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Kamakura — The Art of Zen Buddhism

in 1253 the monasrery Kenchdji was openad in the city of
Kamakurn, 2 small community in castern Japan, This event,
in the view of the present exhibirion, matked the true starting
puinr of Japanese Zen Buddhism. Why the importance
assigned to Kenchdyi and Kamakaea, when every Japanese
history book tells uy that several decades carlier the Rinzai
Zen school had been introduced by Minnan Yésai {Myaan
Lisat; 1141-1215), and the S6t5 Zen school by Dégen
{(1200-1253):

Yosai, 2 Japanese priest of the Tendai school, left Japan
i 1187 to study the teachings of Zen (Chan) Buddhism in
Song dynasty China. In 1191 he returaed, bearing with him
seeds of the tea plant and certification of Dharma
transrnission ity the Rinzat school of Zen. Following a brief
stay on the islund of Kyiishi he traveled to Kyoro intending
to teach Zen, but, mecting with the epposition of the 'Tendai
authorities, continued on to Kamakura, the headquarters of
the teudal warrior goverament known as the Bakufu. There
he was warmly received by the shogun Minamoro no
Sancromo (1192-1219) and the shogun’s intluential mother,
Hajo Masuako (1157-1223), under whose patronage he
csrablished the Zen cemple Jufukuji in rhe year 1200.

Important as Yasat was in'the hisrory of Japanese Zen,
Lhowever, his welcome in Kamakura owed not so rmuch to his
Zen understanding as to his expertise in che esoveric pracrices
of Tendai Buddhism. He maintained his ties with the Tendai
tradinion throughour his life, cven afrer becoming abbot of
Kenniniji, a large temple of mixed Z.en-Tendai observance
established in Kyoro under che pratection of the shogunarte in
1202.

Ysai's successors too played a limived role in securing
acceptance of rhe troe Chinese Zen teachings in Japan, Yasai's
disciples Taikd Gyayo (1163-1241), Mydzen (1184-1225),
and Eichd (d. 1247) taughr, respectively, the historically
imporant Zen monks Shinchi Kakushin {1207-1298), Enni
Ber'en (1202-1280), and Dagen, but these figures, eminent
though thev were, remained in many ways on the sidelines of
the transmission process, Shinchi Kakushin and Enni Ben'en
followed Yosai in combining the Zen teachings with Tendai
esoteric pracrices, and cheir lineages failed to form significanc
CUFrenLs in the Sul‘ncquenc hiﬁtf}r}' n["‘]ﬂp;mcsg lon. Dﬁgrn‘
who in 1223 reaveled to China and studied the Candong
(Sat0) school of Zen (a rradition different from chat of
Yasui), was no more successful than his predecessor in
spreading the Zen teachings in Kyoto. In 1243 he removed
himsclf, together with a few disciples, 1o the temple Eihedji in
che mountaing far norch of the capical. Though his lineage
cventually developed into the influential Japanese S665

school, for several gencrations it remained relacively isolared
from developments elsewhere in the country,

Another notable figure in carly Japanese Zen was
Dainichi Naonin (¢. 11th-]2th centuries), a sell-enlighrened
monk whose understanding was later recognized by the
Chinese Rinzai mascer Zhuoan Deguang (1121-1203).
Nonins Nibon Daruma school, active in the region sourh of
Kyoto, was one of the firsr proponents of the Zen ceachings
i Japan, bat it oo was suppressed by the older Buddhise
rradirions; in the carly chirteenth century it wax largely
absarbed by the 5616 school and disuppeared as 2n
independent tradition.

Despire this early lack of acceprance for Zen, che
readition did in fact possess a Jong history in Japanese
Buddhism, as Yasai pointed our in his thesis Kbzen gokokurm
{Propagarion of Zen for the Protection of the Nation). Yésa
noted thar Zen mediwtion (known as zazen) had been
practiced by the eminenr Hossa-school monk Dosha
(629-700), who learned of Zen in China from the grear
Chinese Buddhist translacor Xuanzang (600°-664). Upon his
recurn to Japan, 130shd opened a2 Zen medication hall ar the
temple Gangdji and taught zazen,

Yosa: also pointed out that zazen was onc of the venrral
practices advocated by Saichd (766-822), transinieter of che
Tendai reachings from China to Japan and founder of the
Japanese Tendai school. Saich® espoused the practice of shishi
ganmutl, A system of four types of mediranion sec forth in the
vreatise Mohe zhiguan (Grear Concentration and Insight) by
Zhiyvi (538-597), the Chinese founder of the Tendai school.
Amang these four practices was jdza xanma [constant sitting
meditartion), which in contenr was nonc ocher than zazen, In
Jiza zanmai the pracririoner sat in the full-lorus position
facing « buddha imase for 2 period of nincry days,
maintxining a silent state of focused awarcness, II fatigue,
slecpiness, or sickness made it difficult to conrtinue, the
retrcatant was permitted to chant the Buddha’s name as a
form of support,

Yasat cthus claimed that in teaching zazen he was simply
trying 1o reintroduce rhis Jong-lost practice ro Japun. The
established tradivions, however, were interested not in wazen
but in the practice of esoteric ritmal and the nenbutsu
(mvocation of the Buddha Amida’s name). Their resistance
was increased by the fact chat the Song dyoasty Zen
promoted by Yosai ways different from ther of carlier reachers,
constituting an independent school thar differentiared iesell
from other Buddhiste schools chrough irs steess an meditarion
and enlightenment and its use of distinerive teaching devices
like koans.
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Official attitudes toward Zen srarted ro change with the
fifth shogunal regent, Hojo Tokiyori (1227-1263). Tokiyori
invired the Japanese masters Ben'en and Dégen to Kamakura,
appaiently in che hope that these eminent monks, recently
back from China, would agree to reach rraditional Chincse
Zen in the city's temples. This plan did nor marerialize,
however — both Dégen and Ben'en soon left the Bakufu
capital and returned to centrad Japan, Dogen to found Eiheiji
in Echizen (Fukwi prefecture) and Ben'en 1o establish
Tolukugi in Kyomo.

Tokiyori 11!11?:_1!‘&[!1]}’ soughi in Chinese Zen an
ideological basis for a new warrior culture, o counter whar he
saw as the decadence of Kyoto court society, 1 was a role for
which Zen was in many respects well suited. The Zen masters
had a vigor and force that commended them to the
IKamakura warriors, and the path chey raught stressed
discipline and screngeh of spiric. It was, morcover, a self-
reliant path, cencered on mediracion as 2 way of transcending
the limited ego and awakening 1o anes innermosr nature,
thereby fostering a spirit of equanimily even in the face of
death, The disect, practical teachings of Zen did not require
the doctrinal and ritual sophistication of the Tendai and
Shingon schools, nor did followers have to leave the warld {oc
the monastery — “everyday mind is the Way,” in the words
of the grear Chinese Zen master Mazy Daoyi (709-788),

Wirh Irs emphasis an discipline and sell-reliant efforr,
Zen was remperamentally suited to the action-oriented and
unsophisticated warriors, who on the bardeheld had to rely
upon their own skill and courage. The ultimate goal of Zen
is, 0l course, spisitual awakening and the attainment of
buddhahood, but the concentration and equanimiry fostered
by the practice were of grear pracrical use even 10
uncnlightened samurai.

Haseening rhe acgeptance of Zen was the arrival in
Kamakuta ol several eminent Chinese Zen masters, the masr
promiuent being Lanxi Daolong (J. Rankei Daryi;
1213-1278), Daolong’s rcasons for coming ro Japan are not
clear. As it is known thar no formal invication 1o him had
been issued, it is lileely that his decision 1o boatd a teading
vessel ar Ningbo in 1240 and sail for Japin was a personal
onc. With him on the ship was Cettd Chikyd, priest of the
Kyoto temple Seanyiji of the Risu (Vinaya) school, which
was closcly connecred with Zen. After helping Daolong male
his way fram the port of Hakata to the capival city of Kyoo,
Chikyé — aware pechaps of Daolong's desire to teach
unaduliernied Chinese Zen — recommended thac he teavel
on 10 Kamakura, Zen in Kyoto, though represented by the
monasteries Kenningi and Tafukuji, was foreed 1o coexise
with the dominant Tendat and Shingon tradicions, and chus
remained syncretized with esoteric Buddhism, Chikya
realized that Kamalkura offered Daolong a betrer chance of
establishing a purer form of Zen practice,

Daolong was warmiy received by Tokiyorl, The masrer
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first resided at the emples Julukaji and Jorakafi, opening at
the latter 2 Zen meditation hall soon hlled to overtlowing
with monks secking instrucrion. tokiyori and Daolong,
conceived a plan to establish a major monasrery ar which
Chinese Zen observances would be sericrdy followed. In 1253
this temple, named Kenchdji after the name of che era in
which it was tounded, began operation as the first Rinzai
monastery in Japan run along orue Chinese Zen lines.

Daolong’s Teachings

What cxactly was it thar Daolong broughr wich him from
China ro Japan? Ler us begin with an examination of the
organizatonal steuciure of Kenchoji, as revealed by the
architectural features depicted on a late Kamakurs-period
map of the temple complex (fg. 1},

On the map, the area cast of the road leading from the
sarmien gace to the butsuden (buddha hall) is occupied by the
kuin (kitchen}, and rhe area o the west by the 5add (monks’
reaining haldl), This arrangement EcFltCtE the monastery’s
fundamental division into dhai (cast assembly) and seibarn
{west assembly) sections.

Monks in the &han section held the admimistrative posts
known as the moke ohiji (six adminisirators), including gmsn
(head adminisustive monk, in charge of overall attairs, duties
shared wirh rhe similar posL Reansx; Jasu (Mrreasurer,” in
charge of the imonastery’s material supplies and financial
alfuirs); ing (“duty-monk,” in charge of overall supervision of
the assembly). fenze (“head cool:,” in charpe of che kirchen);
and shissui {“mainenance offteer,” 10 charge of the physical
upkeep and repair of 1he monastery),

Monks in the seifan sccion were more directly involved
in the meditation pracrice, and held poses known as the robu
chasine (six officers): shuse (“head monk.” in charge of
meditation in the meditation hall); shoki (“sceretary,” in
charge of handling the various writing tasks associated wirh
monastery correspondence and ritual); zose (“librarian,” in
charge of the rmonastery’s sutra collection), shika
(“guestmaster,” in charge of receiving visitors o the
smanastery)s chiyokic (“bach-monk,” in charge of the
monastery bath house); and chides (Msexion,” in charge of all
matters relating ro rhe upkeep und operation of the buddha
hall).

These divisions are further indicated on the Kenchaji
map by rhe presence of buildings marked, o rhe eayy,
ransirya {Ransu quareess), saseryd Ryakbuden (iitsu quarters
and guesthouse), and chdsuishe (kirchen); and, to the west,
“Daitetsuds” (the name of the sods complex), inarys (ind's
quartcrs), and zendiryd (head monk’s guarters). The faca that
the ind’s quarters, traditionally on the castern, administrative
side, are here located on the western side is a reflection of the
fact thar rhe w¢'s dutics were intimately relaced 1o the



agrivities of the monky” hall,

The various posts were seen not merely as administirative
necessities, bu as integral parts of the overall Zen training,
The job of cook is a representative example of a task
inseparable from rhe practice of Zen. The novelist Mizukami
Teutomu, commenting on Dégen’s wreatise Tenze kyihun
( fmstructions to the Cook), writes, “The most notable fearure of
this text 18 Ddgen’s emphasis on the fact thar cooking is not
mere kirchen work, but a task involving a level of
thoughtfulness and care thar rake it the noblest of human
occupations.”

Another indication of the conncction berwesn daily
activicies and the spiriiual goals of Zen is the fact thar the
codes governing monastic life are known as shings, meaning
"pure rules” thay aid the monks in their quest for
enlighrenment. The monastic codes are not the same as the
Buddhist vinaya, rthe rraditional disciplinary code thar
governs the behavior of Buddhist monks and nuns, An
interesting example of the divereence is provided by the Zen
menastic cmphasiy on manual labor. Whereas the vinaya
forbids gardeaing and other such work because of the
inevirable logs of life involved, the Zen monasrtic codes
actually mandare such lzbor, both as 4 means of providing for
the monastery’s needs and as a way of expressing the insighes
of meditation in the cveryday activitics of life, Such “working
mediration” is known in Zen as samu {work dury).

The strict, active style of Zen practice introduced o
Kenchéji by Daolong is refleceed in o short creadise of his, the
Hogo kisoku (Dharma Words and Regulations) (cat. no, 11), a
portion of which may be paraphrased as follows:

A horse thar runs only when shown the whip is not a
sood horse; 2 monk who practices only when
admonished is not a good monk. None who live in this
pute temple will suffer (rom hunger or cold, Reftect
earehully on this while you are here. 1fone behaves ina
way dismissive of this, the transgression is great indged.
An ancient said, "Though thoroughly versed in the
reachings, you cannot reafize hiberation. Noching
surpasses mastery of the Buddha Wy for benefiting all
sentient beings.” How does one mascer the Buddha
Way? All day vou drag around a corpse, taughing,
shauring, and gering angry. Asked “Who are you?”,
those who can answer are few. Annoyed by some finle
thing, you lose your temper and depart, And chis isn't
just one or tweo of you. The purpose of Zen training is to
resolve the Grear Martcer of life-and-derth. You must
never indulge your teclings and become neglecrlul, even
when resting after the bach.

The final line of this passage refers 10 the Zen monastic
customn of bathing an dares that cantain the numbers “4” and
"7 — thatis, the 4ih, 9th, 14ch, 197h, 24rh, and 29th of

cach month. On the 14th and 29¢h bathing alees place in the
marning, and the afrermoens are frec. Even then, Daolong
emphasizes, the monk must nor relax his attention ro the
reaining, Daolong continues:

Elders and head monks must arrend carefully to cheir
tr2ining, without regard to the opinions of others. You
wear robes and receive the donations of the faithful; if
nothing comes of this, when can you repay the debe?
From now on cven on bath days zazen must be pracriced
in the evening and carly morning; those who do not go
1o the meditation hall buc head for their quarters will be
punished by expulsion, Those washing their faces after
4:20 AM are subject 10 2 one- Ain oil fine. Warming,
oneself by the hearth fire is forbidden berween 6 and 10
PM, The hearth fire must be covered afrer 10:20 pm;
opening the fire after chis time is punishable by a two-
kin oil finc. Warming oneself by the fire between 2:20
aM and 3:40 am is punishable by 2 rwo-£in ol (ine.
Talking by the fire or in the 5345 is punishable by a one-
kin oil fine. Speaking while walking and necdlessly
raising the screens [t the rooms] are punishable by a
one-kin oil fine, These are several guidelines perraining
to behavior in the s6d5. Each monk should obey them
and not break the repulations.

The meaning of the “oil fine” referred to in this passage is
unclear. According 1o one explanation ir was a form of
punishment in which minor offenrders were required o sic
zazen for the lenpth of rime it took to burn che sripulated
amount of oil (one A7z is approximately 600 grams); another
cxplimatitm is thar the offenders were fined rhe amoum
nceded ro buy the oil, which was used in the vorary lamps
placed in front of the buddha images,

On ordinary days four sessions of zazen were held, ar 4
am, 10 ang, 4 rm, and 8 em. On bath days some rest was
scheduled, but Daolong did not permic this. One can only
speculate on the extent to which Daolong's strict and
uncompromising Chinesc style of Zen was followed by the
Japanese assembly, sccustomed as it was 10 a more relaxed
approach.

The Traditional View of Zen and the Arts

The Zen philosopher Hisamatsu Shin'ichi (1889-1980)
identificd scven basic features of Zen art: 1) fukinse
(asymmetry); 2) danso (simplicity); 3) kokd (austerity); 4)

Jinen (nataralness); 5) wigen (subtle profundity); 6) dorsugoki

(freedom from attachment); 7) sefjeckerd (Tranguilicy), As
examples of Zen influenced are possessing such
chaeacreristics, he cited dry-rock garden design, chanoyn (ten
ceramony), Noh drama, ink painring, calligraphy, and flower
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arrangement. There has been considerable criniqasm of
Hisamarsu's model, however, in the half cantury sinee e
propose it.

Hisamnatsus interpreration of parden design, for example,
has been sharply critiqued by the late novelist Tachihara
Masaaki. Regarding rhe famous rock garden at Rvdanj,
Hisamarsu writes, “Stoncs, in the final analysis, are
manifestations of emnptiness, of nochingness... in this garden
Zen is exceptionally well expressed.” Thohiharas viewpoint is
diamerrically opposed. Garden-making by Zen monks was a
form of amusement, he argues — most gardens were actually
taid our by sansui fawaramonoe, laborers from the lowest
seratuin of saciety, and it is nonsense (o claim chad their
creations were inspired by the spiric of Zen. How besr to
arrange the rocks in « garden is a problem of desipn, noc one
af spiritual understanding.

Hisamausu, a tea masrer himsell, unhesicatingly cices
chunoyu as the representatve form of Zen are. Tadeed, it way
together with Zen Buddhism rhae the cusrom of drinking
wiateha (powdered green wea) was imported from China, and
rea inasters from the ame of Sen no Rikyi (1522-1591) have
all pracriced Zen, 1{owever, wabicha — the simple stvle of
chanoyu gencrally associated with Zen v- was developed not
by Zen pricses but by laypersons like Rikyi. Indeed, even
Hisamatsu says that “Zen culrure” was « producr not of the
temples bur of secular society.

In Hisaraacsu’s view the chasbhisu (rooms for che cea
ceremony) are rnore cxpirgssive of the essence of Zen than
even Zen temple buildings, How “Zen.” thcugh, are the
chashitse really? At fiest glance they may appear o be the
ultimate expression of simpliciry, but they are in facr quire
carcfully constructed night down to their finest details, and
the materials used are mericulously selecred, Tea urtensils like
teabowls arc indevd plain in appearancs, but the very
appreciation of this rusricity caused an enormous increase in
the price of these objects. Thus, plain though they may
appear on the surface, they are acrually luxury items, The
acsthetics of tea were certainly influenced by Zen, but rhey do
not cqual Zen, The sume may be said of che Noh drama of
Zeami (1363 -1443).

With regand 1o graphie art, Plisamatsu cices che work of
Lasegawa Tahaku {1539-1610) as representacive of Zen sryle
painting. 1 lowever, Hasegawa, whose artistic techuique and
seasibility reached their highest expression in his famous
screen painting line Forest, was a fervent adherent of the
Nichiren school of Buddhism. Lis arustic philosophy was
clearly not an expression of Zen spirvitualicy.

Iven the much discussed relutionship between Zen and
ink painting (suibokuga) must be reexamined, It was
originally thoughr thae ink paiatings were entircly the work
of Zen monk painters (gasa), but recently che prevailing view
is that many were done by arnsts of radivional-seyle pemaro-o
paintings, who were requested by patrons to produce artwork
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similar w thar of Chincse patneers. One cannot, surely, fabel
as " Zen art” work by professional yammare-¢ artists imitating
Chinese modlels ar the behesr of clients infaruared with Song
dynascy paintings. Nevercheless, such works are identified as
such whenever an inscriprion by a Zen monk appears on
then.

Shigajika — hangiog scroll peintings inscribed wich
Chuncse-siyle poems (kanshi), often by Zen monks — were
popular in the Muromachi period (1392-1572). In this case
toa, one wonders how "Zen” che resuldng works truly were,
By the Muromachi period the Zen school had formed close
ties with the ruling classes, and had undergone a considerable
degree of secularization, Skill in pogtry was the sine qua non
of sacial success for contemporary Zen pricsts, fostering che
tisc of gozan bungaku, 2 lirerary tradition conrered around
aroup of Zen 1emples known as the Cozan (Five Mounrains),
The resule was what mighe be called the “salonization” of
Fen, Pricsts were increasingly members of the educated elite,
aud many of their acrivites should be regarded as hiterary
rather than religious in narure.

Similar issues anse wich the are of Sokeseki (lit. “ink,
traces;” calligraphy by Zen monks). “Hawdwriting reveals the
mar,” it 15 swid; in the case of Zen, bokuseki are usually
regarded us cxpressing a person's state of enlightenment, with
the acrugd brushwork being mare imporrant than the content
of what is writren. The calligraphy of Zen masters, however,
is hardly the uncutored] expression of Zen Mindd ehae it is
sometimes represented to be. The above menuoned Lanxi
Daolong and the influcntial Chinese master Wuzhun Shifan
(Bujun Shihan; 1177-1249), teacher of En Ben'en and
several Chinese pricsts later active in Japun, both swdied the
calligraphic style of the Southern Song calligraphy master
Zhang Jizhi (11861263}, while Daxiu Zhengnian {1Jaikyil
Shénen; 1215-1289), tounder of Jochiji in Kamakura, and
Yishan Yining (Issan lchines; 1247-1319), the third abbor of
Nanzenji in Kyoto, rook ay their model the lang dynasty
u:;l[ﬁgmphm* Yan Zhengqing (709-784}, Alchough their work
reveals the vitalicy, power, and seale of these masters, does it
really express their state of enlightenment? With regard 1o
this, Hisamatsu writes:

What makes a painting a Zen painting is not thac ir was
done by 4 Zen maonk; whar makes calligraphy Zen
calligraphy is not thar ic presents 2 Zen saying, Zen
painring and Zen calligraphy must express Zen
meaning.... Understanding Zen meaniog depends upon
the atsinment of Zen religious experience.

Llisamatsy, in ather words, is of the vpinion that the
understanding of ink painting and sekuseks calligraphy as
Zeun art is dependent upon the auainment of satori (referred
to vlsewhere by Hisam:uyu as “grasping Zen Mind").
Alchough one may justifiably claim thue “the spirit of



Zen” or “the state of enlighsenment” can only be understond
by those who have acrually experienced them, the applicadion
of such conceprs ro the artistic realm spreads a veil of
;nnfriguir}r over the :u‘i'u(‘[}' ﬂf Fen art. To he suire, the
fundamensal scandpoint of Zen is thar words are inadequare
to explain these concepts; the description of Zen as “a special
cradition outside the teachings, not dependent on words and
leteers™ is based on a realization of che imperfection of
language as a means of transmitring knowledge. Some things
simply cannor be expressed in words. Unforrunarely; this
standpoint gave rise ro rhe norton rhar inexpressibility irseff is
a manifestarion of the Zen spirn,

In this way, the distincrive fearures of Zen culiyre have
been defined through such arts as gaedening and ink
painting, when in et the relationship between Zen and
these arts 1s far from clear. Even the terminology used tends
to be ambiguous. The entire question of Zen culture needs ro
be reconsidered from a standpoint thar does nor assion undue
weight to ink painting and gardens and is free of the
influence of tea and Noh drama

Chinzd Paintings and Sculputures

Never seek buddha outside, Zen teaches —-- the buddha is
found within. Thus Zen does noc engage in the tvpe of
devorianal pracrices pecformed in Pure Land Buddhism,
whicl loaks ro the Buddha Amida for salvation, nor does it
adorn irs halls i an aeempt to symbolically recreate the Pure
Eand, Sull less does it acknowledge the accumuladon of meric
chrough the construction of temples or the carving of images.
Furthermare, Zen, tn its spare use of sculpture and ather
religious tnages, stands in seark contrast co the csoteric
Buddhist schools, which employ 2 wide variery of sacred
imagery for their claborare mandalas and ricuals,
Fundamentally speaking, then, the ideslogical foundations of
Zen are not conducive to the development of religious arr.
However, there is in Zen a rradirion of receiving, upon
complenon of ones formal training, the porrraic (chinzs) or
surplice (kesa) of one’s eacher as evidence of Dharma
transmssion (inka shimed). These often hecame cherished
temple possesstons, as did the poroaics and sculpiures of
cminent prieses who were associated with the temple and, in
many ¢ases, were buried on the temple grounds. From chis
there evolved the genre of Zen chinzi arc. ‘Temples also
possessed paintings of such fipurcs as Sakyamuni {the
historical Buddha), Bodhidharma (the sixth centary Indian
monk said ro have (ranymitted Zen to China), and the
various bodhisartvas and achats (enlightencd Buddhisr sages),
as well as collections of Hlower vasces, candlesrands, cengers,
incense containers, and other accotirerments necessary for the
performance of ceremonies. Impotrant temples sought the
highest quality in such objects, with the result thut Song

dvnasty remples were filled with artistic masterpieces made of
celadon, red lacquer, and bronze.

Recently an imeresting and innavative interpretation of
the thrnzi has heen proposed by Kano Hiroyuki, art hisrorian
ar the Kyoto Narional Muoseum, who writes as follows
regurding the chinzs of Shiho Myochd (1282-1338), beter
known as Daire Kokushi (National Teacher Daitd):

Having heard of the imposing persanaliry of Daird
Kolcushi, T wis o biy surprised 10 see that every
ehinzg of Daitd portrays him with knitted brows, in
an expression that appears almost anxious. What is
imposing about this? I cannot help thinking,
though, that in this irritated look of his — a look so
difterent from that of enlighrened repose - Daird
was arrempring o convey a message. In having
himsclf porrrayed in rhis way, mighr not 1aird have
been relling us 1o Eame that very sell which seeks
enlightenment but can never quite attuin ic? Thar,
perhaps, was Daitd’s instruction to us in the images
he lett behind.

Kano’s interpretation is a novel one, free of the usual
preconceprions rhar regard ehinzd only as expressions of the
lafry spirituality and stern Zen persona of their subjects. Let
us examing these portraies in a bir more derail,

The ideal in cfrinzd portraiturc is to represent nor just
the physical fearures of the subjecer, bur to caprure somerhing
ot his personality and spirir as well. "T'he painiter or sculptor iy,
of course, simply an artist and cannot be expected to possess
the same spivitual insights as 1 Zen master. Nevertheless,
ehinzg arcists with & sincere desiee to convey the inner
qualities of their subjects have often suceceded in producing
likenesses of striking insight and power. Needless to say, such
renditions were possible anly whean arcises could work directly
wirh rheir subjects; otherwise they had to rely on sketches,
which provided them with, at best, a sccondhand sense of rhe
mgasters spirituality,

Among the cxeant portraics of Lanxi Daolong, thar dated
Bun'ei 8 (1271) and inscribed by Daolong himself (¢a. no, 7)
represents onc of the finesr l::.*-:ampfe.: of the ehrmueg genre, Not
only is the physical resemblance superb, but the power it
radiares conveys i sense of the master’s true inner life. The
piece was presented by Daolong ro a cerrain Layman Ranen
(thoughr o be the regenr HbjG Tokimune; 1251-1284), and
thus appears not ro have been a certificare of Dharma
TRANSMTLISSION.

Daolong’s Portrait in Walking Meditation ( Kinkinzs)
(cat. no. 8) is another excellenr depicrion of the master,
possessing, a realism accenruared by the tautness of the
brushsrrokes. T'he piece is not quite the equal of the Bun'ei
porreair, however, in the sense of vitality it conveys.

The Daolong chinzs inscribed by the Chinese masrer
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Lingshi Ruzhi {dates unknows) (car. no. 92) appears to be a
larer work. The verse was obtuined i 1329, when laikyo
Geuju (dares unknown), 2 Japanese monk in the second
generation of Daolengs line, traveled to Yuan dynusty China
to seek acknowledgment of his eminent forebear. Lingshy was
a successor of Xutang Zhiyu (1185-1269), who was one of
the grearest Song dynasty masters and the teacher of the
imporrant Japancse master Nanpo jomin { jomyd;
1235-1309). T'he porerait contains a number ot Juter
additions, bur the face is clearly that of the man porirayed in
the two above-mentioned chinzgd, In comparison with the
Bun'ci picce the chin is slighdy too long wnd the bady a bi
toa tall, indicaring perhaps that the portrait was based on the
sketches made for Daolong's scarue.

The seated sculpuure of Daolong in the possession of the
Kenchoji subtemple Seirai’an (cat. no. 9) s neacly the equal
of the Bun'ci chinzo both in its depiction of Daoloog’s fucl
fcatures and in the impression of power it conveys, The
imagc posscsscs a strong scnsc of presence as well — the
master's emactated ribs stand out, and the numerous folds of
the robes arc clearly defined. Nevertheless, it lacks a certain
rue-ro-life qualiry possessed by che Bun'ei porrraic.

The seated soulpture of Wasue Zuyuan (J226-1286) in
the posscssion of Engakuiji {cat. no. 22}, the great Kamakura
monastery that he founded, is another cxceptionally forcctul
image. It appears almost alive, with its precisely scuipred
head, faithtully rendered wrinldes, dynamic forward-leaning,
posture, and piercing yer warmhearred gaze. In contrast,
Zuyuan’s selt-inscribed chinzd porerait is a poor likeness,
lacking life. The sculprure of che master 2t Unganji in “Tochigi
prefecture closely resembles that at Engakuji, though the
gentler expression bespeaks an older Zuyuan.,

Zuyuan's successor Kohé Kennichr (1241-1310) is most
powertully represented in the seared sculprure preserved ar
the Kenchoji subtemple Shaedin (cat. no. 32). In irs
rescmblance g0 the master, however, the Koho sculprure w
Unganji may be superior, possessing as it does the seose of
refinement one would expect of the muster (Koho was the
son of Emperor Gosags). The same digﬂiﬁtd MRPICSSion 1s
unparted by the chinze poruaits bearing the master’s
inscription, In all, owelve portraies of Kaha are known ro
exist, most of which were made ar the request of female
believers, and do nor appear to have been certificates of
Dharma rransmission.

Daolang’s Japanese successor Yukud Tokuken
(1244--1320) is poreayed in three ¢finzd paintings: owo very
similar poruraies at, respecrively, Eigenji in Shigx prefecture
(car. no. 35) and RyiihGin in Kamakura, and a quice
different representation, bearing the master’s inscription, ac
the Nanzenji subtemple Bokugo'an (fig, 2). The chinzs genre
has many such examples of ditferences in verisimilitude, most
very dillicult to account for.

The above-menuioned scared sculprures of Lanxi
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Daolong at Kenchdjs, Wuxue Zuyuan wt Engakuji, and Kaha
Kennichi ar Shacdia scem almost confrontational in the
power they project, as though they are challenping the viewer.
One does not feel this same sense of challenge from ather
notable images — for example, the seued sculpruves of
Shunjoba Chazen (1121--1200) at Todaiji and Mukan
Fumon (1212=1291) s che Tabukuji subremple Ryliginan ..
accurate though these may be in their representarion of rheir
subjects {even down o their physical hr'-u]‘u-_l*{e::tit'm.-:}. The
sculpiures of Chagen and Fumon may have been inended
primarily as hisiorieal records of che mascers” appearance,
while the seuted soulprures of Lanxi, Wuxue, and Kého may
have had the added purpose of inspiring the monks 1o
cmaulare their rowering predecessors.

The Characteristics of Kamakura Zen

As noted above, the character of Kamakara Zen was deeply
influcnced by Chinese Chan tradidions. One eBect was on
cusrams of pricscly succession. In Japanese Buddhism rhe
(raedition generally has been for the founder ol a temple w
name a successor from among his own disciples, thus starting
a lineage rhar subsequenrly remains in control. Chinese Zen,
however, did nor limit succession for important 1emples 1w a
single lineage, but instead searched far and wide for the most
quakified canchidaes. This was known as the juppd jign sei
(lieeally, “the lram-anywhere-priest-sysiem’ ). The Kimakura
Bakubu applied the jippd gz s o the entire three-tiered
systemn of officid Zen temples that 1t created: the Five
Mouncains {gozan), Ten Temples (jissatsu), and varigus major
manasteries (shovant). The only exceptions were Tohukuji, the
family temple of the powerful Fujiwara family, which inidally
limited succession to the line of Enni Ben'en; and Shakokuji,
which drew most of its early abbots from rthe line of founder
Musd Soscla (1275-1351).

Anorher way in which Chinese ideas appear o have
influenced Japanese Zen, w least iniually, concerned attitude
roward the fovoding prieses of temples., In Japancse Zen,
temple founders arc accorded much more venerarion than in
Chinese Chan, according ro rhe Japanese Zen historiun
Tamamura Takeji. This difference is reflected in burial
customs. In China, when founders died it was the gencral
custom (o inter their remains in a mortuary hall subscquently
used for their successors as well, although in the case of
particularly eminent abbots special graves - known as &tou
(}. tatehit) — were often buile on the t:mpi: gmum‘fs.

It is revealing, therefore, chat rhe remaing of Wixue
Zuyuan, founder of Engakusji, were first interred not there
but ar the neighboring winple Kenchaji, where he served as
the fifth abbor until the time of his death. Engaluji went
wichour a founders tazche untt]l Wuaxud's remains were
received from Kenchji by Muso Soscki, who from 1329



served briefly as Engakuji’s abbot. Apparently Chinese
arritudes toward remple founders remained in effeer at the
time of Wuxue, Musé'’s relocation of Wuxuc’s tate/ai ro
Ergzakuji is thus symbelic of an important development in
che Japanization of Zen, Subsequent to this ume rthe mroki of
a founder or yminent monk — usually a sub-temple in icself
— was cared for by a member of his lineage, and often served
as the lineage center. The Kamakura Bakufu did whar ic
could to halt rhis practice, but by rhe fime of the Ashikaga
shagunate (1336—1573) it was an accepeed custom,

Onc of the main reasons for the scrong Chinese
inAuence on Kamalaura Zen was, of course, the existence of
signiticant numbers of Chinese monks in the city’s temples.
The Chinese presence at monasteries like Kenchoji and
Engakuji was far greater than at any of the Kyoro Five
Mounrains, and mos: likely included not only abbors and
ather high-ranking priests bur ordinary monks as well. Tt is
only natural that dus sitnaton would find expression in the
culure of Kamakura Zen.

The Zen Culture of Kamakura

Generally spesking, the Buddhist art of the Zen rradition has
attracted livtle attention, with the exception of the chings
portraiture discussed above. One reason for this neglect, as
poinred ouc by historian Miyama Susumu, a pioncer in the
study of Zen art, has been the tendencey ro characterize Zen as
a tradicion thar is dismissive of the need for devotional
imagery. Thus exhibitions of Zen artwork have rended to
exclude radicional Buddhist are {except for works by the
master painter {esf) Minchd (1352-1431), 2 monk of
Totukuji. Buddhist sculpture in partionlar has been virrually
ignored.

Turning to rhe acrual situation in Kamakuras Zen
temples, however, one finds an abundance of sculpture dating
back co the Kamakura and Nanbokiché periods (13th-14ch
ceneurics). Among the temples’ main images of worship
(honzon) are sculptures of Kannon (Avalokitesvaea), Jizd
(Ksirigarhha), and the Transcendent (lit, Jewel Crown)
Sakyamuai. Other images vepresent rakan (arhats), Zen
patriar;‘.hsj .',|,nt,‘| such Baddhise mtclar}r deicics as Idaten
{Skanda) and various temple guardian deities (grrmnjin).

‘This wealch of sculprure is the defining characteristic of
Kamakura Zen culture - thirteenth and fourteenth century
sculprore may be found in Kyoto at Tofukuji, but otherwise
is exeremely rare in the ancieor capitals Zen remples. Ler us
rake a closer look at a number of representacive Kamalkura
works,

Kenchaji’s five tutelary garanjin deities (car. no. [23) are
identified in the Zenrin shoki sen (Register of Zen fmages and
(bjects) as Chd Taiwei (Zhang Dadi), Daigen Shun Bosatsu
{DDaquan Xiuli Pusz), Shaho Shichird (Qiacbao Qilang), Jobo

Hagan {Zhangbu Pansuan), and Kannd Shisha (Ganying
Shizhe). It is not clear, however, which of chese names
corresponds ro which of the images. The same document
idenrifics Cho Tairsi as the zachishin (cutelary deity) of che
emple Guizongsi, Daikenshuri Bosarsu as chae of Mount
Ayuwang, and Shéhé Shichira as that of Mount Zhaobao, all
in Chiny, 1Me Daoist rsuchishin differ From the Japanese
rurelary deities known as jishushin in that they are nor bound
to a parricular geographical location, bur, like government
officials, are able o mave from place to place and can
advance in rank. The Ranker (Osha Gyaid (Biography of Lanxi
Daelong) records thar Lanxt had a special conneerion wich
Cho Taitei, and rhat ir wags at Cha'’s urging that he embarled
for Japan. Lanxi vawed chat if he ever established a remple in
Japan he would install ‘Taitei as the suebishin.

Daigen Shuri Bosatsu, a ganajin at Jubhukuji (cac. no. 124),
shades his eyes wich his right hand as he looks out toward the
distance; be is, it is said, gazing cast rom Mount Ayuwang
(locaced near the Chinese port of Ningho) to extend his
protection to ships ar sea. Also serving as guardian deiries at
Jutukuji, according 10 the recorded sayings of Daxiu
Zhengnian, were the ssuchishin Haleusan, Shizan, and Shuri;
the present images may be reconstructions of the ones thar
Daxiu refers (0.

This raises an interssting question. At Tofukuji in Kyom
images of Bonren (Brahma) (be, 3) and 'Taishaluten (Indea)
(fig, 4) are known to have been enshrined in the rsuchids
(guardian deiy hall). At presenc thers are in the busuden
(buddha hall) images of these two deities from the lae
Nanbokuchd pertad (1336--92) char are represented in the
seated posture, in the manner of garanjin. Moreover, Sennyiiji
possesses three similar images depicring Bonten, Taishakuten,
and a bearded Daoist deity, Could ic have been thar the
daoist ssuchishin accepred for whae they were in Kamakura,
were in Kyoto rransfarmed ineo the more traditional Tndian
Buddhist tutelary deities Bonren and Taishakuren? One
imagines, too, that images similar ro thosc at Kenchaji were
insralled ar Kenninji when Lanxi Daolong scrved as abbor
chere (1259..1261), burt chat their strang Chinese characrer
might nor have won acceprance in the capital,

Ink paintings (seibobuga) of various manifestations of
Kannon (Avalokitssvara) — inclding Warer-Moon Kannon,
Kannon [olding a Willow Branch, and Kannon Viewing 2
Waterfail — are nor uncommeon in Kyoto, but sculptural
representations of rhese forms of the bodhisarrva are limited
to gastern Japan. The cemple Sciunji in Yokosuka, south of
Kamakura, possesses a sculpture of Kannon Viewing a
Waterfall (cat. no. 131), seated in a posture of royal ease and
leaning sliphtly on the [eft hand, with the right knee raised
and lefr leg lawered -+ 2 posture typicad of Kannon images
produced in grear quanriry in Song dynasty China for
cnshrinement in stone grotroes and Zen temples, A variation
shows the bodhisarrva resting the right elbow on the rock and
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extending the leh leg, bue the oversil posture of t'c:-}fiLl CAsC 1§
the same.

The origin of this casual style of representation appears
o be in Davism. The Kannon depiceed in Kenchaji's White-
Robed Kannon painting (cat. no. 148}, for cxample, is the
Kaunon appearing in the Kegon fyo {Avatamsaka sutra;
Flower Qrmament Swira), as indicated by the presence in the
pieture of the boy Zenzal Daji (Sudhana), who in the Kegon
xye wvisits Kannon and fifty-two other mentors in his epic
scarch for enlightenment. 'The sucra deseribes Kinnon as
dwelling deep in the mounvsing in China, [aoist sages oo
dwell deep in che mountaing. Hence in Zen — a blend of
Buddhist and Daoist thought — there ocgurred a certain
identificanon of Kannor with Daoist sages, just 2s in Japan
there occurred a fusion of buddhas and bodhisativas wich
Shinte gods, One result wus that from the lute Tang dynasty
the bodhisaceva, although described in the Kegon kyi ay
sitting 1n the full-lows position, came to be depicred in the
same royal-case posture as thar used in China to pottray
Daoist sages.

Other examples of the same relaxed Ly pe of Kannon
sculptuge are found only at temples in rhe Kwmakura area,
such as the Warer-Moon Kannon (cat. no. 133) and Sha
Kannon (Arya Avalokitesvara) at Toketji in Kira-Kirakura,
and the images at Haj5ji (cat. no. 132) and J6kaji in
Shizuoka, In Kyoro the Kevon Kaie Zenchishiki Mandarazi at
T'adaiji (b, 5), which depicts Zenzal Daji's mestings with
the {iliy-three teachers, portrays Kannon in a manner
r::e;.-::.mbling the Six-Arm N yoirin Kannon (Cintamani
Avalokitesvara) ar Daijuji in Aichi prefeciure (cat. no. 90),
but with only the “vontempladion wom” and “ground-
rouching arm” remaining. No other examples of this evpe of
Kannon are found in the capital arca. In chis case too, 25 with
the above-mentioned garangin, 2 Daoist-influenced subject
(Kannon i a pose of royal case) appeacs to have been
represented in Kyoto in a more rradivionally Buddhist form
(the Six-Arm Nyoirin Kannon). The difference berween the
respecrive: Zen cultures of Kamakura and Kyoro iy evident,
with rthe [ocmer showing a more straightforward acceptance
of Chinese Zen cradicions,

Conclusion

The general image of Zen culture is one of elegant simpliciry.
This image, however, is bused principally on such traditions
as chanoyu, Noh, flower urrangement, and bushido (the way
of the wareior) — rlitions thar were sirongly influenced by
Zin, to be sure, but Zen as interpreted und adapred by
laypeople like Sen no Rikyd and Zeami. It is in che Zen
temples themseives that the rrue arr of Zen Buddhism is o be
found. And even there, itis not in gardens and ink paintings
— of which thete are few examples predading the fourreenth
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century — that true Zen culture lics. Where, then, ro seck it?
The present exhibirion is an atcempr 1o wnswer thar question.

Section 1 of rhe exhibition prasents the chingg portraics
and sculprures of Zen masters, togecher with examples of
their calligraphy. We ask the visitor to contemplate chem
quictly and see just how deep an impression they can Jeave.
This catalogue, too, attemprs ro present the main works in a
way thar allows their inner power to reveal ieself, Whar is the
source of this indescribable sense of steength? Much has been
said aboun “the spivic of Zeo™ and “the realm of sacori,” bui in
the end all words fail, and intuition is the sole approach ro
underscanding,

Section 2 displays various articles that found their way to
Kamakura as a result of the lively exchange berween thar ciry
and China. Although the present whereabouus of the articles
listed iu the Buwsunichian Catalogue of iwple Property
(Butsumichian kimotsie mekureb) (cnr. no, 62) are unknown,
articles similar to the ones mentioned have been placed on
display. The display “Objects from the Founder’s Chest of
Engakuji” presents possessions of Wuxue Zuyuan — most of
them from China — that have been treasured and
safcguarded through the centuries at Engaleuji.

Section 3 introduces a number of ink paintings
representative of the eastern Japanese siyle. Among che works
displayed are early ink paintings with inscriptions by Wuxue
Zuyuan, Yishan Yining, and Xijian Zigan (1249-.1306)
dating from the tirme these masters lived in Kamaloura. Also
wn view are works by Muromachi period Zen monk painiers
like Kenehaji's Chuan Shinkd (dies unknown) and Kenko
Shékei (dates unknown), and Eagakuii’s Josui Saen (daces
untknown},

Scetion 4 displays a collection of Chinese-sryle
sculptures and paintings of buddhas, bodhisattvas, and sages.
All are quite exotic by ordinary Japancsc standards, and
undoubtedly impressed upon the Kamakury warriors the
stroty Chinese characrer of Kenchéji and Engalwjt. It is one
hope that museum guests may be able 0 some degree to
share the impressions of the samuai of old,

The Zen of Kamakura, birthplace of Jupanese Zen, was
marked by the color and variery of its Chincse anrecedent.
From this the Japanesc selected and refined those aspects thar
later came to characeerize the elegant simplicity of Kyot Zen
culture. If the present exhibicion has helped clarify this
process, then it may be judaed a success,

Asanl Ryusuzke
Curator, Fokye Naional Musoum
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