk. H. 
101.6, w. 40.8cm. Before 1317.Jodo­
ji, Shizuoka Prefecture. 
This painting, with its finely detailed 
face and convoluted lines in the 
wind-lashed robe, had an appeal 
quite different from that of the col­
ored portraits of the first patriarch 
with covered head (pis. 25-26). ot 
only is the figure in motion, but the 
lines themselves are animated, re­
sembling Chinese hakubyo brushwork 
in ink alone. This painting is prob­
ably a copy of an iconographic type 
and brush style that was developed 
in Ch'an circles in the Sung and 
Yuan periods. 
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21. Daruma. Inscription by 1-shan 1-ning 
(1247-1317). Hanging scroll. Ink and light 
color on silk. H. 99, w. 50.4 cm. Before 1317. 
Tokyo National Museum. 
This painting, almost fifty years older than the 
Daruma in plate 1, illustrates the trend toward 
objective representation and naturalism, away 
from iconic depiction. This effect is produced 
by elements such as the three-quarter profile 
pose of the figure, the addition of landscape 
details in the background, the tree and billow­
ing clouds, and the more complicated drawing 
of the rock. Unique to this painting are the 
fluid, rounded lines that define the figure and 
the absence of the stern facial expression com­
mon in later depictions. 1-shan 1-ning came to 
Japan in 1299, and was influential in the devel 
opment of literary culture in Zen circles. 
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22. Daruma. Inscription by Chilgan Engetsu 
(1300-1375). Hanging scroll. Ink on silk. H. 
76.5, w. 35.3 cm. 1367. Masaki Art Museum, 
Osaka. 
There is an aloofness to this portrayal of Daru­
ma shown standing erect with hands clasped 
close to his body. A forceful, direct effect is cre­
ated by the straight lines of the robe put in re­
lief by the adjacent border of unpainted silk. 
The ground plane is suggested by a single line 
that effectively closes the space in the composi­
tion. Chugan Engetsu studied with Tung-yang 
Te-hui of the Ta-hui (Daie) line. When he re­
turned from China he lived at Kennin-ji and 
Kench6-ji. He was the foremost literatus of the 
gozan literary movement, and set the course of 
subsequent literary trends. 



24. Daruma, by Sh6kai Reiken. Hanging 
scroll. Inscription by the artist (1315-96). Ink 
on paper. H. 62.2, w. 32.5 cm. Umezawa 
Memorial Gallery, Tokyo. 

23. Red-robed Daruma, by Ganseki Donsei. 
Detail. Inscription by the artist (d . 1376). Before 
1376. 
This caricature of Daruma, founder of the Zen 
sect, is done with a few unbroken lines. Portraits 
of Daruma were painted in great number from 
the early days of Zen in Japan, but here the 
element of caricature is novel, and this is prob­
ably one of the first such paintings. It has been 
considered to be a kind of self-portrait in the 
tradition of the "one-stroke" Daruma by Sh6kai 
Reiken (pl. 24 ). This self-identification with 
Daruma in painting and poetry epitomizes the 
literati character of fourteenth-century Zen 
monks. 

The inscription above the painting reads: 
With missing teeth, this son of a distant 

land Defies belief, one sandal gone. 
His simple message, a finger pointed at the 

heart of man-All return to dust. 
Ganseki Donsei served as the fifty-second ab-

bot of Kennin-ji in Kyoto and died in 1376. 53 
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25. Daruma on a Reed. Inscription by Kian Soen 
(1261-1313). Hanging scroll. Ink and color on 
silk . 1303. anzen-ji, Kyoto. 
26. Daruma on a Reed. D etail. Inscription by 
Kozan Ikkyo (1295- 1360). Hanging scroll. Ink 
and color on silk. H. 102.3, w . 38.8 cm. Before 
1360. Gyokuz6-in, Kyoto. 
This subject, also referred to as Daruma Crossing 
the Sea, is based on the legend that Daruma, 
wearing a red robe and head covering, crossed 
the sea on a single reed, bringing the practice 
of meditation from India to China. It may also 
refer to the story that Daruma crossed the 
Yangtze River on a reed on his way from the 
court of the Southern Liang to the kingdom of 
Northern Wei in the early sixth century. Among 
the various representations of the first patriarch 
of Zen are depictions in meditation before the 
cave wall at the Shao-tin monastery, or carrying 
one sandal, or in a half-length portrait. During 

PAINTINGS OF HoTEI 

the eariy period the theme of "Daruma on a 
reed" was particularly favored, second only to 
the iconographic type of "Daruma in medita­
tion." 

There is perhaps a span or fifty of sixty years 
between these two works of identical icono­
graphic type. Progress in technique can be seen 
in the strong lines and accented strokes that 
effectively and naturally render the figure in 
plate 26. In contrast, the treatment of the robe 
in plate 25 is relatively hesitant and weak, even 
though the fluttering of the hem is emphasized. 
In both paintings, the waves and reeds are 
painted with a pleasing assurance. 

Kian Soen was a disciple of Wu-hsi.ieh Tsu­
yi.ian (Mugaku Sogen in Japanese). He was the 
second abbot at Nanzen-ji and its virtual found­
er. Kozan Ikky6 was a disciple of Zosan Junku 
(1233- 1308) at T6fuku-ji, and became twenty­
second abbot there. 

Ambling about with his sack full of belongings, eating and sleeping whenever he 
pleased, and performing strange and miraculous deeds, H otei (Pu-tai in Chinese) 
was thought by his contemporaries in the tenth century to be an incarnation of the 
future Buddha, Miroku (Maitreya). Though considered like Daruma to be one of the 
Zen patriarchs, he was a more congenial figure, and his caricatured treatment in 
painting is closer to depictions of the eccentrics Kanzan and Jittoku than to represen­
tations of the patriarchs. 

Although in later periods there are many iconographic variations, Hotei riding an 
ass, walking on water, looking at a waterfall, dancing, sleeping or pointing at the 
moon, in the early period his representation is rather limited and, like paintings of 
Daruma, without background details. In brush technique, a formula was developed 
for depicting Hotei, using a few simple strokes to render his great size, concentrating 
on the expanse of his huge belly. As a result, the lines come to have a life of their own. 
This quality can be seen in Mokuan's Hotei (pl. 116), enlivened by his characteristic 
dry brush (kappitsu). Soft, wet lines characterize the figure in plate 28, which is 
inscribed by Kem po Shidon. Gukei's Hotei (pl. 125) is animated by quick, light brush­
work. Paintings of Hotei do not show a marked chronological development, but if 
one feature were to be singled out, it would be an increasing caricaturization as the 
period progresses. 55 



THEMES AND STYLE 28. Hotei. Detail. Inscription by 
Kempo Shidon (1285-1361). Hanging 
scroll. Ink on paper. H. 88, w. 32 cm. 
Before 1361. Masaki Art Museum, 
Osaka Prefecture. 
Paintings of Hotei are commonly 
characterized by broad, unhurried 
lines describing his body and robe, 
evoking a sense of abundance and 
magnitude; especially for the robe, it 
was standard practice to use thick, 
blunt lines. As a result, paintings such 
as this one and the Hotei in plate 27 
have a quality of ink painting that is 
remarkable for their early date. Here 
the lines of medium-dark ink create 
the desired impression. The sleeves 
and the circumference of the belly are 
particularly well delineated. Kempo 
Shidon was a priest at Tofuku-ji and 
was connected with Ryozen. 

27. Hotei . Detail. Inscription by 
ampo Jomyo (1235-1308). Hanging 

scroll. Ink on silk. 1290. hinju-an, 
Daitoku-ji, Kyoto. 
Lines of pale ink applied with a freely 
moving brush rhythmically capture 
the great size and open-hearted nature 
of this favorite Zen character. The rich 
wet ink used here is also characteristic 
of the Daruma in plate 19, also in­
scribed by Jomyo, presenting the pos­
sibility that the two paintings are by 
the same artist. For a painting of the 
late thirteenth century, there is a re­
markable control of the various effects 
of ink painting te~hnique. 
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29. The Four Sleepers, by Mokuan. Inscription by Hsiang-fu Shao-mi. 
Hanging scroll. Ink on paper. Mid-fourteenth century. Maeda Ikutoku­
kai, Tokyo. 

THEMES AND STYLE 

Bukan (Feng-kan), a Chinese monk whose spiritual perception and powers 
led him to take a tiger for his constant companion, is said to have sheltered 
the beloved Zen eccentrics Kanzan (Han-shan) and Jittoku (Shih-te) at 
his temple, the Kuo-ch'ing-ssu. Here the four sleep peacefully, a circular 
unit centered on Bukan. Mokuan captured their unfettered bliss with ab­
breviated Jines of light ink done with a dry brush. The inward curve of 
the tiger's body intercepts the strong flow toward lower right set up by 
the background cliff and branches, thus stabilizing the composition. 
Spatial structure is skillfully handled. othing is kr.own of Hsiang-fu 
Shao-mi, who inscribed the painting, but he must have been a Yuan priest 
associated with Mokuan. The inscription reads: 

Slumbering Feng-kan embrace his tiger, 
Huddled as one with Shih-te and Han-shan. 
Their great dream reaches for infinity. 
A hoary tree clings to the base of the cold cliff. 

PAINTINGS OF KANZAN AND jITTOKU 

Although the Chinese Ch'an eccentric poet Kanzan (Han-shan in Chinese) and his 
companion, the scullion Jittoku (Shih-te), figure prominently in Zen lore, there are 
surprisingly few paintings of them extant from the early period. Besides Mokuan's 
Four Sleepers (pl. 29), the only paintings of this subject discussed here are the two 
paintings of Kanzan by Kao (pis. 30-31 ). Literary references, however, belie this ap­
parant scarcity. The Butsunichi-an komotsu mokuroku, a record of paintings imported 
from China in the fourteenth century, lists a painting of Kanzan and Jittoku inscribed 
by the Sung monk Hsii-t'ang Chih-yii (Kido Chigu in Japanese). There are also many 
inscriptions for paintings of these figures included in the anthologies of the writings 
of Zen masters. Further evidence of early paintings is found in copies made in the 
seventeenth century by Kano Tan'yu, including those of Kanzan with inscriptions 
by the eminent priests I-shan I-ning and Ch'ing-cho Chcng-ch'eng (pls. 32-33 ). 
There is a strong secular element in the paintings of Kanzan and Jittoku, in contrast 
to paintings of Buddhist figures such as Daruma, and this leads us to the conclu­
sion that the scarcity of extant examples is likely due to the fact that the paint­
ings of this category were much used as display pieces in a secular context, with a 
subsequently high incidence of damage and loss. 

The painting styles of Mokuan and Kao will be discussed later in detail, but it 
should be noted here that the paintings of theirs mentioned above, as well as that 
by Kao in plate 35, are remarkable for the early fourteenth century in the depiction 
of rocks and trees, done in abbreviated brushwork, and in the way these elements 
contribute to the mood of the whole. 59 
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30. Kanzan, by Kao. Hanging scroll. Ink on 
paper. H. 98.6, w. 33.5 cm. Before 1345. 
31. Kanzan, by Kao. Hanging scroll. Ink on 
paper. H. 102.5, w. 30.9 cm. Before 1345. Freer 
Gallery of Art. 
Undoubtedly these are the finest paintings of 
this subject. Lines of varied ink tones capture 
the forms freely and precisely. An effective con­
trast is achieved between the lines used for the 
upper body and the dry, nonlinear rendering of 
the lower part of the figure. The Freer version 
is nearly identical to the painting in plate 30, 
except for the tree in the background. Kanzan, 
with his companion, Jittoku, lived during the 
T'ang dynasty at the Kuo-ch'ing temple on 
Mount T'ien-t'ai in Chekiang. He was a soli­
tary hermit who is reported to have lived on 
scraps left from temple meals, and to have been 
given to bizarre behavior accompanied by loud 
laughter. Later he and Jittoku were identified as 
manifestations of the bodhisattvas Monju and 
Fugen. Zen monks were naturally drawn to 
these eccentric figures and frequently took them 
as subjects for their paintings. Something of 
Kao's own spiritual zeal emanates from the an­
imated figure of Kanzan with his unkempt hair 
and shabby clothes. Comparing the two paint­
ings, the figure in plate 30 surpasses the other in 
the flawless facial depiction and in the clearly 
articulated beginning and ending of the brush 
strokes, especially in the sleeves. 
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32. Kanzan. Copy of a lost painting inscribed 
by Ch'ing-cho Cheng-ch'eng (1274-1339), from 
the sketches of Kano Tan'yu ( 1602-74). Original 
before 1339. K yoto ·ational Museum. 
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33. Kanzan. Copy of a lost painting inscribed 
by 1-shan 1-ning (1247-1317), from the sketches 
of Kano Tan'yQ. (1602- 74). Original before 
1317. K yoto ational Museum. 
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34. Kanzan. Copy of a lost painting inscribed 
by Kempo Shidon (1285- 1361), from the 
sketches of Kano Tsunenobu (1636--1713). 
Original before 1361. Tokyo Tatiana] Museum. 
A large number of copies of old paintings done 
by Kano-school painters in the Edo period 
survive and provide valuable information about 
paintings no longer extant. Tan'yii's are most 
famous. He copied an overwhelming number 
of paintings and provided notes on connoisseur­
ship. Naturally, it is almost impossible to derive 
much knowledge about the quality or authen­
ticity of the original works from such copies, but 
they do give valuable information on the sub­
jects, the inscriptions, and the dates of lost 
paintings. 
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35. Priest Kensu, by Kao. Hanging 
scroll. Ink on paper. H. 87, w. 
34.5 cm. Before 1345. Tokyo Na­
tional Museum. 
The monk Kensu (Hsien-tzu) is an 
obscure figure. He lived on Mount 
Tung, but shunned conventional 
monastic life, mingling with com­
mon folk, wearing the same tattered 
rags the year round, and passing 
his days along the shore where he 
caught the shrimp and clams on 
which he subsisted. Here, his en­
lightened exuberance is expressed 
in his entire body. As in Kao's Kan­
zan paintings, there is a careful bal­
ance between the fine detail of the 
face and the thick, wet lines used for 
the cliff, vines, and robe. The entire 
work is animated by a feeling of 
spiritual intensity. 

OTHER PATRIARCH PAI TINGS 

THEMES AND STYLE 

There is one more important subject in the category of patriarch painting-the sixth 
Chinese patriarch, Hui-neng (Eno in Japanese; 638-713), the spiritual father of all 
of the seven schools of Zen. Although there are some works in the manner of chinso 
that treat him as one of the Zen patriarchs (pl. 36), there are also many that show 
him as a gaunt lay worker bent under the weight of a threshing mallet. This refers 
to the eight months prior to his enlightenment when he labored in the rice-hulling 
room at the temple of the fifth patriarch, Hung-jen, in 671. One such depiction, 
inscribed by Wu-hsueh Tsu-yuan, is forcefully executed in an abbreviated manner 
based on the style of the Southern Sung painter Liang K'ai (pl. 37). The technique 
employed in this work, using ink as color by applying shades oflight ink Within heavy 
outlines, is not often seen in Japanese paintings, although two or three similar examples 
will be discussed later. The painting of the fifth patriarch in plate 38, bearing a close 
resemblance to this work, is thought to form a pair with it, but the refinement of 
brushwork and the realistic quality seen in the figure of the sixth patriarch are missing. 

The painting of the layman Vimalakirti (Yuima in Japanese) inscribed in 1374 
by Chugan Engetsu (pl. 39) seems to be a copy based on an original by Chu-hsien 
F<i.n-hsien (Jikusen Bonsen in Japanese), a Yuan priest who came to Japan in the 
early fourteenth century. It is expertly done in a haku~yo style that was associated, 
according to the inscription, with the Sung painter and literatus Li .Lung-mien. 65 



THEMES A ' D STYLE 37 (right). The Sixth Patriarch. In­
scription by Wu-hsi.ieh Tsu-yi.ian 
(1225-86). Hanging scroll. Ink and 
light color on paper. H. 83.7, w. 
34. 7 cm. Before 1286. Masaki Art 
Museum, Osaka Prefecture. 
The sixth patriarch, Hui-neng, es­
pousing the doctrine of spontaneous 
enlightenment, broke away from the 
adherents of Shen-hsiu, his fellow 
disciple, who believed in enlighten­
ment as a gradual process. The 
schism produced two branches, and 
the Southern school initiated by Hui­
neng became predominant. All 
schools of Japanese Zen belong to 
this Southern school. Here the ex­
pressive lines done in strong dry 
brushstrokes are related to the style 
of figure painting associated with 
Liang K'ai. The portion below the 
the knees has been restored, and a 
loss of strength can be felt. 

36. The Sixth Patriarch. From a set 
depicting the six patriarchs of Zen. 
Inscription by Hsi-chien Tzu-t'an 
(1249- 1306). Hanging scroll. Ink 
and color on silk. Before 1306. 
Shoten-ji, Fukuoka Prefecture. 
Paintings of the first six patriarchs of 
the Zen sect from Bodhidharma and 
Hui-k'o to the sixth, Hui-neng, 
shown here, were frequently painted 
from the Southern Sung period on­
ward. Conceptually and stylistically, 
this painting belongs to the tradi­
tion of chinso. Hsi-chien Tzu-t'an was 
a Chinese priest who came to Japan 
with I -shan I-ning in 1299. He re­
sided at Kench6-ji and Engaku-ji in 
Kamakura and died in 1306. 
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THEMES AND STYLE 

38. The Fifth Patriarch. Inscription by Ch'ing-cho Cheng­
ch'eng (1274-1339). Hanging scroll. Ink and light color on 
paper. H. 82, w. 41 cm. Before 1339. Masaki Art Museum, 
Osaka Prefecture. 
This painting was probably paired with the painting in plate 
37. Rather stiff lines and the lack of movement in the figure 
suggest that this was done by an amateur priest-painter. 
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39. Tuima. Inscription by Chiigan Engetsu 
(1300-1375). Ink on paper. 1374. Choho-ji. 
Yuima (Vimalakirti) was an Indian layman 
who became a bodhisattva without leaving his 
secular life. There is a famous legend of his dis­
course with the bodhisattva Monju (Mafi­
jusri), who came to visit him as he lay sick. 
This learned man was revered in Zen from 
Sung times, and was often painted in the 
hakubyo style of line drawing without color that 
was associated with Li Lung-mien. This is a 
superb example of this finely detailed style. 
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p AINTI GS OF KANN ON 

The most frequently depicted Buddhist deity in paintings used in Zen temples is 
Kannon (Avalokitesvara) in the aspect of the White-robed Kannan (byaku-e Kannon). 
Other common iconographic types are theyoryu Kannon (Kannon with a willow branch) 
and the nyoirin Kannon (Kannon with the sacred jewel). There is no scriptural source 
for the White-robed Kannon, and it probably developed in China during the T'ang 
period. The other forms also depart from the traditional iconography, and are treated 
much like the White-robed Kannon. Instead of following the tradition in which the 
deity holds the willow branch in the right hand, the yoryu Kannon is shown seated 
next to a vase containing the branch, looking like the White-robed Kannon. Similarly, 
the nyoirin Kannon is not depicted in the traditional six-armed aspect, but is represented 
seated in meditation on a rock, like the White-robed Kannon. One of the thirty­
three traditional manifestations of Kannan, the "waterfall-contemplating Kannon" 
(takimi Kannon) is also often incorporated into the iconography of the White-robed 
Kannon. This image of the White-robed Kannon is then best understood, not as a 
depiction of any specific idea expounded in the sutras, but as a comprehensive ex­
pression of the power and benevolence of the compassionate bodhisattva. 

Listed below, in chronological order, are eleven early paintings representing Kannon 
in various forms related to the favored aspect of the White-robed Kannon. 

PLATE PAINTER INSCRIBER DATE 

44-45 ? Ching-t'ang Chiao-ytian ca. 1300 
42 ? I-shan I-ning before 1317 
43 ? Yakuo Tokuken before 1320 
46 Mokuan P'ing-shih Ju-ti ca. 1340 
47 Mokuan Liao-an Ch'ing-yti before 1344 
48 Kao none before 1345 
51 ? Tetto Giko 1352 
41 Ryozen none ca. 1361 
52 Ryozen Kempa Shidon before 1361 
53 ? Kogen Shogen before 1364 
49 Gukei none ca. 1370 

The work that comes immediately to mind in any discussion of the White-robed 
Kannon is the famous painting by Mu-ch'i (pl. 40), which is the central scroll in a 
triptych, with flanking scrolls depicting a crane and gibbons. The figure of the bodhi­
sattva sits in quiet meditation on a rock overlooking a mountain stream. This beautiful 
image is rendered in graceful lines, with volume created by layer upon layer of light, 
wet ink. The drawing of the robe suggests an ethereal form beneath. There is a near 
perfect equilibrium in the composition, and the depiction of the natural setting is 69 



TiIEMES A 10 STYLE'. 40. White-robed Kannan, by Mu-ch'i. Hanging 
scroll. Ink on silk. H. 172, w. 98 cm. Middle of 
the thirteenth century. Daitoku-ji, Kyoto. 
This painting is one of the great masterpieces of 
Chinese painting. Japanese artists strove to emu­
late its flawless sense of composition, the quality 
of volumetric form created by subtly layering 
ink tones, and especially the intense spirit­
uality pervading the image. This is the central 
painting of a famous triptych, flanked by Mu­
ch'i's paintings of a crane in bamboo and gib­
bons on a pine branch. Chinese histories of 
painting hardly mention Mu-ch' i. One Yi.ian 
critic, Hsia Wen-yen, condemned his work as 
crude and lacking conformity to the traditional 
standards of brushwork. In Japan, however, 
he has been so loved that he is traditionally 
referred to as "the master." Extant paintings 
bear out this assessment, and show the discern­
ment of early ink painters such as Mokuan and 
Kao in choosing Mu-ch'i's work as a model for 
their art. 

flawless. From this magnificent prototype, the early ink paintings of the White-robed 
Kannon developed in various ways outlined below. 

In the earliest work discussed here, the Nyoirin Kannon in plate 44, the figure of the 
bodhisattva is reminiscent of traditional Buddhist icons, an impression strengthened 
by the use of color and gold. However, in the slight inflection at the beginnings of 
the lines, the pale ink shading used on the figure, and the definition of the rock in 
ink alone, there is a quality of ink painting that goes beyond simple imitation of Sung 
and Yuan painting. The technique of shading and the modeling strokes on the rock 
are similar to the painting of Daruma inscribed by I-shan I-ning (pl. 1 ), and indicate 
that the two paintings were done at about the same time in the early fourteenth century. 
The figure of Kann on in R yozen's painting (pl. 41) is very close in composition to 
this painting, differing mainly in the definition of the figure in ink alone, except for 
touches of gold on the crown, jewelry, and rocks. The fully developed landscape with 
arching pine and distant mountains in this work, painted only fifty years later than 
the Nyoirin Kannon in plate 44, indicates the direction in which early ink painting 
developed. 

The painting in plate 42, inscribed by I-shan I-ning, is also colored. The composi­
tion as a whole, the shape of the figure, and the modeling strokes on the rock are 
very similar to the Daruma in plate 21, also bearing an inscription by I -shan I-ning. A 
new element is the small bird on a withered branch painted in the upper left corner, 
but the depiction of the figure does not yet exploit the aesthetic qualities of the ink 
lines. 

70 The work inscribed by Yakuo Tokuken in plate 43 is similar to Kao's White-robed 
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Kannan (pl. 48). In both, a waterfall is painted at the left, and a vase with a branch 
of willow is placed on the tip of the promontory where Kannon, with eyes downcast, 
sits against a halo defined by reserving a circle of blank silk from the surrounding ink 
wash. In Kao's version, a cliff and withered tree replace the billowing clouds and 
bamboo grove of the slightly earlier anonymous painting, and breaking waves appear 
where Kannon's boy devotee, Zenzai, is depicted in the other. There is clearly an at­
tempt to follow a Sung model in both, not only in the delineation of the figures with 
ink lines, but also in the emphasis on the natural setting. Considering just the elements 
of the bamboo and the withered tree, it is obvious that the painters strove to make 
that portion of the painting coherent. Also, an increasing awareness of the visual 
richness of the painting is evident in the use of the waterfall to offset the weight of 
the right side, giving stability to the composition. 

In Mokuan's paintings (pls. 46-47), there is even more self-conscious artistry in 
the setting of the deity in a landscape, and a continental polish in the brushwork 
that is characteristic of this painter. Because he worked in China, Mokuan's paintings 
are similar to contemporary Yuan-dynasty paintings, differing from the slightly archaic 
style of Kao's works. In comparison to other Japanese ink paintings of the fourteenth 
century, they seem the products of an advanced aesthetic sensibility. 

The two paintings inscribed by Tetto Giko (pl. 51) and Kogen Sh6gen (pl. 53) 
show interesting variations in the pose of the figure. The former, though done as late 
as 1352, retains early elements of traditional Buddhist icons, and there is a conspicuous 
use of convoluted lines. In the latter, fine lines inflected strongly at the beginning of 
the stroke are used for the figure, and the "boneless" style of brushwork in the back­
ground has a quality suggestive of non-Buddhist landscape painting. Both works are 
variants of the iconography of the White-robed Kannan. 

The White-robed Kannan by Ryozen (pl. 52) and that of Gukei (pl. 49) are both 
representative of painting of the second half of the fourteenth century. They are 
discussed later in the sections dealing with these two painters, but here it should be 
noted that the Ryozen version, with the figure sitting erect in a completely frontal 
position, retains the iconography of older Buddhist painting. 

Unique in this group is the Eleve1J,-headed Kannan inscribed by Shuh6 Myoch6 
(pl. 50). A magnificent figure of Kannan stands on a rock in the middle of the ocean, 
the rock representing Mount Potalaka, the legendary abode of the bodhisattva in the 
P'u-t'o islands off Chekiang in south China. A fisherman in a boat and the boy devotee 
Zenzai appear in the lower portion of the painting. The image completely fills the · 
composition, suggesting that the work was not intended as a Zen painting to be in­
scribed. The quality of the ink lines, however, indicates that the painter was well 
versed in the technique of ink painting. Even though it is colored in the style of Sung 
Buddhist icons, elements of ink painting appear throughout the work. Because of the 
inscription, this painting can be dated prior to 1337, and is noteworthy as an unusual 
example of a traditional icon inscribed by a Zen priest. 

41. Kanno1 
Ink on silk. 
Except for 
and jewels, 
There is a 
tones, how< 
throughout 
traditional 
on a Lion ( 
elements. 



41. Kannon, by Ryozen. Hanging scroll. 
Ink on silk. H. 109.6, w. 44.1 cm. Ca. 1361. 
Except for the gold applied to the crown 
and jewels, this image is a true ink painting. 
There is a lack of expressive use of ink 
tones, however, since a dry brush was used 
throughout. The iconography follows the 
traditional form, and like Ryozen's Monju 
on a Lion (pl. 66) it shows no specific Zen 
elements. 

THEMES AND STYLE 



THEMES A D STYLE 

42. White-robed Kannon. Inscription by I­
shan 1-ning (1247-1317). Hanging scroll. 
Color on silk. Before 1317. K6my6-ji. 
Painted with color, the figure of Kannan 
is small and calm, and even in the trees 
and rocks there is not a strong sense of ink 
painting. A tree branch in the upper left is 
rendered in dark ink. The small bird whit­
ened with gofun, a pigment often made 
from powdered shells, is an unusual icono­
graphic feature. 

43. White-robed Kannon. Inscription by 
Yaku6 Tokuken (1245-1320). Hanging 
scroll. Ink on silk. H. 100.8, w. 41.7 cm. 
Before 1320. 
Smooth strokes beautifully define the 
slender form of the bodhisattva. There is 
a carefully wrought harmony between the 
waterfall at left and the bamboo grove 
shrouded in clouds at upper right. In the 
bamboo and rocks there is effective use of 
contrasting ink tones, and the method of 
creating an aureole by applying faint ink 
wash around a halo of unpainted silk is 
a true ink painting technique. Yaku6 
Tokuken was one of the most prominent 
followers of Lan-ch'i Tao-lung. He resided 
at Kennin-ji and anzen-ji in Kyoto and 
and at Kench6-ji in Kamakura. 
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44-45. Nyoirin Kannan. Inscription by Ching­
t'ang Chiao-yi.ian (1244-1306). Hanging scroll. 
Color on silk. H. 88.7, w. 36.6 cm. Ca. 1300. 
Daiju-ji, Aichi Prefecture. 
Traditional techniques of Buddhist painting are 
used here-the decorative touches of gold for 
the crown and jewels and for the delicate pat­
tern of waves against the grey and green robe, 
as well as the method of going over the lines of 
the body in red. In the rock, however, ink 
painting techniques are evident in the unpaint­
ed area at the top of the rock that is reserved 
against clearly delineated contour lines and 
darkly shaded vertical facets. A similar technique 
was used in the painting of Daruma in plate 21. 
Ching-t'ang Chiao-yi.ian was an eminent priest 
who came to Japan with Wu-hsi.ieh Tsu-yi.ian. 
He served as the sixteenth abbot of Kennin-ji 
in Kyoto, and as the seventh abbot at Kench6-
ji in Kamakura. This painting was probably in-

76 scribed while he was at Kencho-ji. 
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46. White-robed Kannon, by Mokuan. In­
scription by P'ing-shih Ju-ti (1268-1357). 
Hanging scroll. Ink on silk. H. 121, w. 
49 cm. 1329-42. 
The bodhisattva sits in a relaxed manner 
on a rock beneath an overhanging cliff and 
gazes at the distant waterfall. The simply 
drawn figure is in pleasing contrast to the 
rock and cliff rendered in soft wet brush­
work. There are several aspects related to 
Yuan painting here, such as the use of the 
splashed ink technique in the lower por­
tion of the rock. P'ing-shih Ju-ti belonged 
to the line of Wu-chun Shih-fan. He was 
renowned even in Japan, and Mokuan 
went to study with him at Mount T'ien 
T'ung. 

47. White-robed Kannon, by Mokuan. In­
scription by Liao-an Ch'ing-yu (1288-
1363). Before 1345. 
This composition is nearly identical to 
that in plate 46. Kannon's small figure is 
closer to the viewer, and a distant mountain 
replaces the waterfall. As in Mokuan's 
other painting, the brushwork is soft and 
rounded for the figure while the rock and 
cliff are done in the "boneless" manner 
with very wet ink. Here, too, spatial depth 
is increased by the addition of the distant 
mountain, and the emphasis on landscape 
elements is characteristic of Mokuan's 
style. Liao-an Ch'ing-yu was a Yuan 
priest in the line of Ku-Jin Ch'ing-mao, 
and Mokuan practiced under him at the 
Pen-chueh monastery. 

48. White-robed Kannon, by Kao. Hang­
ing scroll. Ink on silk . Before 1345. 
In both iconography and style this paint­
ing is very close to the version of this theme 
in plate 43. The boy devotee is missing, and 
a withered tree clinging to an overhanging 
cliff replaces the bamboo grove. Lines are 
emphasized in the rock. Advances in ink 
painting technique are evident in the use 
of ink dots for moss and the increased 
transparency of the clouds. By moving the 
figure closer to the viewer, and trying to 
clearly define the figure, Kao has created 
an effect similar to the version of this 
theme by Mu-ch'i (pl. 40). This may be an 
early work by Kao. (See plate 143 for seals.) 
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49. White-robed Kannon, by Gukei. 
Hanging scroll. Ink on silk. H. 97.2, 
w. 40 cm. Before 1375. Yamato Bun­
kakan, Tara. 
This White-robed Kannon, the central 
piece in a triptych with the pair of 
landscapes in plate 91, is depicted in the 
typical setting of a rocky promontory 
on a mountain stream. The full -cheeked 
face has a peculiar charm and there is 
a pleasant quality of naivete in the ab­
breviated brushwork. The rock pedestal 
shows none of the angular lines of ear­
lier depictions such as those in plates 
21 and 45, marking a step toward the 
ability to render rounded volumes. 
However, something of the weakness of 
early ink painting is reyealed in the 
spatial ambiguity and complicated 
planes in the cliff behind the Kannon . 
This is the result of the experimenta­
tion that took place in the early stage 
of Japanese ink painting on the basis 
of poorly understood Chinese models. 

50. Eleven-headed Kannon. Inscription 
by Shuho Myocho (1282-1337). 
Hanging scroll. Ink and color on silk. 
H. 99.4, w. 45 .9 cm. Before 1337. 
Shinju-an, Daitoku-ji, Kyoto. 
This elegantly rendered Eleven-head­
ed Kannon standing on a rock is flank­
ed by the boy-pilgrim Zenzai and a 
fisherman in a boat in the foreground. 
Although this figure of Kannon is not 
suited to depiction in ink monochrome, 
the freely handled linework exhibits to 
a considerable degree the monochrome 
style. The rocks symbolizing Potalaka, 
the island abode of the bodhisattva, 
and the swelling waves suggest the 
hand of a professional Buddhist paint­
er in the Japanese yamato-e style who 
had adopted Sung and Yuan modes. 
Although the combination of Kannon, 
Potalaka, Zenzai, and fisherman is not 
unusual, it is not a subject that is 
particularly pertinent to Zen practice. 
The fact that it was inscribed by 
Shuh6 My6ch6 (Daito Kokushi), the 
founder of Daitoku-ji, reflects the 
special place of the cult of Kannon in 
Zen temples. 






























































































































