-

T PAINTINGS

4
L

Y

R
£
T
Bt

- o -
e .*-..,.L;.,.....I... g

S + e AT

... . o ] ... L Aept 4 C .. 5 eI ..r ..“ . ... ”.... . h_rﬂ ¢
- £ L X, = 4 = e = o] Eam P =
- [yt M T ; okt 10 -2 Sy e -
1 A - & &b - & g el - 1 Y E;
. s T ' 4 . ul t = . wifsd, l:_w..t‘w—_.% ;
. L e -;.wﬂ...ﬂ.
T ra L

Ak

» B - o R )
..PF .-1!#%...?;.-.-r Hla_.f.r.l o




»
i
™
L]
]
-
%
\ I
[ 2
'
&
1
. .
] - -
- "
-
"
i - -
3 ’ Vi
L L
3 »
&
» .-r
9 - 4
- o §
-
i ]
il
b 1 3
i
- L]
¥
i
i
¥
.
_:t_u..:. # 53
5 4
. Tl . S . Bt B Bl P LS et B ol (et R TR e T e &










UNESCO WORLD ART SERIES






JAPAN

ANCIENT BUDDHIST PAINTINGS

PREFACE
SERGE ELISSEEFF

INTRODECTION

TAKAAKI MATSUSHITA

Mok

PUBLISHED BY THE NEW YORK GRAPHIC SOCIETY
BY ARRANGEMENT WITH UNESCO



——— e e —

—

L‘Nlh WL

Ak 1Y ~r.Ul.ULilGhl
LIBRARY, NLW UkLHL

v wn ey -

1’ 17 AN
“Ia. 5_'?......

Bake........5 - ' Ui fii
Sull Mot ?5‘? !.:3..-.2.- %ﬁ /HLJ

(© corvmicnr 19, IN PAKIS, FRANCE, BY UNITED NATIONS EDUCATIONAL SCIENTIFIC AND CULTUNAL ORGANIZATION.

Priated in [ialy



apanese art has been known in Europe down to the present day principally through xixth-

century paintings and prints. The masterpieces of the earlier historical periods have remained
all but unknown. The number of Westerners in a position to study them has been extremely
limited. Fortunately, in recent years, exhibitions of Japanese art organized abroad by the Govern-
ment of Japan have given the public at large an opportunity to see these works and to appreciate
their beauty. The present album will enable the reader to acquaint himself more closely with the
artistic production of that remote period and to understand it better, thanks to the descriptive text
of Mr. Matsushita. whose scholarly commentaries bring out clearly the aesthetic qualities of these
important paintings.

In Japan, as in many other countries, art was at the outset closely associated with a foreign religious
cult. The Buddhist clergy, trained by the Chinese and the Koreans, succeeded to an astonishing
extent in adapting both art and doctrines to Japanese requirements. This world religion in its
Chinese form was brought to Japan in 538 A.p. by the Korean clergy. who had been converted to
Buddhism during the wth century. The Japanese aristocracy of the Yamato court had been in
contact with Chinese civilization since the beginning of the vth century. when a number of Korean

scholars arrived in Japan, bringing Chinese books with them. In 538, the Korean emissary brought



from the King of Packche a new message which states: “This doctrine is the most excellent of all... It
establishes rewards and retributions without measure and without limit... Every prayer is granted,
nothing is lacking.” The ruler of Japan was deeply impressed by this royal letter and by the beauty
of what the Koreans presented to him; but he did not dare to adopt this foreign religion in the face
of the opposition of the leading families, who were traditionally nationalist. Nevertheless the Soga
clan was in favour of Buddhism as a State religion, taking the view that the imperial house would
stand to gain in prestige if it brought Japan into line with the other Buddhist countries of the
Far East. Differences of opinion gave rise to internal disorders. Nonetheless the number of
Buddhists among the higher nobility steadily increased, and in 587 the Emperor Yomei, then
seriously ill. embraced the foreign religion in defiance of advice of the nationalist clans. In the
autumn of the same year the Emperor died. His brother Sushun mounted the throne and war
broke out between the clans. The nationalists were defeated and political control was assumed
entirely by the Soga elan. Buddhism had triumphed. The imperial court sent to Korea for
Buddhist menks, who came, bringing relics with them. They were accompanied by groups of crafts-
men — carpenters, sculptors, tile-makers and painters. The Japanese, apt pupils that they were.
familiarized themselves with the new ecrafts but managed at the same time to preserve their own
peculiar skill and national taste. The Empress Suiko (593-629) came to the throne and appointed
her nephew, Prince Shitoku (574-622), as Regent. He, a man of deep and sincere faith, gave a
powerful impulse to the development of Buddhism. In the region around the capital he built a
series of temples in which sculptors and painters displayed their talents to the full. The Prince
Regent took an active interest in the cultural side of the new religion, founded schools and set up,
in the shrines, statues of éﬁk}'amuni, the historical Buddha who. by his life and his sacrifices in
his previous existences, had brought salvation to men. This interest in the life of Buddha inspired
the painters of the serolls illustrating the text of the Siitra of Causes and Effects and depicting
various episodes of the life of Prince Siddharta (Pl. n-a and u-b). In the paintings which adorn
the Tamamushi no Zushi shrine (PL 1) the artist has depicted scenes from two jatakas in which
the future Buddha appears. Although the style of these paintings resembles that of certain Korean
works, the pictorial composition, with its attenuated accents, reveals an artistic feeling which is
typically Japanese.

In many important temples the central altar is occupied by Yakushi Nyorai (Bhaishajyaguru),
the Healing Buddha, while frequently the main altar is allotted to the Bodhisattva Kannon (Avalo-
kiteévara), the Compassionate One, who assuages the sufferings of the believer. Other temples are
consecraled to the Buddha of the world to come, the Miroku (Maitreva) who bestows eternal bliss
upon the believer who implores his aid.

These great divinities were highly popular from the very beginnings of Buddhism, and their icono-
graphy follows closely the rules established in China as well as in India and preserved in the text
of the siitras. At the same time, the artists of Nara introduced Japanese elements into the com-

position, in particular the endeavour to create a link between the believer and the divinity, as



revealed in the slightly inclined posture of the body, the expression of the face and many other
barely perceptible details. The image as a whole breathes a spirit of compassion for the worship-
per. In the mural paintings of Horyi-ji the painters follow foreign models similar to those of the
rock temples of Central Asia, but to anyone who is familiar with Japanese art certain details reveal
slight modifications which have been introduced by Japanese taste. Throughout one is conscious
of the endeavour not to lose the spiritual link established by faith between the god and the wor-
shipper. In the lines of the decoration, as well as in the composition of the ornamentation, the
Japanese painter displays a rhythm that is replete with elegance and lightness, The artist follows
the iconography established by the texts and the Chinese or Korean models which he is obliged
to copy, but he does not lose sight of the fact that in Japan the light is different and that, in
the interior of the Japanese temples with their far-projecting eaves, the paintings are illumined by a
gentle half-light which modifies the scale of colours. Towards the ixth century he frequently
enhances his colouring by sticking little patches or strips of gold leaf onto his paintings. thereby
bringing out the glowing tones.

In the vmth century the influence of the Buddhist clergy became more and more powerful and
zovernment officials as well as the ruler himself began to look for some way of evading the pressure
of the numerous monasteries in the capital, Nara. The situation was complicated by the fact that
in the course of that century a considerable number of new sects of a mystical character arrived
from China. The Japanese monks who had gone to the mainland of Asia to carry out their studies
returned, bringing with them many statues and paintings in addition to an impressive number of
Chinese books.

A political and social change took place when, in 794, the capital was transferred to Kyoto. The
esoteric sects known as Tendai and Shingon occupied a preponderant position in the new capital
and religious painting followed, in all its details, the new complex and rigid iconography. In the
pantheon with its manifold spiritual emanations the various divinities symbolized divine power,
protection and defence against evil, along with a considerable number of theological ideas. The
new symbolism is extremely difficult to comprehend for anyone who is not acquainted with Shingon
iconography and who, like the majority of Westerners, is accustomed to a quite different choice of
subjects to symbolize abstract ideas. What would we say of a man who tried to understand Western
medieval painting without a knowledge of Bible history or of the lives of the Apostles and Saints?
A Westerner finds himeself in the same situation when confronted with the Shingon paintings in
which Powerful Bodhisattvas, depicted under grim and angry forms, figure as the protectors of the
faithful, or when the possibilities of a god’s multiple activities are indicated, in defiance of anatom-
ical truth, by a plurality of heads or eyes and an impressive number of arms. Guided by religious
discipline, the Japanese painter follows piously all the details which are imposed on him by a
mystical iconography: but by dint of artistic sense and talent he gives his image a harmonious,
rhythmical composition. He succeeds in conveying the impressive calm, the soothing tranguillity

of certain divinities, while his portrayals of others are notable for their movement and for their
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dynamie, powerful gesture. The eolours, too, of these Shingon pictures have symbolical and mys-
tical significance which enhance their aesthetic and religious value.

The mandalas (mandara in Japanese) — which are diagrams representing the structure of the world
in its two aspects, the spiritual and the material — are intelligible only to the initiated. The profane
can do no more than admire the ingenuity of the Japanese painter, who, although bound by tradi-
tional models, often succeeds in making these compositions into works of great beauty. He triumphs
over many difficulties and suceeeds in expressing his artistic taste, while conforming with the precise
rules which are imposed on him (PL xv). The nine divinities of the Rengebu-in group (Pl v) are
remarkable for the variety of their expressions and the grace of their poses. This xth-century
painting reveals the surprizing level of accomplishment attained by the painters who worked for
the large monasteries. The ereator of such a work was not an imitator of established models but
an artist of great talent and of deeply religious feeling.

Japanese society was not yet at this period crushed by a Confucian discipline. and expressed its
feelings without constraint. The painters strove to give expression to all the elements of human
life. In the painting depicting the disappearance of the Buddha’s mortal integument. the grief,
distress and tears of his disciples and of the heavenly figures, human beings and animals, in the
presence of the lifeless remains. are represented with astonishing intensity (PL xi. xn, xm).

Not all the artists were monks. A considerable number of them belonged to high society and were
in the service of the Court. The nobility of this period led a gay and elegant life in luxurious
palaces with fine gardens. They spent their leisure in the reading of novels, the composition of
poetry. competitions in painting and in meetings for the appreciation of the delicate fragrance of
various kinds of incense. This way of life of the imperial Court and the aristoeracy has been
deseribed in the numerous stories and novels of the xith and xuth centuries. At this period.
illustrated serolls were fashionable. There were scrolls with Buddhist texts interspersed with illus-
trations, as well as scrolls illustrating well-known stories and novels. Plates xxvi and xxvn reproduce
two sections of the celebrated seroll illustrating the literary masterpicce of the period. the novel of
Prince Genji. written by Lady Murasaki Shikibu at the beginning of the xith century. This novel,
which has been brilliantly translated into English by Arthur Waley, gives a detailed description of
the luxurious and romantic life of the Kydto Court. The style of these scrolls offers an excellent
example of the Yamato-e. The power of the colours is astonishing. and the manner in which they
are juxtaposed reveals an extremely refined taste, As always with the Japanese painters of this
period. the action of the characters is only delicately suggested, and the composition as a whole
conveys very faithfully the particular atmosphere of each episode. It is the tradition of the Japanese
painter to represent the invisible through the choice of visible forms and the heightening of certain
elements of the composition,

Apart from this high aristocracy. the capital attracted the middle class and the provineial nobility.
who frequently came to Kydto to visit their relatives or their clan chiefs. People of a modest

manner of life could find no spiritual satisfaction in ostentatious religious ceremonies and compliec-






ated rites, any more than in the mystical doctrines of the "Seet of the True Word’ (Shingon-shii ).
What they required was a compassionate Buddha who would bestow salvation upon them in return
for the sincerity of their faith. A new seet arose, bringing hope to this social stratum. It proclaimed
faith in the Amida. the Merciful One. who has vowed not to enter Nirvina before he has saved
all mankind. Amida promised every sincere believer that he would come for him at the moment
of hi= death and take him to his paradise in the West. These Buddhist texts inspired the painters
and seulptors. who created a new iconography of the descent of Amida. A number of historians of
Japanese art have studied this new iconography. According to them. the problem confronting the
painter is to bring out the spiritual relation existing between the compassionate divinity and the
believer at the hour of his death. These relations play a fundamental role at the last moment, when
the believer is leaving the material world. In these paintings the landscape of the Japanese hills.
with their harmonious lines, is depicted at the tranquil hour of sunset, which evokes the idea of
Amida’s paradise in the West. The notion of spiritual bonds is reinforced by the ceremony accord-
ing to which. in order to establish visual comtact with Amida, the pious Buddhist at the moment
of death must hold in his hands five threads of coloured silk fastened to the joined hands of the
great divinity, The attendant figure kneeling at Amida’s left hand, the compassionate Bodhisattva
Avalokitesvara, a benevolent expression upon his face, holds in his hands a lotus flower to receive
the dying man’s soul and transport it to paradise.

In the case of the serolls with paintings illustrating legendary and historical subjects (PL xxvur, xxix,
XXX, XXx1). the painter was not bound by iconographical rules; he could give free rein to his artistic
imagination and follow unreservedly the dynamism of his brush. Another aspect of the Japanese
spirit enters thereby into direct communication with mankind and offers us an astonishingly vigorous
and lively image of events from Kydto life or of the strange miracles performed by the spiritual
strength of a Buddhist monk. Nothing escapes the observant eve of the Japanese painters, who, in
these illustrated scrolls, depict the weaknesses and mishaps of their contemporaries with a host of
picturesque details.  Under the cloak of allegory they venture to laugh at the lives of the clergy
and the nobility. Their brush. in precise. vibrant lines, depiets in slightly caricatured form monkeys,
hares and other animals imitating the activities of the members of the upper classes. Who are
the individuals who are concealed bLeneath these innocuous animal forms? The painter’s contem-
poraries probably recognized them without great difficulty. but to us they remain unknown. What
counts for us are the aesthetic qualities, the composition and the beauty of the calligraphic brush-
stroke (p. 17).

Portraits, in these remote centuries, were executed with remarkable delicacy. This genre enabled
the Japanese artists to express their respect for the eminent monks and the great men of their
country. The artist strives not merely to depict the individual but to represent him in a typical
posture, to seize an important moment of his life and to immortalize his characteristic features on
silk and paper. It is for him a means of conveying a spiritual tension which is important in the

eyes of the pious spectator. The Chinese monk Tz'u-#n (in Japanese, Jion) is depicted (Pl xxi)
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i an attitude of religious concentration and serene calm: the priest Zemmui, whose portrait dates
from a later period, is represented in an attitude of intense prayer and deep meditation (Pl xxu):
the third portrait reproduced in the present work shows us the great preacher, the founder of the
‘Scet of the True Word', the monk Gonzd, delivering a sermon (Pl xxm). The painter is concerned
with conveying, by the priest’s posture. the gestures of his hands and the expression of his face.
the vitality of the great master and the power of his personality.

These qualities, which are always present in the Japanese portrait-painters, are readily visible in
the fine portraits of the high dignitaries of the imperial Court of Kyoto in their official robes of
black silk. of which the present work offers an excellent example in Plate xxiv,

Important changes in taste and in the choice of subject-matter reveal themselves in the period
following the seizure of political power by the Minamoto family and the transfer of the admin-
istration from Kydto northward to Kamakura. New social forms were now making their appear-
ance in national life. The military class assumed power and began to play a réle of the first impor-
tance. The imperial epoch had for more than six centuries given the nobility a luxurious and
brilliant life. Now Kydto was to lose its official importance ; but artistic values were not abandoned.
The established aesthetic foundations of music, literature and the fine arts served as hases for the
artists of the coming generations. For during these six centuries Japanese taste had been formed,
the national religion and Buddhism had directed it towards a deep and sincere appreciation of the
beauty of surrounding nature. The mystical sects and their art had awakened spiritual sensibility,
and the sermons of the priests of the Amida sect had reinforced the values of human life. The
philosophical ideas of Buddhism had endowed Japanese thought with delicate. subtle forms which
have never been abandoned. Japanese artists, despite the political and social changes which the
powerful military class introduced in the xnth ecentury, have never given up either the rich aesthetic
heritage which they received from the mainland of Asia or the refinement which they acquired
during the centuries of the Empire.

These various elements, which the Japanese painters succeeded in assimilating and enhaneing
through their individual genius, made possible in Japan the development of an art of profound
sensibility and delicate beauty, of which the present album reproduces examples belonging to the

treasures of a number of Buddhist temples not readily accessible even to visitors to Japan,
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uddhism played a very important part in the early history of Japanese art. In all architecture.

sculpture and painting. the important existing examples are almost universally Buddhistic.
This is because Buddhism. from its introduction to Japan from the Asian Continent. won fervent
faith. and the continental culture accompanying it spread widely through the centuries. Japan
through its early historic periods was eager to learn Chinese eivilization. notably the eulture
associated with Buddhism. The evolution of Japanese art. therefore. had close connection with
that of Buddhist art in continental China.
Roughly speaking. the Japanese art of the early historie periods is characterized by the influence
of the art of the different corresponding Chinese periods: the Asuka from the Chinese Period of
Six Dynasties (notably of Northern Wei), the Hakuhd from the Sui and early Tang. the Tempyi
from the florescent T'ang, and the early Heian (the Jogan) from the middle to late Tang., Of
course. the transplanted religions enlture achieved a distinetive development in Japan.
Especially in the mid-Heian Period (after A.D. 894), during which all official communication
with the continent was suspended. the trend toward Japanization was evident. and art in pure
Japanese style began to flower in full hloom in about the xith century. It should be noted.
however, that the last part of this late Heian Period, namely after the second half of the xith century.
began to reveal the influence of Chinese art of the Sung Dynasty (960-1279). Such stages of the
history of Japanese Buddhist art are amply illustrated by existing examples of painting.
The oldest existing specimens of Buddhist painting in Japan are the colour paintings on the
wooden panels of the Tamamushi Shrine and its pedestal in the Horyi-ji. Nara. Made about a
century after the official introduction of Buddhism in 538, they represent painting in the Asuka
Period (vith to mid - vith centuries). They are executed on black-lacquered panels with pigments
blended with oil and litharge. Pl 1 shows a jataka scene, painted in gentle, fluent brushwork
on one of the sides of its pedestal. Its subject is a story that a prince (the incarnation of the Buddha
Shaka in the *past world™). finding a hungry tiger just about to eat its cubs. threw himself down
to feed them. The rocks, trees and figures in this scene well illustrate the characteristics of the Six
Dynasties. At the time numerous craftsmen had come to Japan from China and Korea. It is pos-
sible that these paintings were done by one of those immigrants or their descendants.
The Hakuhé or early Nara Period (middle to late vuth century) is represented by the wall-paintings
in the Main Hall at Hory-ji. Nara (late vith century). The paintings on the twelve major walls
in this building were unfortunately badly damaged by fire in 1948. The style of these wall-paintings
is entirely different from that of the Asuka Period. The lines delineating the images in them are
powerful ones termed “wire lines™ (tessen-byo). which are clastic and even in breadth like wire.
Shading gives the paintings an effect of depth. Shading was in frequent use in Central Asia, and

early Chinese Buddhist painting emphasized drawing. We may probably presume that the Central
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Asian style, introduced to China during the Sui or early Tlang. was combined with the traditional

Chinese style. and that this combination, in turn introduced to Japan. gave birth to such paintings.

Fortunately the twenty smaller walls near the ceiling in the Main Hall. with paintings showing

apsaras (heavenly maidens, p. 5). have survived. The beautiful figures of the heavenly maidens

in Might are good enough to suggest the original splendour of the wall-paintings before the fire.

The Tempyo or late Nara Period (vinth century) was a period in which Buddhism. centred around

the capital, Nara, thrived as never before. and in which the importation of T'ang culture was the
most extensive. The Shaso-in Repository of Imperial treasures, Nara, still preserves numerous urti-
facts bespeaking the florid culture of the period. Many grand governmental temples and “family
temples™ of the nobility, such as the Todaiji and Kofuku-ji, were constructed one after another.
causing a great increase in the demand for Buddhist statues for worship therein and paintings to
elorify the rituals. In addition to artists working at governmental art institutions, many private
painters were active. Unfortunately there remain only a few examples of Buddhist painting of
the time.

First mention among Buddhist paintings of the Tempyd Period should be given to the [lustrated
Inga-kyd (Siitra of Cause and Effect in the Past and Present). reproduced in PL n.  This dates from
about the middle of the vinth century, but stylistically it appears to have been based upon a Chinese
prototype from the vith or vith century. It is a set of horizental scrolls with the text of the scrip-
ture. deseribing the lives of Shaka (Sikyamuni) in the “past and present worlds™, on the lower halves.
and its illustrations on the upper halves. Of the original set several scrolls now remain scattered
in different collections. Reproduced here are two sections of the seroll owned by the Jobon Rendai-ji.
Kyoto. PL n-a shows a scene in which Prince Siddhirta (later the Buddha Shaka) is enjoying sport
in the palace, and Pl u-b the prince going out through the palace gate on a horse. Bright colours
remain largely intact. Though simple in depiction, they are interesting examples of scroll-form
painting consisting of continuous scenes,

Literary sources tell that large-sized Buddhist pictures in painting and embroidery were produced
in good quantities in this period, but existing specimens are very few. The most important of those
few is the Hokkeds Kompon Mandara in the Museum of Fine Arts, Boston, showing Shaka preach-
ing at the Sacred Mountain. Though repaired to a considerable degree during the xnth century,
it clearly reveals the skill of a Nara Period artist following the Chinese style. The landscape in
its background, especially, gives evidence of the direct influence of T'ang landscape art. Dating
from the last part of this period is the image of Kichijo Ten (Mahasri) in the Yakushiji, Nara.
It represents the Buddhist goddess in the guise of a noble lady in T ang style dress, Depicted
gracefully and very elaborately, this relatively small-sized piece typifies the maturity of painting in
the Tempyd Period. The famous Shoso-in houses a number of art treasures which the Empress
Komyd (701-760), consort of Emperor Shomu (699-756), dedicated, after the death of the Emperor,

to the Great Buddha Statue at the Todai-ji. The nuclei of the collection here are objects used
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personally by the Emperor during his lifetime. and ritual implements used at the consecration cere-
mony of the Great Buddha Statue held in 752, Among the treasures there are a few Buddhist
paintings and drawings. but the majority of the paintings have secular subjects. The folding-sereen
with the image of a beautiful lady standing under a tree. which resembles the above-mentioned
Kichijo Ten but is still richer in the T'ang style: the scenes of hunting and music-playing painted
on the kanbachi (plectrum-guard) of lyres: the landseape on hemp eloth, and various others reveal
the style of painting in the second half of the vimth century.

The capital moved from Nara to Heian (Kyito) in 791, and political as well as social removation
took place. The early Heian Period (ixth century) following this event was characterized by the
rise of the Shingon Sect of Esoteric Buddhism newly introduced from China, and of the new
type of art associated with this sect.  The Esoteric Buddhism was brought back by Kikai (774-835),
Ennin (794-864) and other priests who studied in T'ang China during the xth eentury. This new
type of Buddhism. which flourished in China at the time. was quite different from the previous
scholastie seets. Tt laid importance on mysterious exoreising rites, and was rich in the oceult religious
atmosphere which appealed forcefully to people’s minds. Japan in its soeial conditions at the time
was ready to accept this new approach. Because images of Buddhist deitics. either in sculpture or
in painting. were indispensable for the Esoteric Buddhism as objects of worship in its serviees,
the spread of the new sect inevitably caused the rise and development of Esoteric Buddhist art.
The art of the Esoteric Buddhism of this period, reflecting the spirit of the age and the character
of esotericism, made a dignified, powerful effect. In style it chiefly followed Chinese Fsoteric art
of the late T'ang. Japanese priests who studied in China brought back many T'ang paintings and
iconographic prototypes. which served as models for Japanese colour paintings.  As the observance
of Esoteric services became frequent. Esoteric painting achieved a notalle progress,

The highest in religious importance among Esoteric paintings were mandalas or graphic hierarchie
diagrams of Buddhist divinities, known in Japan as Ryakai Mandara (Mandala of the Two Circles).
namely Mandala of Kongd-kai (Vajradhitu. “diamond circle™, the realm of spirit) based upon the
Kongochi-kyo (Vajrasekhara siatra). and of Taizo-kai (Garbhadhitu. “womb circle”™. the realm of
material universe) based upon the Dainichi-kyi. Mandalas were the basic sources of iconographic
reference in portraying Buddhist deities.  The Jingo-ji. Kyito, owns the oldest existing pair of
Rvikai Mandara dating from the Tencho era (824-833). These are drawn in gold and silver ink on
purplish dark-blue diagonal-weave silk. The drawing is precise, dignified and noble. and its excel-
lent brushwork bears resemblance to T'ang work. This pair is to be ealled the top masterpiece of
Buddhist painting in this period. The subject pair is not coloured. but in principle mandalas
should be in colour painting. The eldest existing mandala in colours is the pair owned by the
Kyoogokoku-ji (popularly known as To-ji) in Kydto, which retains its original bright colours quite
well. It is notable that this pair shows much of an exotic effect revealing continental influence. as

can be noticed in its deep, bright colours, its conspicuous kumadori (“shading”, gradated colouring
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along the inside of contour lines), the rounded faces of the deities and their eyebrows connected in

continued curves. Reproduced in PL v is the lower half of the section called Rengebu-in in the

Taizo-kai Mandara, well showing the above-mentioned characteristics.

As for independent images of different deities. the oldest example now existing is the set of twelve

paintings portraying Juni Ten, the twelve protective gods of Buddhism, painted in the mid-xth

century and owned by the Saidaiji, Nara. Presenting the gods in large figures oceupying nearly the

whole of the canvasses, and painted with emphatic use of the primary colours. these paintings are

powerful masterpieces carrying the mysterious vigour of the Esoteric Buddhism. Their drawing.

done chiefly in fine, delicately curving lines, and the forms and colours of the clouds floating around

the images. indicate the influence of late Tang art. The famous Go Dai Rikiku (Five Powerful

Bodhisattvas) at Koya. Wakayama and the Ki Fudé (Yellow Acala) in the Onjo-ji. Shiga. hoth
from the last part of this period (end of the ixth century). are typical specimens of the awe-inspir-

ing images so characteristic of Esoteric Buddhist painting. Of the former five paintings. two have

been lost, the surviving three being Kongd-ku (Plm), Ryao-ku and Muijii Rikiku (Pl w). They

are all gigantie, well-muscled figures filling the large pictures, with an effect of over-powering vigour.

Kongo-ku. the central figure of the five, is the finest of them.
Attention should be paid also to the images of the priests Ryimyo and Ryiichi in the Té-ji. Kyoto.
The priest Kikai, on his return to Japan in 806, brought back with him the images of Five Fore-
fathers of Shingon Buddhism painted by the famous T'ang painter, Li Chén. The two paintings
under discussion were done in 821 in Japan after the Chinese prototypes. Faithfully following the
T'ang style. they are the oldest as well as the finest of *“patriarch portraits™

The late Heian Period. covering about three hundred years from the xth century. is also known
in art history as the Fujiwara Period. The practice of sending Imperial messengers to T'ang China
was suspended in 894, and Japanese art thereafter ceased to receive continental influences. with
the result that culture in general. art included, saw the spread of native Japanese taste. The nobility
centred around the Fujiwara family enjoyed a rich, favourable life devoted to delicate aesthetic
centiments. Reflecting the taste of the nobility. the art of this period was florid, elegant and cffem-
inate. Of this long period of three centuries, the xith century, in which the Fujiwaras were at the
height of their prosperity. was the mature stage of art as well. Buddhism was influential in the
nobility’s everyday life. Many temples were built and Buddhist statues and paintings made by the
nobility, and Buddhist art flourished greatly. The Esoteric Buddhism continued to be in power,
while the Jodo or Pure Land (Paradise) Faith, believing in rebirth in the paradise of the Buddha
Amida (Amitibha). also became popular. The majority of existing specimens of Buddhist painting
from this period belong to either of these two sects.

Secular painting also became popular among the nobility. Besides such large-sized paintings as

those on sliding-screens, sliding-doors and folding-screens, smaller paintings for purely artistic ap-
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preciation. mostly in the form of horizontal scrolls or booklets, were widely enjoved. It is to be

noted that while earlier secular paintings of the style termed Kara-e (“Chinese painting”) showed
Chinese-style subjeets in Tlang-style depiction, there arose a new type called Yamato-e (“Japanese
painting”) dealing with Japanese landscapes and manners.

The xth century was a transition from the style richly fused with T'ang mode to the native Fuji-
wara slyle.  There remain only a few specimens of painting from this period. among which the
panel paintings inside the Five-storied Pagoda, Daigo-ji. Kyito, built in 951. are the only dated
examples, Their main subjects are the Ryvékai Mandara and the Eight Forefathers of Shingon
Buddhism. PL v1 and vi show portions of wooden boards covering the central pillar of the pagoda.
The dark “shading™ on the images and their robes attests to the tradition of the Chinese-style
technigue still at work. but the modest. graceful appearances of the deities, the “flat and clear™
colouring, and the use of kirikane (“eut goldleaf™, thin, thread-like strips of gold leaf applied in-
stead of drawn lines) indicate the approach of the new xith century style.

It is considered that the florescence of the Fujiwara nobles from the late xth to mid-xith centuries
was also the peak of splendour of painting. However, there is no clearly datable specimen of this
epoch prior to the wall and door paintings in the Ho66-d6 (Phoenix Hall) at the Byoda-in, Kyato.
built in 1053. The Phoenix Hall was constructed by Fujiwara Yorimichi (992-1074), the master

of the Fujiwara family. in his villa in what was then a suburb of Kydto City. The hall, the statue
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of Amida inside it. and the lotus pond in front of it, symbolize the palace and the garden in Amida’s
Pure Land (paradise). On the wooden doors and walls in this building are painted the scenes of
raigi (“coming to welcome”), that is, the Buddha Amida and his heavenly host coming down to earth
to receive his devotees to his paradise as described in the Kan Murydju-gyo Sutra. These are
valuable specimens of painting in the mid-Fujiwara. They are much damaged and their colouring
has been retouched in many spots, but those on the doors remain in a relatively fine state of pre-
<ervation. Shown in them are the raigé scenes. with Japanesestyle landscapes below. Their style,
reflecting the taste of the nobility, is elegant and generous. Pl x shows a portion of the raigo
scene on the door in the north side one of the three front doorways (the building faces east).
Colours remain well on the figures here. A pleasant effect of spirited . depiction is presented in
the easy. well-balanced figures of the deities and the light. warm tone of the colours.

Comparison with these door-paintings enables us to name a few other master works datable stylist-
ically in the mid-Fujiwara period. The Ryokei Mandara in the Kojima-dera, Nara (early xith
century), like the above-mentioned pair in the Jingo-ji, are drawn in gold and silver on dark-blue
silk: they show a powerful, florid style. The Amida (PL vin), in the Raiga of the Amida Triad owned
by the Hokke-ji. Nara, is characterized by its impressive composition and its ample, graceful figure:
in the stvle of depiction, the colouring and the decorative patterns on its clothing, it has an effect
slightly more antique than that of the door-paintings in the Phoenix Hall. The Dai-itoku Myda
(Atavika) in the Museum of Fine Arts, Boston, and the 4o Fudd (Blue Acala) in the Shoren-in,
Kyito. are excellent specimens portraying the awesome deities in very powerful styles. PL 1x re-
produces Seitaka Daji (Cetaka), one of the two messengers in the Ao Fudo painting. It is a vivid
portrayal in lavish employment of sharp. forceful lines and matching bright colours.

Typical of Buddhist painting in the second half of the xith century is the famous Nirvana (Pl xi-
xm) dated 1086. It shows the Buddha Shaka (éﬁk}fmnulli} quietly lying on his death-bed. and
heavenly and earthly beings in sorrow around him. Its composition is very well designed and its
colours are beautiful, ereating a quiet but impressive atmosphere. Another fine example of the
Esoteric Buddhist art is the Resurrection of the Buddha (Pl. xiv). which is to be dated somewhere
around 1100. It is a large painting slightly longer lengthwise. and is a unique work illustrating
the story told in the Maka-maya-kyo (Mahamiya stitra): that the Buddha Shaka, after attaining
nirviina, rose from his golden coffin and gave his last sermon for the sake of his mother, Lady
Maya. With the Buddha in the centre rising amidst golden rays of light. the dramatic seene is
presented in a skilful composition. The strongly accentuated lines of black, used here and there
in its detailed parts, attract our attention as an early influence of Chinese Sung art. This Sung
influence began in the xuth century to inspire animated. accentuated delineation in Japanese paint-
ing. The Zennyo Ryiié (dragon goddess) in the Kongobu-ji. Wakavama, painted by Jachi in 1145,

iz a good example.
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Buddhist paintings from the xuth century remain in considerable numbers. but only a few of them
are clearly datable. In its first half there are the Juni Ten (Twelve Guardians of the Buddhist
Heaven) and the Go-dai-son (Five Great Rajas) in the To-ji. Kvote (1127). Compared with the
above-mentioned Nirvana they are more decorative and “plain and elear™. Along their line are
the Shaka féﬁkymnuni] in the Jingo-ji, Kyite (PL xvn) and the Fuagen Bosatsu (Samantabhadra) in
the Tokyo National Museum (PL xvi), both from the mid-xnth century. Tender. delicate and elab-
orate. they typify Buddhist painting in the late Fujiwara. The Figen Emmyo (Vajrimogha-samaya-
sattva) in the Matsunoo-dera. Kyoto (Pl xvin) also shows the decorative style characterizing late
Fujiwara painting. but its relatively light secondary colours indicate the influence of Sung art. The
Gusha Mandara in the Todai-ji. Nara (Pl. xv. p. 9), portraying a group of deities associated with the
Gusha Sect of Buddhism, represents a different type. Painted during the first half of the xmh
century, this follows the old style of the Nara Period: it is notable also that the figures of Buddhas
and Bodhisattvas portrayed in this painting are similar to those in the Holkedé Kompon Mandara
mentioned before. The last glory of this century is the Raigo of Amida and His Host at Koya, Waka-
vama (Pl. xix-xx, p. 12). This is a large-sized work consisting of three hanging scrolls. It shows a
dramatic scene with the golden Amida in the eentre, and his attendant heavenly beings around him
playing musie. dancing or clasping their hands in adoration. in flight down to the earth on trailing
clouds. [Its drawing is strong and its colours are bright, but the gzeneral style of its depiction lacks that
rich, generous effect which characterizes earlier Fujiwara paintings. We find that the stvle of the
following Kamakura Period is just making its appearance in this work.

Besides such images of deities, there are a few fine portrait= of high priests. The portrait of Jion
Daishi (Tz'u-én) (632-682), T'ang priest and founder of the Hosso Sect, owned by the Yakushi-ji.
Nara (Pl xx1), dates from the mid-xith century. Although it is a copy from a T'ang painting. its
soft delineation and bright colours manifest the style of the florescent Fujiwara. The portraits of
Prince Shiotoku and Forefathers of Tendai Buddhism in the Ichijo-ji. Hybgo (of which the Priest
Zemmui (637-735) is reproduced in Pl xxu), are placed in the early xnth century. In style and
technique they retain an antique effect. but compared with the Jion Daishi they are richer in
decorative elements, attesting to a more advanced stage of Japanization. A different type is noticed
in the portrait of the Priest Gonzd (758-827) (PL xxm). [Its delineation reveals a tendeney toward
stylization. which. together with the ecalligraphic style of its inseription. suggests the earliest part
of the xuth century. This, too, is a master work vividly portraying the high priest. There are
also portraits of secular people. notably noblemen and high-ranking military officers, mostly associated
with Buddhist sects or temples. The portraits of Minamoto Yoritomo (1147-1199) (PL xxiv) and
others in the Jingo-ji. Kyito, traditionally attributed to Fujiwara Takanobu (1142-1205), are eminent
examples, though these should rather be called the early Kamakura (beginning of the xmth century)
than the late Fujiwara.

There remain only a few secular paintings, but they inelude very fine pieces. The sereen painting
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of landscape with figures in the To-ji. Kyoto (PL xxv). known as Senzui Bvébu, is important as the

not only of screen-painting but also of contemporary Kara-e (“Chinese-style

but

only existing specimen
painting”). It was painted after a T'ang prototype during the second half of the xith century,
the quiet lines employed for mountains and trees and the beautiful bright colours in it are proofs of
the general tendency toward an intrinsic Japanese taste. The Yamato-e (“Japanese-style painting”).
as contrasted with the Kara-e, flourished in this period, notably in the early xith century. We
know. from literary sources, that it was especially favoured among the nobility: unfortunately, there
is no existing specimen of the epoch. However, we can imagine how they looked. through the
seasonal aspects of landscapes described in the backgrounds of the raigé scenes on the previously
mentioned doors of the Phoenix Hall. Byodo-in. Kyoto.

It was in this period that paintings devoted to secular subjects, intended for the purpose of pure
artistic appreciation, made their appearance. The xuth century has left especially fine scroll-paintings
in this Geld. The first to be mentioned among them is the Genji Monogatari Emaki (Pl. xxvi and
xxvit). The Genji Monogatari (Tales of Genji) by Lady Murasaki is a novel dealing with romanees
of court nobles and ladies, and is famous as an excellent and voluminous work of Japanese liter-
ature in the Fujiwara Period. The Genji Monogatari Emaki (emaki meaning a picture scroll or
scrolls) consists of extracts from the fifty-four chapters of the novel, and paintings illustrating the
scenes described in them: the paintings as well as the text. written in flowing calligraphy on beauti-
fully decorated paper. were intended for artistic entertainment. These paintings in rich bright
colours. known as tsukuri-e (heavily painted decorative-style paintings). were probably done in the
first half of the xnth century by artists working for the Imperial Court. This work reveals several
unique devices of Yamato-e: for example, the fukinuke vatai (“roofless house™). showing the interior
of a house in a bird's-eye view as if viewed through a hole in the ceiling, and the symbolic, simplified
manner of portraying faces termed hiki-me kagi-hana (eyes of straight lines and nose of a hooked
line). These are clever means of conveying the delicate, romantic atmosphere of the Heian nobility.
Of a similar nature are the Fan-paper Siitras (Pl. xxxu) made towards the end of the xnth century.
The fan-shaped sheets of paper are decorated with paintings of genre scenes, over which the text of
the Holkke-kys or Lotus Siitra is copied in black ink. They are a variety of “decorated siitras”, but
their importance is rather as specimens of early genre painting.

A new movement in painting contrasting with the tsukuri-e, which appeared in about the middle of
the xuth century, is represented by the Shigisan Engi Emaki. It is a set of three horizontal scrolls
illustrating miraculous stories concerning the priest Mydren. He lived alone on the mountain called
Shigisan, where he devoted his life to worshipping Bishamon Ten (Vaisravana), and worked various
miracles. Unlike the Genji Monogatari Emaki, which consists of separate scenes, this shows uninter-
upted sequences of successive scenes to develop the stories. It is remarkable that the many varied
scenes are skilfully connected to constitute a beautifully continued entirety. PL xxvm illustrates

the scene in which an alms bowl, sent through the air by Mydren's magic power. carries back to
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his mountain-top cottage the granary from the house of a rich landlord. with the amazed villagers
following it. PL xxix is a later scene, showing rice bales flying back to the village out of the
granary which remains on the mountain. The emphatic use of animated lines in them is successful
in depicting the sights rich in motion. Paralleled in fame with this superh masterpiece is the Tomo
no dainagon Ekotoba in three scrolls. It illustrates the stories about the conspiracy of the courtier
Tomo-no-Yoshio, who set on fire the Imperial gate Oten-mon in order to make a false accusation
against his political opponent but was detected and punished with exile. This, too. is an excellent
work of seroll-painting making effective use of the long-narrow art form. It is by a distinguished
court artist of the second half of the xnth century. Pl xxx depicts citizens hasting to the scene of
the fire, and Pl xxxi the excitement of the crowd at the sight of the fire. Like the Shigisan Engi
Emaki it vividly portrays the varied poses and faces of the multitude, and the effect of its colouring
is also very fine.

A unique example of picture-scroll in black drawing is the Chaji Jimbutsu Giga (Serolls of Frolick-
ing Animals or Animal Caricature Scrolls) attributed by tradition to the priest Kakuyu (1053-
1114). more popularly known as Toba S6jo. It iz a set of four serolls, of which the first (p. 17).
showing monkeys, hares, frogs and other animals behaving as humans, and the second. portraying
various birds and animals in their natural appearance. are especially fine. These two scrolls can
be dated in the first half of the xnmth century. They attest to the artist’s remarkable mastery in

drawing. and their subjects as satires on human affairs of the time are also very interesting.

TAKAAKI MATSUSHITA
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Pu 1-b = Hluserated Inga-kvi: Prince Siddharta riding out of the palece
gate. Narn Period, vinth century. In colours on paper. Jobon Rendai-ji, Kyito,







P Il - Kongi-ku: one of Go Dai Rikiku, the Five Powerful
Bodhisattvas protecting the Buddha's Law. Heian Period, th-
xth century. In colours on silk.  Kongabu-ji, Wakeywma,







Pi. IV - Muifi Hilu’!m_: one of Go Dai Rikiku, the Five Power-
ful Badhisatteas protecting the Buddha’s Law.  Heian Period, P
nth-xth century. In colours on sitk, Kongibu-ji, Wekayami.
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M. ¥ - Ryakei Mondara, graphic hiererchic dicgrams of Buddhise deities in Tieo
Circles, Tuizo-kni Gorbhodhiion, “Womb  Cirele”, the muateriall and  Kongi-kai
{Fujradhin, * Divmand  Circle™, the spirituali: portion of Rengebu-in Gronp in
Taiza-kai. Hefon Periad, ca, 500, colawes on silk.  Kviogakoku-ji Ty, Kvito,
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Pr. VI = Dainichi | Voirocana), the supreme Buddha in Exsterie
Buildlism, us the econtral deity of Taizd-kai: o portion of painting
on boord covering the contral pillar of Five-storied Pogedo.
Heimn  Period, 951, In eolowrs on  wood. Daigo-ji, Kyalo,






- ——

P, VII - Shichi Gutei Butsumo (Saptakotibuddha-matr), * mother
of wll Buddhas® in Taizi-kai: « portion of painting  on
board  covering the  eentral  pillor  of Five-staried Pagoda.
Heiogn  Period, 951. In colours on wood, Daigo-ji, Kyita,






P, VI - Amida ( Amitabha), the Buddha of Wesern Paradise: one
of u set of three paintings showing the Amida Triad in roigh
teoming down from heaven to receive his devotee to his paradise),
Heinn Period, xub eentury. In colours on silk. Hokke-ji, Nara,

>







PL. IX = Ao Fudis (| Blue Avalir s FDHEEI.II _d|u|-|_'f'||;g Sejtiuka [Eﬂ'ﬂk_ﬂi_ one of
Fudi's two messengers.  HNeinn Period, xiuth century, Shiren-in, Kyito,

>







Pe. X - Amidn Raigi, on right=uide door on the fegode of
Phoenix Hall:  portion  showing Bodhisetteas plaving  hewvenly
music, Heion Period, 10533, In colowrs on wood, Dyidi-in, Kyita,
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P XI - Nirvina, the desth of the Buddha. Heion
Period, 1086, In cofours on silk. Kongobu-ji, Wokayamao,







Pr. X0 - Nieviina, the death of the Buddhe: portion showing a courtiee nnid >
an altendant, Heion Peciod, 1086, In colours on silk. Kongobu-ji, Wakayama.







e T ——

l Pr. X111 - Nirvana, the death of the Buddha: portion shewing en arlat | Bud- >
'| dha's disciple), Heian Period, 1086, In colours on silk. Kongabu-ji, Wakayama,







Pr XIV - Resurrection of the Buddha: portion shmwing the
Buddha Shaka (Silkyomuni) rising from his golden coffin, Heion
Period, xuh contury, In colours on silk. Chiha-ji, Kydto.







Pr. XV - Gusha Mandara, 0 mandals of deities in the
Gusha Sect of Buddhism: portion showing Bodhisatteas P
and priests. Heian Period, xuth centey, Tadai-ji, Nara,







e

Pr. XVI - Fiigen (Samaniabhadra), the Rodhisaties protecting
believers in the Lotus Sitrn: cemtral portion. Heian Periad,
xnth contury, In colours on silk, Tokyd National Musenm.







"y

Pi, XVII - Shaka (Sikyamunil, jounder of Buddhism: central portion. >
Hetan Period, xuth century,  In colives on sille.  Jinga-ji, Kyiito,







Pr. XVIIl - Figen Emmyé | Vajrimogha-samaya-sattva), a
manifestution of Figen: centrnl portion.  Hefon  Period, ’
xith century. In colours on silk, Muatsunoo-dera, Kyite,






Pr. XIX - Raigs of Amida and His Host: portion showing Kannon { Avalokites-
vara), ane of the twe attendent Bodhisattvas to Amida, holding o lotus podestal
symbolizing & sent in Amide's Parodise, Heion Period, xumth century. In
colours on aill.  Yishi Hechimunlid Group of Monasteries, Kaya, Wakayama,






. XX - Roigé of Amida and His Neost: portion showing heavenly
beings playing music, Heion Period, xawh centnry.  In colowrs on
silk. Yishi Hochimankd Group of Monasteries, Kiya, Woakaeyvama,







Pi. XXI = The priest Yion Daishi Tz ‘u-éni, forefather of the Hossi Seer of Buddhism >
in China.  Meion Period, suh contury,  In colours on silk.  Yokushi-ji, Nara.







PL. XXII - The priest Zemmui, one of the Forefathers of Toradai B icl el iz
Heian Period, xith contury. In colours on silk, Iehijo-ji, Hyoeo.
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Pr. XXIII - The priest Gonzs, teacher of Priest Kiikai (founder of
Shingon Sect of Esoteric Ruddhism in Japan), giving a sermon. >
Heian Period, xuth century. In colours on silk, Fumon-in, Wakiayuma.






-

M., XXIV - Minamate Yaritomo, foundeor of the

military government at Kama-
kura, Kamokura Period, xuth century,

In colours on silk. Jingo-ji, Kyito.

>






Pr. XXV - Portion of o wreen-puinting of lmdscape awith
fignres, known as Sonzei Byoby, wsed as o backeround
for initiation 1o Esoteric Buddhism, Heian Perind, xuh >
century, In colours on silk, Kydigakoku-ji i Ta-ji), Kxyita,







—

Pr. XXVI - Genji Monogotari Emuki, scroll-painting  illustroiing
the Tales of Genji: a scons from Sawarabi Chapter. Heion
Period, xmth century. In colowrs on paper. Reimei-kai, Takyi.

>
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Pr. XXVII - Genji Monogatari Emaki, scroll-painting illustrating
the Tales of Genji: second section of Yedorigi Chupter, Heinn
Period, xuth century. In colours on paper. Reimei-kai, Takyi.
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Po, XNVIL - Shigisan Engi Emaki, sceoll-puinging illastrating
legends concerning the priest Mydren: portion of the Seroll of
the Flving Gronary, shmving the gronuey heing varried theough P
the air on un olms bowl sent by Myiren's magic power.  Heim
Period, xoth contury. In rolours on paper.  Chigosonshi-ji, Nora,
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Pr. XXIX - Shigisan Engi Emaki, scroll-painting illustrating legends econcern-
ing the priest Myoren: portion of the Seroll of the Flving Granory, showing
rice bales being semt back through the air 1o the house of the landiord. >
Hedan Feriod, sith contury,  In colowrs on  paper. Chagosonshi-ji, Nura.







Pu. XXX - Tomo-no-dainagon Ekotobu, scroll-puinting  illustroting
stories concerning the Dainagon Tomo-no-Yoshio’s intrigue: por
tion showing people hurrving to the lmperiol gate on fire.  Heion
Perivd, suth century, In colaurs on paper, Sakai Callection, Takyi.

>
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P, XXNI - Tomo-no-doinggon Ekotaba, seroll-painting  illustrating
stories coneerning  the Dainagon  Tomo-no-Yoshio's intrigue: por- B
tion showing the crowd in eccitoment @ the sight of the fire. Heian
Period, xuth century, In colours on paper, Sakai Collection, Tikvi,






Pi. XXXII - Sitrn copied on fun-poper with decorative ander-paint-
ing of genro scone. Text in bluck ink, painting in colours, on P
paper.  Heion  Period, xith century., Takvi  National Musenm.
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