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_ ABSTRACT

Pure Land, referring to the belief in the Western Paradise of
Buddha  Amitdbha, was a form of Mah3ayana  Buddhism  that
emphasized faith as an easy route to salvation. It had begun in
North-west India by A.D. 100, then spread north-east to China and Japan,
rising in popularity in the latter country between the late tenth and
twelfth centuries. During this initial period of popularization in
Japan, a new genre of Buddhist scroll paintinag called raig0o-zu arose
from the Pure Land tradition. Raigd-zu depicts the vision seen by a
person at the point of death. The vision is of Amitabha and his
hosts descending to welcome the soul to the Pure Land; it is the sign of
salvation. The subject of the vision of Amitabha's descent is taken

from the Three Pure Land Sutras, which promise salvation to all who

have faith in and reflect upon Amitabha.

The raigd theme can be seen in the wall murals of Tun-huang
in China, but continental examples of raigd paintings in scroll form
are rare. In Japan, however, such paintings are numerous. This thesis
examines the religious and social conditions in Japan that contributed
to the popularization of independent raigd images on silk scrolls.

The artifact under investigation is The Descent of Amitabha

and His Holy Multitude, a paintina kept at the Treasure House of Mount

Kova. This work is the earliest extant example of a fully developed

raigd painting.



iii
According to popular tradition, the Tendai monk Genshin
(942-1017) is credited with creating many raigd works, including the
above image. In order to investigate the origins of the %ntroduction of
the raigd theme to Japanese Buddhist art, Genshin's philosophy,
life, and artistic reputation must be explored. His teachings and
practices, as-  stated in his treatise, the ﬁjﬁzﬁshﬁ,
are a synthesis of Tendai and Pure Land doctrines. Genshin is part of
the Pure Land historical continuum in which the mental condition of
faith aradually eclipses meditative practices as the most important
prerequisite for salvation; he represents an intermediate stage in the
continuum.
Raigo painting is a manifestation of the doctrines of
Genshin and the degree of faith of his patrons, the aristocrats of the
Fujiwara period (896-1184). Without a wealthy class of seéufar-patrons,
raigo painting could not have become an accepted genre of Buddhist
art. Such paintings were necessary because the religious capacity of
. these aristocrats was weak; they required images to inspire their faith

and direct their worship. A raigc image, such as The Descent of

Amitibha and His Holy Multitude, is a product of a materialistic

society in search of sa]vatjon and a religion in pursuit of an all
powerful faith, It is an artifact of the process of change within

religious beliefs and practices.
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Technical No}e

Japanese words have.”been transliterated - according to the
Hepburn system, except words Having a commonIy-acceptéﬁ Enalish
spelling, such as Tokyo or Kyoto. The characters used are
Toyo-kanji. |

Chinese words have been transliterated according to the

Wade-Giles system.

Standard Sanskrit transliteration is used for Indian Buddhist
terms,

Where existing translations have been adopted, the author of
this thesis has fried to use the same Chinese or Japanese text, bhut
there are small differences between the texts used by other translators
and the ones presented'in this thesis. All unatpributéq transTatibns in

—

this thesis are by the autﬁora
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INTRODUCTION

According to the vow of Amitabha Tath3gatha, he will
come with many Bodhisattvas and ten thousand monks, brilliant
rays of light will shoot forth, and he will stand distinctly
before your eyes. At that time the merciful Kannon, with hands
of happiness and good fortune, will offer a jewelled lotus dais;
then he will appear in front of the believer, The great Seishi
and infinite hosts will say blessings together and joining
hands, they will lead the believer.

These are the words of the Japanese Tendai monk Eshin %Lnk:,

p X s .
better known as Genshiniﬂé{a (942-1017). They describe the sign of
salvation, a vision commonly referred to in Japarnese as raigo %E
i£ﬁ4 which means "coming to welcome." The Buddha of the vision, who
vowed to come and welcome the Buddhist 5e1iever, is Amitabha
(J. Amida [ BRFE), the Buddha reigning over the Pure Land in the
western direction. According to certain sutras, everyone who has
faith in him will experience the kind of vision described above at the
point of death.

The raigd vision portends imminent death, the end of the
physical body. However, it is not a frightening or sad vision; on the
contrary, it equally portends imminent salvation and joy. In the
vision, Amitdbha and his hosts appear as saviours and guides to the
Pure Land. Taken upon the lotus dais carried by the Bodhisattva Kannon
%E%;%f (S. AvaTotheévara), the soul of the dead person will be reborn.

for the last time in the Pure Land. The continuous cycle of rebirth

(S. samsara) is finally broken. Once in the 1land of Amitabha,



the being will not experience desire, pain or suffering; it is a land
without impurities or bad things. Here one is able to see Amitdbha
Buddha and hear him preach; and thus salvation will be achieved. The
raigh vision is a sign of becoming, reaching ane's full potential as
a human being, to become en]ighténed, as the Buddha §5kyamuni was

enlightened under the bodhi tree.

Amitabha and His Pure Land

The belief in the descent of Amitdbha to lead the dead to
paradise is part of a tradition of Buddhism generally called Pure Land
(C. Ching-t'u, J. Jado/f X-). Amitibha is worshipped by all
streams of Mahayana Buddhism, but, withinl the Pure Land schools
in China and Japan, he is worshipped exclusively. Pure Land appeared in
north-west India as part of Mahdayana Buddhism in the first

century A.D.2 The main text of Pure Land Buddhism--the Larger

Sukhavati-vyuha Sttra (J. Murydju-kyd e %’_;ﬁ'
,&f:)-—was translated into Chinese in the fifth century, although other

texts concerning the belief in Amitabha were translated earlier.3

Pure Land Buddhism gained popular support amongst the common people in
China under the leadership of 'Pan—]uané%%§§ (476-542), Tao-ch'ojg,jj?
(562-645), and Shan-taoi%-égf(613-68l). Pure Land Buddhism was known in
Japan as early as the seventh century. In A.D. 640, the Monk
Eoniifﬁéﬁ(n.d.), after a trip to China and Korea, lectured on the Larger

Sukhavati-vyiha Sttra at the jmperial palace at the

request of Emperor K6toku2é?§é(r. 645-654).4 However, a strong



interest in Amitdbha and his Pure Land did not develop until the
tenth and eleventh centuries. It emerged on Mount Hiei as part of the
Tendai (C. T'ien-t'ai)X & sect, but Pure Land Buddhism did not become
a separate sect of Buddhism until the appearance of Honen (% 2%
(1133-1212) and his followers.,

Pure Land Ruddhism attracted adherents because it was
approachable by the Tlaity. Original Buddhism, as taught by
Sakyamuni, was extremely difficult, calling for intense moral and
phvsical discipline and requiring the serious follower to join the
monkhood. Pure Land was chiefly concerned with practices that could be
accomplished even by the householder and, for this reason, it was
referred to as the Easy Path. Faith, primary to the worship of
Amitabha, was the mental condition essential for the practice of
visual contemplation (C. nien-fo, J. nembutsu'ﬁ;'ﬂ&) and the related

5 From the

practice of oral recitation of the name of Amitabha.
tenth to the thirteenth century in Japan, the interpretations of
Amit3dbha worship and practice changed, and faith and oral recitation
became increasinaly important, overriding the difficult practice of
contemplation. Changes in the Pure Land tradition were reflected in its
artistic productions. Paintinas of the raigd vision in Japan

reflected the change from esoteric Tendai and contemplative Pure Land

Buddhist traditions to a more spiritual, simpler religion.

Contemplation and Raigd Visions

The concept of the raiaqd vision is based on the Three Pure



Land Stitras--the Larger Sukhavati-vyiha-sitra, the
Smaller SukhavatT-vyliha-sitra (J. Amida-kyd P9 4% F¢3

a
ﬁf: ), and the Kanmurydoju-kyo ‘E%f‘*:{%ﬁtjéﬁ The last

sitra, the Kanmurydju-kyd, Tists nine types of visions to be

encountered by the dying person. The nine types of visions correspond
to nine levels of moral and spiritual development and consequently to
nine modes of rebirth in Amitdbha's Pure Land. This sdtra is a
text for visual contemplation; using real objects or works of art as
foci of attention, the practitioner enters the state of intense

concentration called samadhi (J. sammai fLﬂﬁiJ, in which the mind

becomes purified. A1l of the objects of concentration are depicted in
painted  charts (Kanmurydju-kyd  Mandala or  Jodo  Mandala),

which are used as aids for v1'sua11'zat1'0n.7

The nine types of
raigo visions are equally divided into three  topics of
contemplation, depicted along the lower edge of the diagram.

' The most crucial form of visualization was rinji-nembutsu E&.

HC k. A, which means "contemplation on Buddha at the point of death."

Rinju-nembutsu is less a mental discipline than a rite providing an

environment suitable to inducing the dying person to experience the
vision of Amitabha coming to greet him. The vision is evidence of
the person's salvation. Art objects were used as points of focus and to

mimic the vision.

Raigd Paintings

Individual diagramé of the raigd vision, depicting one of



nine levels, are called raigﬁ-zujﬁiﬁﬂ.ﬁa , which means a "diagram of
[Amitdbha's] coming and welcome.” These raigd-zu or raigd
paintings ‘were popularized in the Tate tenth to twelfth centuries in
Japan and became a separate genre of painting. The Monk Genshin
amplified the raigd theme amongst his followers through his
treatise, the 035ydshi be2 %; ,8 and he is
credited with creating the first paintings in Japan of Amitdbha's
descent,

The raigd theme was known and depicted on the Asian
continent. It can be found as part of the paintings of Amitabha's
Western Paradise on the walls of Tun-huang in China. Independent
raigo paintings also existéd on the continent, but none of those
presently extant are dated earlier than the eleventh to thirteenth
centuries.9 Continental examples of raigd paiﬁting are rare, but
in Japan such paintings are numerous,. .Egigg_ painting is considered
a Japanese phenomenon, a sigﬁ of the indigenization of Buddhism on
Japanese soil after five centuries of presence. Modern Japanese
scholars have not yet come to terms with the reasons why it became so
‘popular in Japan. Yamamoto K3ji, in one of the most important
catalogues of Pure Land painting, offers this explanation:

. . . although the concept of Amitdbha's descent was an

important element in Pure Land philosophy, the Chinese rarely

painted Amitadbha's descent as an independent subject, while
the majority of Japanese Pure Land paintings centered around
this theme. Such differences 1in preference may ultimately
relate to the difference between a continental and island

people. The Chinese, closer to the birthplace of the belief in
the Pure Land, concentrated on a faithful visualization of the



Pure Land sutras. The Japanese, further from the place of
origin of the belief in the Pure Land, selected only the .ideal
of Amitabha's Welcoming Descent from the same sutras.l0
His explanation fails to grasp the problem, and he has misinterpreted
the development of Pure Land Buddhism in Japan. Nakamura Koji, in
a five part series of articles, has provided a very good background on
the doctrine of raigd and its pictorial evolution, yet he avoids
making direct statements as to why raigd paintings became prevalent

in Japan.11

Raigd as a separate genre of painting evolved
because certain conditions of faith and practice were present in Japan.
These conditions also existed to a certain degree in China, but they
required the catalyst of the specific personality of a man such as

Genshin, whose teachings were practised by an influential class of

patrons,

Faith, Practice and Raigd Painting

Faith in Buddhism has not been the subject of much analysis, as
it has been in the Christian tradition. With the exception of the work
of Japanese scholars on the faith of Shinran‘s.%§{>%§§ (1173-1262)
Jﬁdo-Shinshﬁ%,’[_i‘fi form of Pure Land Buddhism, the concept
of faith has been almost totally dignored, although it is a very
important and integral component of Buddhism.

Faith is a condition of the mind; it is trust and reliance in
another being, who, 1in this' case, is Amitabha. The Pure Land
teachers interpretated faith as a sincere mind and profound confidence

in Amitabha, as well as an intense desire to reach the Pure Land to



become enlightened. The féith of Shinran, as total reliance upon the
divine grace and love of Amitdbha, is used as a barometer to measure
the faith of Genshin and his aristocratic followers. D. T. Suzuki
describes Shinran's faith as spiritual (&isiﬁ_’)}i), a condition qf

12 Suzuki believes

non-duality, unity with Buddha and all things.
that spirituality in Buddhism did not arise in Japan until the Kamakura
period (1185-1333) with the advent of Shinran. Extant raigd
paintings of the late Heian period (Fujiwara 896-1184) are evidence of
the movement towards the spirituality described by Suzuki.

Religious practice is the manifestion of faith; it is exercising
the philosophy, customs, and rituals set forth by religious leaders and
texts in the belief that there will be a beneficial effect. Practice
involves the people, who may not understand the full meaning of their
practices, but who, out of faith, persevere all the same.

This thesis will examine the increasing simplification of the
Buddhist practice of meditation, which becomes object contemplation in
the early and intermediate stages of Pure Land development and then,
under Honen and Shinran, is replaced by vocal recitation of

Amitabha's name.13

Raigd paintings are part of the
accoutrements of the simplified intermediate stage of Genshin's Pure
Land practices. Moreover, the religious attitude of the Heian

aristocrats who patronized Genshin was such that images were required to

. substantiate their faith. The making of images was one of their most

favoured practices.



The Descent of Amit3bha and His Holy Multitude

This thesis takes one raigd image and its inscription as an
example of the relationship between religion and art. The image is The
Descent of Amitibha and His Holy Multitude [(J. Amida Shdju
Raigd-zu [ 47 $¢ %ﬁ-%{fﬂ@) hereafter called The Descent of

Amitabha], a twelfth-century work now kept at the Treasure House of

Mount Kdya, Wakayama Prefecture, Japan (Fig. 1). It is designated
a National Treasure (J. M@"ﬁ) of Japan, and is one of Asia's
finest paintings. The 1image s made of colours on three silk
scro115.14 The central panel 1is the largest, measuring 210
centimeters by 210 cenfimeters, while each of the flanking scrolls is
105 centimeters by 210 centimeters.

On the back of the painting there are three inscriptions; the
longest is dated the fifteenth day of the fifth Tunar honth, fifteenth
year of Tensho (June 21, 1587), and the two shorter ones are
respectively dated the same as the first and the fifteenth day of the
sixth Tlunar month, seventh year of An'ei (July 10, 1778).15 The
longer June 21, 1587 inscription provides a brief. history of the
painting. [t was originally from a temple in Anraku Vaﬂey,}‘(’;,% s~ 4
place on the outskirts of the Tendai monastery of Mount Hiei. The
artist is claimed to have been Genshin, who painted this work at the age
of twenty-four., The painting had an 1mperia} seal on it, and every year
on the fifteenth day of the seventh lumar month the work was dispiayed
by imperial command., In the sixteenth century the Tendaj sect offended

the warlord Oda Nobunagaiﬁw ﬁ’,-g' (1534-1582)}, who ravaged and



burned Mount Hiei. The painting was saved and eventually came into the
possession of Shingon monks on Mount Kdya, where it remains.

The painting depicts Amitdbha seated on a Tlotus dais,
flanked by Kannon and Seishii%L 3. (s. Mahasthamaprapta).
Behind them are three figures in the gquise of monks. Bodhisattvas,
dressed as Indian princes, play instruments, sway, and move across the
three scrolls. At the rear of the cloud vehicle are the three figures
of Amitabha, Kannon, and Seishi again. The scene of the descent is
placed against a backdrop of a vast body of water edged by landscape
elements. |

The depictioq of the raigd theme in this painting is no
longer a diagram for an exercise in visualization, as it was used in the

Kanmurydju-kyo  Mandala. The Descent of Amitdbha is a

devotional object of worship. Once more, the very beauty of the
painting is intended to inspire loving devotion. The depiction 6f the
most crucial vision and moment of life widens the field of vision of the
Pure Land follower. With this painting, without the difficult
discipline of contemplation or waiting until the point of death, the
believer can perceive salvation., The vision depicted is immediate,
direct, and vivid. The painting makes-the vision accessible to all who
have eyes. Raigd painting is a manifestation of the move towards an
easy path of devotion.

Intricately connected to this idea of seeing salvation is the
mudrd, the hand sign, of Amitabha, not only in this painting but

all raigd depictions, Amitdbha in this particular work forms
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the mudrd of upper class-lower rebirth; the right hand s raised
with the first finger and thumb fOrming a circle, while the left hand is
lowered with the first finger and thumb .forming a circle. This
mudrd is part. of é series of related mudrds peculiar to
Amitabha, popularly kﬁown as raigd mudr3s. Raigd
mudrds  are  variations of  the  seppd-in %¥:k f{' mudrd,  the

sign of the Buddha preaching the Dharma, Early Buddhist texts, such as

the Sanyutta-Nik3ya, teach that those who see the Buddha will see

16

the Dharma. Implicit in this teaching -is the. idea that by Tlooking

. . } .

upon the form of the Buddha, one will come to know the Dharma, and
achieve enlightenment. Raiq6  paintings depicting  Amitabha
forming the preaching of the' Dharma mudrd are visual statements of

the type pronounced in the Sanyutta- N1kaya.

This study of the relationship of raigd painting, faith and
. practice in Japan consists of five aspects, thus five chapters.

Chapter One p}ovides a definition of faith and explains how to
achieve the raigd vision, according to the siitras. The rest of
the cﬁapter is a comparison of the faiths of Genshin, Honen and
‘Shinran,

CHapter.Two is concefned with the historical development of Pure
_ Land phi]osophy'and practice and other Buddhist traditions on the Asian
continent that 1nf1uenced Genshin,

The deve]opment of Pure Land in the Tendai monastery of Mount
Hiei and Genshin, the man, his philosophy, and practice are the topics

of Chapter Three.
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Chapter Four discusses the Pure Land practices of the Heian
aristocrats and the art that resulted from them,
The last chapter, Chapter Five, concerns the pictorial evolution

of The Descent of Amitabha.
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CHAPTER I
FAITH AND RAIGD VISIONS

The Raigo Vision

Raigd paintings are based wupon the Three Pure Land

Stitras, which promise all believers a vision of the coming of
Amitabha at the point of death, provided certain conditions are met.
The type of vision seen is described vividly in the

KanmurySju-kyd  (hereafter called Kan-gyd). 1 According to

this sitra, there are nine categories of visions corresponding to
the nine grades of rebirth (J. Egﬂgg_ﬂs;; ). These nine Tlevels are
classified according to three categories of spiritual and moral
attainment (J. sanpai % f. )--superior (J. jobon x-2a ), average
(Lﬁbog_q?ge ), and inferior {gebon ¥ 3= ). In the upper category
(jgggg) are those persons who have departed from ordinary life to
become monks and nuns and have aroused the bodhi mind.® Householders
form the middle class; they possess the bodhi nature and practise
Buddhist precepts as far as they are able to within ordinary life. In
the Towest class are householders and other people who possess the bodhi
nature but do not abide by Buddhist virtues. These three levels of

spiritual and moral attainment were used as subjects for contemplation,

In the 0joydshdi, contemplation of the three grades and
nine levels of rebirth was considered a primary prerequisite for rebirth

in the Pure Land.3
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In .the description of * the kuhon contemplations of - the
Kan-qza; the type of person belonging to each category is described,
“ along with the accumulated merits or demerits that will cause him to |
experience a certain type of passage into the Pure Land. These
descriptions generally consist of telling how a person will be greeted
by the heéven]y hosts, the form and length of rebirfh, and the scene to
‘be encountered when awakening into the Western Paradise. Readers of
‘this sutra are given a concise and clear image of the nine levels of.
human spiritua] development, and of_the form of passage from one world
to another. | _ .
Iﬁ the Kan-gyo,” the iconography of.' the descent of
Amitabha varies according to each level. In the upper rebirth of
the super%or grade, the candidate for rebirth sees Amitdbha with his

4

qgreat host of Bodhisattvas and devas. He is offered a diamond seat

5 The raigd painting at Mount

to transport him to paradiséL
Koya depicts the vision of a person of Tower rebirth of the superior
grade.  According to the Kan-qys, the dying person will receive a
visioh of AmitébhaA with many Bodh{sattvas; who offer him a golden,
lotus dais.6 The painting pursues the following iconography, as given
in the siitra: Amitabha, in the centre of the painting, forms the
mudrd of the Tower rebirth of the superior grade,  while Kannon
offers fhe lotus dais, and Seishi welcomes withlpraying hands (figs. 1,
2). Iﬁ contrast, sentient'beinqs of the least spirituvally advanced
1éve1s, ﬁgggﬂ, afe greeted on1y'by an appsritional body of the Buddha

(J. kebutsu & 4x ) or by no hosts at all ‘but only a Totus dais.’

-
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Bgigg‘ painting is clearly based upon the iconography of fhe
Kan-gy®d.

Independent raigd paintings are derived from the lower
section of the Kanmuryoju-kyo Mandala. The mandala s an
illustration of the Kan-qyo and is used as an aid to contemplation.
The most famous version of the mandala is the Taima Mandala 4 ﬂg’,*ﬁ:
ﬁﬂi, a ninth century Chinese tapestry, now enshrined at Taima Temple in
Nara. Genshin may have been influenced by the Taima Mandala, as he grew
up in the area of Taima Temple.

The central area of this woven diagram depicts the glories of
Amitabha's Western Paradise as the central focus. The paradise
scene is flanked on the Teft by a narrative depiction of the sorrows of
Queen Vaidehi® and on the right by the thirteen purifying

contemp]ation‘s,9

while each of the nine levels of rebirth is
illustrated along the lower edge {figs. 3, 4, 5, 6, 7). This tapestry
provided the prototype from which painted versions of Pure Land mandalas
were derived, Mandalas of the Taima type are but one strain of the

broad expression of Pure Land art.

Achieving the Raigo Vision

Crucial to the understanding of Pure Land Buddhism and the
concept of raigo 1is the eighteenth vow of the Bodhisattva
Dharmakara, who is the Buddha Amitabha-to-be (J. Hozo-

. i - .
bosatsuzk 8, £ ¥ ) in the  Larger SukhavatT-vylha-sitra

(hereafter called the Larger-siitra). Dharmakara says:
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If I become a Buddha, the sentient beings of the ten directions
will achieve a mind of Jjoyful faith. They will desire to be
reborn in my country, [even though they have only] achieved
mindfulness [of me] to the extent of ten fold. If they are not
reborn, they will not achieve enlightenment. This encompasses
all beings, except those who haye committed the Five Deadly Sins
and have slandered the Dharma.l0

Dharmdkara makes this vow to save all sentient beings be having
them reborn in a perfect Buddha-land, where, without any hindrances,
they can achieve enlightenment. The Bodhisattva fulfils his vows and
becomes the Buddha Amitabha., The Pure Land believer must believe in
the enlightenment of Amitabha and his promise of rebirth as a
prerequisite for receiving the raigd vision.

The concept of raigd is presented in the nineteenth vow.

-

Dharmakara says:

If I become a Buddha, the sentient beings of the ten directions
will be reborn [in my Pure Land], if they arouse the bodhi mind,
perform many virtuous acts, and arouse the desire to be reborn
in my country with a consistent heart. Nearing the time of
death, [a sentient being] will not achieve enlightenment unless
I appear with a great host in front of him,

In this passage Dharmakara vows to appear as Amitabha with his
hosts at the time of death provided certain conditions are met, The

conditions are interpreted by Pure Land believers as the basis for the

rinju-nembutsu. Clarification of how to attain raigﬁ vision is

given in a Tater section of the same text:

The Buddha said to Ananda, "[Concerning] the lowest class of
rebirth, in all the world, among the many heavenly beings and
common people, if there are those who desire to be reborn in
[Amitdbha's] country with a consistent mind but who are
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unable to perform many virtuous acts, they should arouse the
supreme bodhi nature in the mind and concentrate the mind in
one direction to perfect mindfulness, calling upon the Buddha of
Infinite Life and desire to be reborn in his country. If a
person hears the profound Dharma, he will be overjoyed with the
happiness of faith, and will not feel doubt or hesitation. Then
he will attain the single mind and call upon this Buddha, and
therefore have a sincere mind, and he will desire to be reborn
in his country. That person on the point of death, will see
[Amitabhag in a dream, and he will certainly achieve
rebirth, "12

Further instructions concerning the raigd vision and how

to achieve it are given in the Smaller  Sukhdvati-vyuha-

sutra (hereafter called the Smaller- siitra). The narrator of

4
the sutra is Sakyamuni, who explains:

One cannot achieve the karma of rebirth in Amitabha's
country through the virtue of a few good works.

§aripﬁtra, if there is a good man or good woman, who
hears the name of Amitabha spoken, and, if he holds that
name with a whole mind undisturbed for one day, two days, three
days, four days, five days, six days, or seven days, as that
person 1is approaching the end of 1life Amitabha with many.
hosts will appear before him. This person at the end, without a
fa]tering mind, will be reborn in Amitabha's paradisiacal
country. 3

The above passages deny the worth of good acts for achieving the
raigd vision, then teach of the power of holding the name of
Amitabha in mind.

The conditions of rebirth and the manners of Amitabha's

descent are presented most clearly in the Kan-gyd in the section

concerning the three classes of the nine Tevels of rebirth:

The Buddha said to HAnanda and Vaidehi, "The superior



19

group's superior grade of beings are those sentient beings
who resolve to be born in that land, arouse the three devotional
hearts, and are therefore reborn. What are the three? The
first is sincerity; the second is deep faith; the third is
dedicating [merit] and longing [for rebirth]. If they possess
the three devotional 'hearts, they will necessarily be reborn
into that country. There are also three types of beings [within
this grade] who will attain rebirth. What are these three? The
first is beings who compassionately do not kill and keep the
precepts. The second is beings who recite the Mahdyana
vaipulya scriptures.l4  The third is beings who cultivate
the six reflections and dedicate their merit in longing for
rebirth. If they maintain this merit for from one to seven
days, they will then attain rebirth. When they are reborn in
that country, because these men have striven diligently,
Amitabha Tathdgata with Avalokitedvara,
Mahasthamaprapta, innumerable apparition-Buddhaf a
reat ﬂ%?t of a hundred thousand bhiksus 5 and
ramanas, and innumerable devas and seven-jewel palaces
will come and appear before the practitioner, AvalokiteSvara
Bodhisattva and Mahasthamaprapta Bodhisattva holding
a golden dais. Amitabha Buddha will release a great beam of
1ight i1lumining the practitioner and with all the Bodhisattvas
will offer his hand in welcome. Avalokiteévara and
Mahasthamaprapta, with innumerable Bodhisattvas,
will praise the practitioner and encourage him, When the
practitioner sees this he will dance for joy. He will find
himself riding the golden dais. Following after the Buddha, 1n
the snap of a finger he will be reborn into that country." /

This passage says that sentient beings who "arouse the three
devotional hearts" will receive the raigd vision and be reborn in
Amitabha's land. Shan-tac and other Pure Land teachers interpreted
the "three hearts" (J. sanshin 2. /<) as the components of faith.

In the above passages there are some common points concerning
the conditions that will enaﬁ]e sentient beings to see Amitabha and
cause their rebirth. A being should have (1) a consistent or sincere
mind; (2) deep faith, and (3) the desire to be reborn. He must be (4)

"mindful," reflecting or contemplating on the Buddha. He must (5)
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arouse the bodhi mind and (6) perform virtuous acts and not kill other
sentient beings. He should (7) listen to the Dharma, the words of
Buddha and (8) recite the sitras.

The sidtras from which the above passages have been taken are
not consistent in setting forth the conditions necessary for salvation.
Many of the above conditions are cancelled by this following passage
from the section concerning the rebirth of persons of the lowest

grade.

The Buddha said to Ananda and Vaidehi, "The inferior group's
inferior grade of beings are those sentient beings who commit
evil karma. such as the five irredeemable evils, the ten
vio]ations,18 and all other evils. Because of his bad
karma, a foolish man such as this ought to descend into a bad
existence in the next 1ife and spend many kalpas receiving
limitless suffering. When such a foolish man is about to die,
he will meet a good friend and teacher who will console him in
various ways, preaching the good Dharma and urging him to be
mindful of the Buddha. But, oppressed with sufferings, this man
will not be able to reflect on the Buddha. Then the good friend
and teacher will say, "If you cannot reflect, you should call on
the Buddha of Eternal Life. In this way, not letting your voice
cease, accomplish ten reflections calling, 'Reverence to the
Buddha Amitabha.' Because of calling the Buddha's name,
with each reflection he will cancel eight billion kalpas of
samsaric sinful deeds. At the end of his life he will see
before him a golden lotus blossom dais like the sun's disk, and
in an instant he will attain rebirth in the Tland of Utmost
Bliss. He will remain in the closed lotus blossom for a full
twelve great kalpas, and then the lotus blossom wi]Tlopen. With
a voice of great compassion Avalokitesvara and
Mahasthamaprapta will preach for him the Dharma on
Suchness and on the cancellation of sinful karma. When he has
heard this, he will rejoice and immediately arouse the
enlightened mind.  This is called the inferior grade of the
inferior group."19 .

In this passage the candidate for rebirth has not accomplished any

good deeds or read the sitras, He may have committed murder or
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slandered the Dharma, and at the time of death he cannot be mindful of
the Buddha, yet by verbally calling dn the Buddha as evidence of his
repentance and faith, he is able to achieve an unglorified vision of a
Totus dais and achieve rebirth.

Among these three scriptures, which form the basis of the Pure
Land schools of Buddhism, there are many inconsistencies, leaving much
room for individual interpretation. In order to make some sense of the
above passages and to show how they relate to the main topic of
raigd painting, one must 1look at how the passages have been
interpreted within the history of Buddhism, particularly in Japan. Of
the eight points enumerated above, the first three are considered to be
the attributes of faith.. They are of major importance to understanding

of Genshin and the appearance of individual raigd painting.

Faith

A sinéere mind, deep belief, and the desire to be reborn and to
turn one‘s merit to others form the core of the attributes of the faith
required of the believer withiﬁ the Pure Land stream of Buddhist thought
in China and Japan. These three are called the Three Minds or Three
Devotional Hearts. The above attributes are clearly set forth in the
passage concerning the highest grade of rebirth from the Kan-gyé.
The Chinese Pure Land master, Shan-taoé%ié'(613-681), also points out

these three attributes of faith in his treatise, the Wang-sheng 1i-tsan

chieh 4 % . ¥ 1§ .20

Shan-tao's definition of faith is based on the above Three Pure
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Land Sutras. These sitras clearly emphasize faith as the major

practice. In the Sanskrit text of the Larger-sutra the words
éraddhﬁ,21 Eraséda,22 and adhimukt123 are the key

terms. Although each individual Sanskrit term has a different meaning,
they are related to the definition of faith, and they have been
translated into Sino-Japanese as such. The character gﬂig{% has been
used for the translation of each of the three. With shin as the root,
numerous character compounds are formed, with a variety of meanings.

Within the text of the Larger-siitra, the following compounds

involving the character shin are found: meishin ﬂﬂ {ﬁ (clear belief),
shinraku4§ ﬁ% (Jjoyous faith), shinjir14§,ks-(be1ieving mind),
shinkai4% 53? (Faith and interpretation), shinju {2 (to believe and

receive).24 The concept of shinjin is expressed in the following

passage of this sﬁtra:25

A1l sentient beings hearing that name [of Amitabhal] will
have a believing-mind and glad heart, if they are mindful [of
him] to the extent of even one thought. And, if [a being]
desires rebirth in [Amitabha's] country from the depths of
his heart, [he will] without doubt achieve rebirth, residing in
resoluteness.

In this passage faith is clearly a condition for rebirth., This is
further stressed in the next passage involving the words meishin and
shinjin.
If there are beings who clearly believe in the Buddha's wisdom;
they will perform meritorious acts and, if their faithful minds

will turn towards it; these beings will naturally be reborn
sitting crosslegged in a lotus of seven jewels.
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-

The course of the Buddhist believer searching- for salvation
was expected to follow the Thirty-seven Dharmas, thirty-seven attitudes
and modes of behaviour. These include self-awareness, contemplation of

h.28 Faith was

various types, moral behavior, faith,.and so fort
regarded as the first basic step in the complex Eystem of cultivating
Buddhist virtues that would lead to nirvina.?? In ‘the’

Majjhima-nikaya, one of the early Buddhist texts, faith is described

as.

of much service to approéching; for should faith in him not be
born, one could not approach him; but if faith is born;, then he
approaches; _ therefore faith is of much service to
approaching.
From this passage' f;ith may he interpreted as a basic _eTement in
apprehending phe meaning.of Buddhism ana the Buddha. For monks and
laity alike faith was essential for spiritual development.  Without
faith, wisdom (S. prajiia) could not be achieved.3l  In India if
a person could achigve faith in the Buddha, his teachings and his’
ordained followers, .he could attain rebirth in heaven, | However,
rebirth, even in heaven, was regarded by the early Buddhists as another
turn on the perpetual wheel of suffering. Such an achievement was
deeﬁed inferior - to nirvana, and only suitable for inferior people,
In China and Japan faith and r;birth were given meanings of much greater
tmportance. The achieyemént of nfrvﬁna through the conventional

' / . .
means taught by Sakyamuni was considered too difficult by the

Chinese and the Japanese, so they sought the convenience of Pure Land ‘
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practices.

Stages in the Interpretation of Faith and Practice

As shown above, the Three Pure Land Sutras have many

inconsistencies and can be interpreted in many ways. Japan had many
interpreters of Pure Land faith, but the three best known were Genshin,
Honen, and Shinran. Each of them represents a phase in the growing
simplification of practice and the increasing emphasis on faith.

Genshin defined faith according to Shan-tao:

In the Kan-ﬁzé it says: "If there are beings who want to be
born into that land they should produce the three devotional
hearts and they will be born there. The first is sincerity, the
second is deep faith, and the third is dedicating and longing."

Meditation master Shan-tao says: "The first, sincerity, is
so called because the three kinds of karma--veneration, praise,
and contemplation--are without fail true. = The second, deep
faith, is so called because, on the one hand it 1is deep
conviction that we ourselves are passion-ridden ordinary beings
(bombu) with but slight stock of merit, transmigrating in the
triple world and unable to escape this burning house, and
because on the other hand it is deep faith, without even a
single moment of doubt, that now by Amitabha's great
original vows, and by calling Amitabha's name as few as ten
times or even once, we will surely gain rebirth., The third,
dedicating and 1longing, is 1longing toward rebirth. If one
possesses Ehese three devotional hearts he will necessarily gain
rebirth."

In Genshin's view, the above conditions are necessary for rebfrth in
Amit3abha land; if a person lacks one of these three, he will not be
reborn. Genshin goes on to explain that, while the three conditions are
taught at the highest 1evé1 of - rebirth, they apply equally to all

levels.

In Genshin's system of Buddhism, faith s not given by
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~ Amitdbha. Faith is aroused within each person's own heart by him-
se]% with the help of gggl@b caﬁvenient _méans‘ of teaching. The
%irst two  chapters of  his ttreatise, the " 0jBydshi, -
pfesent vivid Hmages of_heT]s, the Egigé, and the Wesfern Paradise.
They are designed as preliminary contemplations to arouse peqp1e'§

desires to be reborn in Amitabha's paradise and to instil faith in.

his mercy.33 These two chapters are the most pop@}ar chapters of
the 5j6255hﬁ, stimulating the imagination of . the

'Jabahese reading public and artists for many centuries, causing them to
aspire to rebirth in the Pure Land. "As will be.shown,in Chapter Four,
the arts, particularly thosé related to the theme of raigd, may have
been eéssential %nstruﬁents in arousing faith amongst the aristocrafs in
Heian Japan.

According to Genshin, the principal practice that would lead to

rebirth was nembutsu-sammai £§.4A Z. 8%, object contemplation or
"mindfulness" to induce the state of %ilnyat3. Faith, as
pfevious]y defined, was the condition of mind that was prerequisite for
practising nembutsu. Without faith, one could not properly perform
nembutsu.34 ' | ‘.

Successful nembutsu allowed the practitioner to see the Buddha
and the Pure Land, which purified him ih'preparation-for rebirth, but
not all c6u1d achieve Genshin's ideal. For those who were unable to

contemplate, Genshin prescribed . verbal invocation of Amitabha's

name:; -
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If there are those who are incapable of contemplating the
Buddha-marks, while dwelling on taking refuge in Him, on His
coming to welcome them, or on their own rebirth, they should
single-mindedly call and reflect (shﬁnen%,q} jj’& ) on the
Buddha.33 .

For the time of death, Genshin prescribed two methods of

rinjd-nembutsu, one by Shan-tao that was a form of visualization and

another by Tao-ch'o that was vocal. The verbal nembutsu was used only
by those believers of Amitibha who could not properly practise

visualization. Genshin did not provide an interpretation of calling the

name of Amitabha in the 0joyoshu but in writing

the Amida Kan-jin shi FﬁﬁﬁF"ﬂ,ﬁ)wﬁ;, he explained it in an

esoteric Tendai manner'.36 Genshin said that invoking the name had

the power to secure rebirth in the Pure Lland and .achieve
nirvana.37 He thought of the three syllables of the Japanese
name of Amida as a mantra, sounds that could affect the spiritual and
temporal conditions of the practitioner. Genshin urged the use of
invocational nembutsu in much the same manner as the Chinese Pure lLand
masters, as the last resort for those unable to visualize, but his
interpretation of the name of Amitabha was esoteric in ﬁature. In
this aspect of invocational nembutsu, Genshin combined his Tendai
teachings with Pure Land ones. His form of vocal nembutsu was an
inferior practice meant for the common person, falling short of the
emphasis on faith and recitation urged by Honen and Shinran.

Genshin taught that faith alone would not secure the raiqd

vision, Rinju-nembutsu was one of his main concerns; a person had
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to die with particular environmental trappings requiring images, incense

and flowers, and special fm’ends.38

The raigo vision was the
jdeal and reward of contemplation.

Genshin was a more traditional Buddhist of the Tendai -
persuasion. The aim of his nembutsu was to arouse the bodhi mind, to
reach for the Bodhisattva path of self-denial, succouring the universe
to aid others.

Honen was also a Tendai monk; he learned of Chinese Pure

Land doctrine through Genshin's 5j6265hﬁ. He

interpreted the eighteenth vow of Amitabha in the Larger-sutra

differently from Genshin. He believed that "jﬁnen“*f}ix meant

verbally calling upon Amitibha ten times.3>

According to
Honen's interpretation of the vow, vocal nembutsu--calling the name
of Amitabha with faith that was defined by the Three Minds--was
sufficient to gain rebirth in the Pure Land. Even if a person did not
understand the full intellectual meaning of Pure Land Buddhist faith but
practised invocation, he would come to realize faith through

40

practice. Honen taught the unceasing form of recitative

nembutsu. It was to be practised in order to accumulate merit for
-rebirth. It required the believer's conscious purpose to achieve a
specific goal; therefore HBnen's practice required faith that was
generated within the believer. .

Honen addressed his teadh%ngs to the common peréon, who had
difficulty practising visual nembutsu in the age of the Latter

41

Dharma. His followers came from all classes of Japanese society,
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ranging from the peasantry to the aristocracy. He always insisted that
he was a simple monk and urged his followers to 1live simply and be
sincere in their faith in Amitabha. Honen did ﬁot cater to the
false religiosity of the aristocrats.

Honen prescribed rinji-nembutsu  for his followers,

although through continuous vocal nembutsu they were always prepared for
the final moment of life. However, at the time of Hdnen's own death

he refused to wuse an 1image of Amitabha for rinju-nembutsu,
42

claiming that he could already see the raigd vision. His
refusal left his followers with an ambiva1ent view of the necessity of

rinju-nembutsu.

The most radical interpreter of the Pure Land sitras was
Shinran who exalted the importance of faith above all other teachings.

According to the eighteenth vow of the Larger-sutra, Shinran claimed

that faith is represented by the three aspects of sincerity, deep
belief, and the desire for rebirth with a willingness to transfer merit.
These aspects are the same that Genshin and other Pure Land theorists
found in the Kan-gyo. Previous to Shinran, faith was an attitude
which was self-arising in the hearts and minds of sentient beings; it
was a form of self-discipline. But Shinran believed that faith was a
gift from Amit3bha. According to Shinran, Buddhist discipline and
practice cannot be performed by the common person, the
bombu i £_(S. prthagjana), without ulterior motives. A1l common people
are incapable of good; their nature is evil, and people must accept

themselves as such. Their salvation lies within the mental attitude of
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total reliance upon Amitdbha (J. tarikidfh A ), whose grace permits
the common person to achieve rebirth.43 The only practice that

Shinran endorsed was the recitation of Namu Amida-butsu {Praise to

Amitdbha), as the expression of faith, However, recitation of the
name is not intended to insure one's own'rebirth, it is an appreciation
of Amitébha'§ gift, and it allows others to hear the name of
Amitabha, who will give them the gift of faith.44

Shinran altogether disclaimed rinju-nembutsy; such rites

separated the believer from absolute faith in Amitébha.45 The
true believer did not require an image or rite for salvation; sa]gation
was already promised by Amitabha in his Bodhisattva vows.

Shinran's form of Buddhism may be considered realistic in that
he is concerned with the real everyday behaviour of the common person.
His type of Buddhism is for the real person who cannot practise the
vigorous rules of discipline -that were taught by §§kyamuni.
Honen was the transition point betwéen Genshin and Shinran, using
the treatise of the former and simplifying the practices even further
for the latter. Genshin, on the other hand, obviously believes that
sentient beings may not be able to follow every form of Buddhist
discjpline, but by the very fact of his writing the
0jdydshii, he  acknowledges  that  they are  capable  of
faith and simplified contemplation. Furthermore, he provides simple
teachings of certain modes of behaviour to be followed by the common

person, Therefore, he obviously believes people are capable of

self-discipline and are not entirely debased. His standards of faith
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are set according to the highest level of rebirth, as previously pointed
out. Genshin expects even the most evil of beings to aspire for the
highest level. Therefore, in comparison to Shinran and Ho6nen,

Genshin may be regarded as an idealist.%0

Summar:

The raigo vision signified salvation to the believers of
Pure Land Buddhism. To procure this vision the practitioner was
required to have faith. Faith was always an integral part of Buddhism,
but in Japan it was particularly emphasized. Within Japan the three
most influential interpreters of Pure Land Buddhism represented varying
stages in the simplification of practice with growing concern for a more
spiritual form of Amitdbha belief. Shinran constructed a historical
lineage to provide doctrinal support fo; his form of Pure Land beliefs.
He recognized Genshin as ihe sixth patriarch in his Pure Land historical
continuum., Accordingly, Genshin, with his practices and faith, may be
seen as an intermediary stage leading to a simpler but all powerful

faith.
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Footnotes

1Translated into modern Japanese by Nakamura Hajime et
al. ¥4 o K anmury3ju-kyd, Jodo Sanbu-kyd ¥ x. Z- ¥f &
, (Tokyo: Iwanami Shoten, 1964; Reprint 1982) 2: pp. 9-~74.

2The bodhi mind refers to the aspiration for the highest
wisdom and the Buddha nature. :

3anayama, 033ydshil, pp. 404-05.
4Devas are supernatural beings dwelling in heaven.

5Nakamura, Kan-qyo, Jodo Sanbu-kyo, 2: p. 63.

b1bid., p. 66.

: 7Ibid., p. 71. Kebutsu refers to the nirmana-kaya, the
physical body that the Buddha displays in the temporal world. See Nagao
Gadjin, "On the Theory of Buddha-body (Buddha-kaya)" Eastern
Buddhist 6(May 1973): pp. 25-53.

8queen Vaidehi is the heroine of the Kan-gy3, ,who is
imprisoned by her son. While imprisoned she calls upon Sakyamuni
for aid, and he teaches her about,Amitabha and his Pure Land. The
escape from sorrow, according to §§kyamuni, can be achieved through
object contemplation and consequent rebirth  into Amitabha's
paradise.

9he thirteen contemplations are (1) the setting sun; (2) pure
water; (3) the ground; (4) the trees; (5) the lakes; (6) the palaces of
the Western Paradise; (7) the throne of Amitdbha; (8) Amitabha
on his throne; (9) the form of Amitdbha; (10) Avalokiteévara;
(11) Mahdsthamaprapta; (12) the practitioner himself born  in
the Pure Land; (13) Amitdbha in a formed image.
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Smaller Sutra, 2: p. 93.
14The Vaipulya sutras refer to Mahayana

sutras of a later date, containing prophecies and dharanis.
15Bhiksus are monks.

16§ramanas are novices in the Buddhist order.
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Nakamura, Kan-gyd, 2: pp. 62-64; trans. by Allan Andrews, The
Essential Teachings of Rebirth (Tokyo: Sophia University Press, 1973):

~ p. 16,

18The Five Deadly Sins are killing one's father, one's
mother, killing an arhat, shedding the blood of a Buddha, and disturbing
the Buddhist sangha, The ten violations are killing, stealing,
adultery, lying, double-tongue, coarse language, filthy language,
covetousness, anger, and perverted views (Andrews, p. 16).
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Nakamura, Kan-gyd, 2: pp. 71-72; trans. by Andrews, pp. 16-17.
207 .47/1980, pp. 438-48.

21§raddh5 is traditionally translated as 'faith,'
referring to having 'confidence in' or having 'faith in.'

22Pras§da refers to calmness, gladness, and  purity;
these are the qualities that accompany faith,

23Adh1‘mukti is uysed to describe the inclination or
propensity of faith.

28k jita'Kotatsu, Genshi Jddo, pp. 610-13.

25 ak amura says that in this case shinjin 4s wused for
prasada. However, the Chinese do not consistently translate
grasada as shin=jin (C. hsin-hsin). (Nakamura, Jodo

anbu-kyo, 1: p.
26
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Nakamura, Larger-sutra, 1: p. 163.
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284ar Dayal, The Bodhisattva Doctrine in Buddhist Sanskrit
Literature ({New York: Samuel Weisner, Inc., 1932; Reprint: Delhi:
Motilal Banarsidass, 1978): p. 82. -

291pid., p. 145,

301, B, Horner, trans., The Collection of the Middle Length
Sayings {Majjhima-Nikaya), 2 {London: Luzac & Co., Ltd., 1954): p. 365,

31Faith and wisdom are closely associated and these words
are often used in succession. (Fujita, p. 610).
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Hanayama, pp. 208-09; translation by Andrews, p. 71.

33Inoue Mitsusada # % ﬁ Nihon Jodo~kyd

Seiritsu no Kenkyli 8 # & %X A A :’Z.m %‘ﬁ"j{, (Tokyo: Yamagawa
Shuppansha, 1956; Reprint, 1982): p 141.

34Hanayama, p. 129,
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Hanayama, Ogozoshu, p. 191; Andrews, p. 64.

36Genshm, Amida Kan-jin Shu, ~ Eshin Sozu Zenshu

(Hiei-zan: Hiei-zan Toshokan Kosho, 1927): pp. 575-76.
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"By contemplating the ten invocations, one will certainly achijeve the
karma of rebirth. . . . Birth and death is nirvana at the time of
reflecting on the character 'A.'" Ibid., p. 575.

38Hanayama, 5j6165hﬁ, pp. 299-304,

3900mpare_-H6nen's interpretation with my translation of
the eighteenth vow above, p. 17.

40coates Harper and Ishizuka Ryugaku, Honen The Buddhist

Saint, 5 vols. (Kyoto: Chion-in, 1925, Reprint, 1949) 3: pp. 405-06.

41The Latter Dharma is the last period of three 1in which
morality and the ability to practise Buddhism would degenerate before
the coming of Maitreya.

42Coates and Ishizuka, 4: p. 636.

4301 Fred Bloom, Shinran's Gospel of Pure Grace (Tucson:
University of Arizona Press, 1965): pp. 45-59.

%%1pid., p. 70.
451bid., p. 63.

4615hida Ichirs 4@ — & J5do-kyd Bijutsu
(Kyoto: Heiraku-ji Shoten, 1956): p. 230.
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CHAPTER II
THE FORMATION OF GENSHIN'S PHILOSOPHY

The influences upon the formation of Genshin's thoughts were
numerous; in the 5j6!65hﬁ alone, Hanayama enumerates
well over one hundred different writings that were quoted. However,
Genshin's emphasis upon faith and nembutsu clearly show that he was
influenced by the Chinese Pure Land leaders, T'an-Luan (476-542),
Tao-ch'o (562-645), and Sﬁan-tao, while his interest in awakening the
bodhi mind and achieving §anat§ through nembutsu are clearly
influenced - by Hui-yianZ2.3% (334-385) and Chih-1% %8 (538-597).
Genshin was the heir of the Chinese masters, and he was the transmitter
of the Pure Land doctrines to Honen, then to Shinran.

Genshin's treatise, the '5jﬁzashﬁ, introduced
the doctrines of the continental Asian Pure Land masters to Japan. A
brief survey of the philosophy of Genshin's Indian and Chinese mentors
casts 1ight upon Genshin's development as a man, a scholar-monk and as
an artist. Moreover, such a survey clearly points out Genshin's
position in the religio-historical continuum, and shows that raigd
painting is the product of a Genshin-influenced interpretation of faith
of an intermediate stage, standing clearly between Nagarjuna in
India and Shinran in Japan. This chapter traces the development of two
lines of devotion to Amitabha. The Pure Land Tineage stressed faith

as an easy path to salvation, while the teachings of Hui-yiian and Chih-i
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Tooked to Amitdabha for the insight of wisdom. In examining the
historical background that leads to Genshin, faith, the practice of
contemplation, and the function of images and image making will be

stressed.

India

1 and art

Images were used in India for contemplation,

historians generally believe that Buddha images came into being because
/

the followers of Sakyamuni wanted to be reminded of him. The

twenty-eighth chapter of the Ekottarégama2 tells that when the

Buddha visited the Thirty-three Heavens to preach to his mother, his
followers on earth yearned for him, Udayana, the king of
KausambT, and Prasenjit, - the king of Sravast?, each made
images of him, so they could be reminded of his features.S There is a
difference between using an image as an aid to recollection and using it
for contemplation, but there is a connection between the two uses in
that both cause the user to think of Buddha, The development of
Mahayina Buddhism with its pantheon of Buddhas and complex
metaphysical concepts altered simple remembrance into an exercise of the
m1'nd..4

Little is known of Pure Land Buddhism before it arrived in
China. The Chinese and Japanese Pure Land Buddhists generally
recognized two Indian philosophers as patriarchs of their faith; they
are Nagarjuna {ca. A.D. 2nd-3rd C.) and Vasubandhu (ca. A.D.
5th C.).
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Nagarjuna was the formulator of the Madhyamika

school of  philosophy. His  work, the Daéabhumika-vibhasi-

ﬁgggrg,s has a chapter commenting on an easy method of attaining
enlightenment by means of faith. However, he considers this path to be
inferior and only for the incapable. Nevertheless, the Chinese and
Japanese consider him to be one. of the first teachers of the easy way.
The clarification of “mindfulness” of the Buddha

(buddhanusmrti) was provided by Vasubandhu, who  wrote the

Sukhavit¥-vyiihdpadesa, based upon the Larger-sutra.

In this work he formulates five methods of being "mindful" of
~ Amitabha: (1) veneration of the form of Amitabha; (2} calling
his name; (3) having a determined mind to seek the Pure Land;
(4) concentrating and visualizing it; (5) benefitting others through the

6

practice of the foregoing. This work greatly influenced the Chinese,

and ° Genshin's 0joyoshu is based upon Vasubandhu's

. outlines.

China

Indian Buddhism arrived fn China via Central Asia during the
Han Dynasty (206 B.C.-A.D. 220}. The monks who carried it. were of
many diverse schools, but were chiefly Mahayana believers who
practised meditation and concentration. These monks were not adept in
the Chinese 1language and therefore could not transmit a proper
understanding of the complex philosophical nature of Buddhism.’

Chinese Buddhists were confused as to the Buddhist view of certain
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issues, such as the existence of a soul and the concept of the void
(§inyatd),® mistakenly assuming them to be identical with

indigenous Taoist ideas.?

However, the Chinese themselves, led by
such men as Tao-anﬂl,\éj(312-3_85), Hui-yiian, and Seng-chaof“é)%iw?o--
414), soon realized their misconceptions and sought to make reforms, but
their interests continued to reflect distinctly Chinese leanings.
Assisting these Chinese Buddhist scheolars were many Central Asian monks,
most notably Kumarajiva (350-4097). In A.D. 418 Ch'ang-an was
sacked by the Hsiung-nu, and their leader exiled the scholar-monks of
that place to the south. Northern Chinese Buddhists emphasized good
works, meditation, and faith; while in the south Buddhists concentrated
upon metaphysical speculation (ch'ing-tan H%ﬁﬁ{). Pure Land, or

Ching-t'u 2?;t_, was one development of northern China.10

Hui-yiian of Mount Lu

The beginning of Pure Land Buddhism as a separate current in
sectarian thought is marked by Hui-ylian and his followers making vows in
front of an Amitabha image on Mount Luéi_d4 in A.D. 402,11 This
group was called the White Lotus Society (Pai-]ienFshe ﬁ.ﬁg.#ﬂ;), a
society dedicated to mutually helping one another to achieve rebirth in
the Pure Land, It was not a group formed for philosophical discussions,
although there was such activity. Concrete methods of contemplation
were practised, and a community of people bound by faith with a common

goal was created. Hui-yiian's group was a precursor of the

Nijugo-sammai Society ;"ﬁ'li i-ﬂﬁlé?', which Genshin formed in
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A.D. 986 on Mount Hiei. Hui-yiian's group contributed three important
features to Pure Land éuddhism: the vow in front of an Amitabha
image and the offering of flowers and incense allowed the participation
of the laity; through the practice of samadhi, there developed a
spiritual closeness to the Bhagavat by believers; lastly, the act of
making a group vow fostered the Mahayana ideal of a community
bound by faith.lz The Buddhism practised by Hui-ylian and his
followers was very concrete, marked by a very strong desire for a
tangible phenomenon to direct worship.13

Hui-ylian and his followers' main text was not the Three Pure

L and Sutras, but the Pratyutpanna-buddha-sammukhavasthita-

samadhi - sutra (J. Hannya-sammai-kyo %ﬂi,if ﬁnﬂﬁiﬁéﬁ
(hereafter called the Samédhi-sﬁtra),l4 which provides
instructions for samadhi. This. sutra has been considered by

modern scholars to be the synthesis of an easy meditation practice with

the concept of éﬁnxat5.15 Tt is regarded as one of the
oldest Mahayana sutras, and belongs to the prajia
(J. chi-e  or hanmnya% %) 1line of thought.!®  Like the

Kan-gyd, the Samadhi-sutra is a manual of contemplation but with

Amitd3bha as the teacher. There are two features in this sutra
that should be noticed. The first is that images are used as tools of
concentratidn. The second s that this type of samadhi can be
practised not bn]y by ascetics, but also by the laity.

The Samadhi-sttra states that through the awesome spirit

(J. i-jin B ¥¥) of Amitdbha, a person who cleanses his body and
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mind and reflects upon Amit3dbha for a period of seven days or more

will be able to see the Buddhas as though they were standing before his

eyes.17 A person who desires to enter the state of samadhi may

18 It

make a Buddha image. is obvious here that ‘images were

essential tools of contemplation. An interesting point is the

sitra's constant comparison of samadhi visions to "seeing in a

n19 n20

dream and "images in a mirror. Hui-yiian was disturbed by

the sitra's comparisons and wrote to Kumarajiva concerning

the real meaning of Buddha visions.21

Kumarajiva was a
central link in the transmission of Nagarjuna's Madhyamika
philosophy from India to . China, Madhyamika is a Mahayana
system of logic in which the understanding of §Unzat§ is the

22

key. Kumarajiva  answered with  digests of the  Great

Perfection of Wisdom Treatise (Ta-chih-tu-lun ﬁ:,%; ﬁ[_?ér),23 which

is spuriously attributed to Nagarjuna. In the

San-san-mei-yi 3;-i-Ei-§k section of the treatise it s stated that

realizing samadhi is realizing the void (§anat') and that
3

the mental state within samadhi approaches m'r'véna.z4

Hui-yian's wunderstanding of Kumarajiva's teachings is indicated

in his preface to the treatise Ch'u-san-tsang-chi-chi

4 2 2 38 i ;2% here he states that in the attainment of

samadhi, one realizes the true nature of things as empty

(§unyatd). | ' T
Within the state of $lnyatd one can visualize Buddhas.

According to Kumdrajiva, there were three ways of seeing
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Buddhas: (1) through super powers (S. abhijnd); (2) by intensive

26 He considered

meditation; (3) by concentration upon objects.
object contemplation appropriate only for inferior practitioners, and he

called it nien-fo san-mei {J. nembutsu-sammai fi~4k $~ﬁf4.27

Hui-yiian differed from his mentor, emphasizing nien-fo as the most

easily performed and effective practice for entering samédhi.28

The connection between samddhi and £ﬁnxat5 should be

clarified at this ppint. The Samadhi-siitra compares Buddha
visions to dreams and mirror images, because they are just that--devoid
'of form and non-existent; they are "empty." In the practice of
samadhi concentration, one is expected to exercise discernment; to
revel in mystic visions is not the aim of being mindful of Buddha, but
rather to see intuitively and learn about ultimate reality. Only then
can one can be liberated from ignorance. Samadhi visions are not
evidences of metaphysical Buddhas; on the contrary there are no Buddhas,
only emptiness.z9

While Hui-yiian came to understand the nature of samadhi
visions in this way, others of his followers did not. They read the
stitra's dream reference 1literally and interpreted their visions as
real manifestations. Dreams and visions of Buddhas were considered
concrete evidence of the existence of supernatural beings and paradise,
in that they affirmed the rebirth of the samadhi practitioner,
foreéasting future happiness in the next 1ife,.where Buddha could be

30

seen and heard preaching the Dharma. These multiple levels of

understanding of the significance of visualizations, Amitdbha, and
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the Pure Land permeate the history of Pure Land Buddhism in China and
are clearly visible in Japan.

Images were of primary importance to Hui-yiian and his followers.
There is no way of completely understanding or knowing about all the
functions and types of images, but, on the basis of extant evidence, we
may conb]ude that some of them were used for contemplation. Images
consisted of both sculpture and individual paintings on silk.31
Images, particularly paintings, from the fifth century are rather rare,
and it is only from the remains at Tun-huang that some idea of the Pure

Land art that was created on Mount Lu may be percei-ved.32

The Pure Land Masters

Hui-yiian 1is  recognized as a contributor to Pure Land
development, but the earliest Chinese master to be recognized as a
patriarch by the Japanese schools33  is T'an-luan (476-542?).
T'an-luan developed the two path doctrine of Nagarjuna and the

nembutsu teachings of Vasubandhu in the Sukhavati-vylho~

Egggé;: He believed that in his own day the age of the Latter Dharma
had arrived, and that people of such a time were incapable of practising
the difficult way, the way of the original teachings of éékyamunf.
Therefore, he recommended the easy practice of devotion to
Amitabha.

Pure Land in China and Japan came to be developed on the basis
of the concept of the period of the Latter Dharma in which not only the

ability to follow the precepts given by Buddha had degeherated but also
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the cosmos Jtself. The reign of Sakyamuni was believed to be
divided into three periods: in the first period the Buddha's teachings
were correctly followed; thus it was called the True Dharma Age
(J. shdbo £ % ); in  the  second, the  Resemblance  Dharma
(J..gﬂﬂidiiiiJ, appeared outwardly like the first period, but
there was a failure to understand the inner meaning of the teachings;
the third period, the Latter Dharma (J. mappd £ ‘%) was one in
which the teachings still remained, but people were unable to properly

34 In northern China in the fifth

understand or practise them.
century, many people believed that they Tived in the last age, as they
were besieged by persecutions of Buddhism and by natural disasters.

T'an-luan taught that people could not attain enlightenment in
this life through the normal channels taught by the historic Buddha;
therefore, salvation could only be attained through faith in
Amitébha's’vows.. Moreover, T'an-luan was the first to recognize the
oral recitation of the name of Amitabha as an act of merit.

Tao-ch'o (562-645) extended and popularized the Pure Land

35 Tao-ch'o considered the Western Paradise of

ideas of T'an-luan,
Amitabha to be more than a condition of the mind. To him it was a
real place. Although he practised nien-fo (contemplation, J. nembutsu)
in the traditional sense, Tao-ch'oc was a devotee of the even easier
practice of 1invoking the name of Amitabha, which he taught to the
common people, | ’

0f all the Chinese Pure Land masters, the one most influential

upon the Japanese schools was Shan-tao (613-681). He stressed the
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need for an easy path to salvation for the common person; this path led
the seeker to perform contemplative and invocational nien-fo.36
Shan-tao prescribed invocation practice for the prthagjana, not in lieu
of contemplation, but only for those who were incapable of entering into
samadhi.,

At all times Shan-tao made his_ interpretations of Pure Land
beliefs according to the sfitras, and was particularly influenced by
the Kan-gyo. For Shan-tao the nine 1levels of beings 1in this
scripture were not only discourses for contemplation; they also
represented the real conditions of the broad masses of people of his
time, most of whom he classified in the inferior category, including
nimself.3’ Here Shan-tao connects Mahayanist theories to a
mundane human society."This view was not a sudden revelation peculiar
to him. Shan-tao was part of the Tong process in which complex
Mahayana philosophy and practices were being made _approachable
for the common person.

Shan-tao considered the first thirteen methods of concentration
in the Kan-gyd to be designed for advanced practitioners. The last
three, the nine levels of beings with their respective types of concrete
ethics, and subsequent scenes of death and rebirth, he saw as more
suitable subjects of concentration for the unskilled Buddhist, the
common person.38 _

| Considering Shan-tao's intimate knowledge of the Kan-gyo, it

is perhaps safe to assume that he was familiar with the thirteenth

contemplation upon a Buddha image. In relation to this, what would
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Shan-tao's opinion of images and image making be? Through Shan-tao's
extant biographies and inscriptions, it is known that he created art
based upon the sitras. He may have supervised the work at the
Lung-men Caves and painted many representations of the Western Paradise
and heHs.39 None of the works which he personally produced remain
today, but many. of the paintings at Tun-huang are believed to bear his
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influence, His biographies refer to his artistic works as

pien-hsiang-t'u’}}‘,iﬂ @ , didactic images. In China this category of

art was associated with a type of popular Buddhist literature called
pien-wen ’§; 4 that was prevalent in T'ang times. Both were used by the

monks as teaching materials for the 1a1ty.41

Shan-tao may have
considered Buddhist representations to be a form of u E-a
(hﬁb;enﬁffi,),u allowing very Tlarge and spiritually varied
groups of people to see the Buddha and the Pure Land without the
difficulties of ‘contemplation.

Shan-tao has been pictured as a vibrant man, one who could
preach amongst the people and convert them to devotional practices that
almost anyone could perform. One of these was vocal recitation of the
name of Amitabha. Yet h‘e was also a highly disciplined Buddhist

man, skilled in meditation, art, and Buddhist scholarship., Shan-tao's

works, such as the Kuan Wu-liang-shou ching shu fﬂ_\‘ﬁ%_% ;ﬁ%fﬁ.&“

and the Kuan-nien fa-men 'ﬁ%.) ﬁ/‘;\ 74 ,aa are  devoted to

visualization of Amitabha and the Pure Land. Chappell says that
artistic influences were sources for transforming Shan-tao's life and

suggests that Shan-tao's artistic sensitivity and ability to visualize
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were linked.4® The psychological aspect of the relation between
creativity and thesability to visualize are beyond the scope of this
paper, but certainly both require a speculative mind that has the
ability to transform thought into images.

In his Kuan-nien fa-men, Shan-tao's methods of visualization and

preparations for the last passage are very similar to those prescribed

by Genshin in the 0jdyoshi. Genshin was highly
influenced by Shan-tao, as were all the Japanese Pure Land leaders.

Shan-tao provided Genshin with the iconography of the Twenty-
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five Bodhisattvas. In his Wang-sheng li-tsan and Kuan-nien fa-men

Shan-tao points out that the Twenty-five Bodhisattvas will protect the

person who is mindful of Amitibha. %

Chih-i and the T'fen-t'ai Tradition

Chih-i is considered the first patriarch of T'ien-t'ai
Buddhism.48 He  was profoundly  influenced by  Nagadrjuna's
Madhyamika thought and was an avid practitioner of contemplation.
His intellectual capacities produced a system of organizing all the
teachings of Buddha, both Hinayana and Mahayana, into five

periods. Of all the  scriptures, Chih-i considered the

Saddharma-pundarika-siitra [(J. MyShd-renge-kyd 44 ii\jjg’ %%5
o (hereafter called the Lotus-sitra)], as the text which

49

contained the Ultimate Teachings. Chih-i's propensity towards

eclecticism produced a syncretic form of Buddhism within which the

Japanese  sects of  Jddo F L., Jodo-Shinshd 55¥;t-§E'%Z . and
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Nich_irenﬂz'i could arise,50

Chih-i's view of Nirvana and the Absolute was an ontological
one. The method of comprehension was not through the intellect but
through the unmediated perceptive mind. Upon realizing the intuitive
state, one did not stand back and look at the Ultimate Truth but became

one with it.5l  This intuitive, non-cognitive mind is that of

§'nzat§.52 For Chih-1, §ﬁnxat§ was not a matter of
what was real or unreal, since the receptive mind and object were
interdependent.s3 §ﬁngat§ was a mental state wherein the

mind did not differentiate between reality and emptiness or between I,
the devotee, and thou, the Buddha. When all the dichotomies were
vanquished, then a person was in a position to view the Truth and be one
with it. _

The mind as the perceiving agent was highly important to Chih-i;
for within his view, the states of one's existence are within the mind
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only, and within one moment of consciousness exist three thousand

thousand {i nien san chien /%& i ‘T’ ) moments of 1ife, The choice of

heaven, hell, or another is completely dependent upon the mind of the
person.55 However, it cannot be concluded that Chih-i is of the
opinion that reality exigts within the mind. For that mattef, one
cannot deduce that he believed anything is real or rational, not even
Chih-i's philosophy, as that is his philosophy, a tradition that clearly
follows Nagarjuna. | .

Entry into Chih-i's form of Buddhism is through the exercise of

the contemplative mind, dhy3na (C. ch'an, J. zenﬁ‘? ). He called
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his system of viewing chih kuan,t‘ﬁﬁJ.Ss He had three general types
of contemplation: "‘gradual'’ (chien tz'u%ﬁﬁfﬁﬂ; 'vounded and sudden'
(yiian tunﬂtﬁ ); ‘indeterminate" (pu tingéf«ﬁ’,)."w Of these it
is the second which is most important in the Tink between Japanese
Tendai and Pure Land belijefs.

Yuan tun chih kuan is begun by making twenty-five observancés

that involve preparing oneself physically, emotionally, and spiritually
for extended periods of numinous exertion., The observances are followed
by any of four kinds of preliminary concentration: (Four Kinds of
Samadhi ) (1) constantly  seated  samadhi (J. jﬁza-sammaiﬁ?,gi

-

oA ), (2) constantly  walking samadhi (J. jSgyd-sammai

Wi zeg);, ' (3) half-walking, hal f-seated samidhi

(d. hangyﬁ-hanza-sammai.$ if.% 4 z 8f ); (4) neither walking nor
seated samadhi (J. higyd-hiza-sammai Jk 44 J¢ % = 8% .58

With respect to these four kinds of concentration, a Buddha of any
direction could be the focus of attention, but Amitabha was the most
usual one. The period of time required of a practitioner was from seven
to ninety days. Contemplation consisted of not only keeping one's mind
constantly fixed upon a Buddha image or an imagined Buddha personage,
but also involved penance, reciting the Lotus-sutra, calling upon
and worshipping the Buddha, thinking of various aspects of what is
considered good and evil agcording to Buddhist terms, and so forth.
When these four preliminary  samadhi are contemplated, the
practitioner proceeds to cheng kuan jg-%QJcontemplation which is more

recondite. It is a procedure in which there is a simulation to a
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certain degree of the process of enlightenment experienced by
Sﬁkyamuni while seated under the Bodhi tree.

Within this discussion of contemplation and enlightenment in
regards to T'ien-t'ai Buddhism, what is the position of Amitabha?
The T'ien-f'ai sect acknowledges the theory of the Triple Body of the
Buddha.59 Amitabha is considered to be the Reward Body

(S. sambhoga-kaya). This body of ‘“reward" or "pleasure" is the

reward for the fulfillment of vows taken by the Bodhisattva
Dharmakara. The ‘"reward" or "pleasure" refers to the enjoyment of
the Pure Land and hearing the Dharma being expounded, most specifically
the ]after, which 1is conducive to the attainment of en]ightenment.50

In contemplation Amitdabha was often the. Buddha favoured by
T'ien-t'ai practitioners. This was perhaps to some extent due to the

influence of sutras, - such as the Samadhi-sutra and the

Kan-gyd, where Amitdabha was directing samadhi practices or
the focﬁs of them; these siitras gave precedence to Amitabha
seeking him over other Buddhas. As well, he represents the virtue of
wisdom, Within the state of samadhi, one can listen to Amitabha
preach the Dharma, hence all ijllusions are destroyed and the bodhi
nature of the 1listener is aroused, resulting in enlightenment, The
T'ien-t'ai sect values Amitabha for his metaphysical qualities; he
is an object of devotion, and moreover he is the Buddha who could reveal
the FEternal Truth, 1if contacted through the contemplative mind.
T'ien-t'ai believers thought that enlightenment could be achieved in

this 1ife through contemplation.
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Summary

As Buddhism moved from its Indian place-of origin to China and
through time, there was an increasing distance between the historical
Buddha and his followers. With the rise of transcendent and Timitless
numbers of Buddhas under Mahﬁy&na phi]osbphy, Amitabha,
Buddha of tﬁe west, was singled out for worship. Through image
contemplation helievers sought to see, to hear?-and to be close to the
form of thé Tathagatha, called Amitabha. When one was incapable
of performinﬁ contemplation or méditation in the Age 6f the Latter
Dharma, the fnvocatiqn of the name of Amitabha was permitted,
although it was never a practice that was advocated in preference to the
two former, Amitébha was worshipped by many schoé]s of.Buddhism but
was supreme in the eyes of the Pure Land Buddhists, and was favoured by
the T'ien-t'ai followers, who believed that he could destroy illusions.
It is from thisf.background of devotionalism and contemplation that
Genshin, the Tendaf‘monk and inheri?or of Pure Land tgachings, emerged
from Heian aristocratic Buddhism to be a transmitter, interpreter, and

patriarch of Pure Land Buddhism in Japan.
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CHAPTER III
THE RISE OF PURE LAND BUDDHISM
ON MOUNT HIEI AND GENSHIN

For what reason is Genshin important to this study of
raigd painting? What is his relationship to the painting The
Descent of Amitabha and His Holy Multitude? On the back of this

painting there is a lengthy inscription dated 1587, which presents two
point§ of particular interest to this study. The first is that the
painting originated from Anraku Valley, an area of the Buddhist Tendai
monastery of Enryaku-jijéﬂ“j on Mount Hiei. The second is that this
.image was painted by Genshin.1

At present the painting is kept at Mount Koya, the Shingon
monastery established by Kikai & (posthumous name, Kabd
Daishi Ak /% X BF  774-835) in A.D. 816.2 The Shingon sect, under
the influence. of Kakuban'ﬁ',éﬂ(lOQS-llle), does accept the practice of
devotion to Amitdbha and aspiration for rebirth in the Pure Land for
the believer of a weak reh'g_ious capacity. There a;'e raigo
paintings associated with the Shingon sect, but they are different from
the painting that 1is the focus of this thesis. An example of an
esoteric or Shingon-influenced raigd painting is a work from
Zenrin-jiﬁ;#'ﬁ (fig. 8). The Jconography of Amitabha in the
centre, flanked by Kannon and Seishi, is inherent in most Amidist

raigdo art, but at the lower edge are the Four Guardian Kings, and
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the Sanskrit Jletter A appears in the upper left-hand corner.3

Undoubtedly, the Descent of Amitabha is different as depicted here,

and it does not belong to the Shingon Pure Land tradition but to that
which evolved on Mount Hiei.
The second point, concerning Genshin as the creator of the

Descent of Amitdhha, .is highly dubious. The art historian Minamoto

Toyomune and others have firmly established a twelfth-century date for
this painting, long after Genshin's death.4 Yet, the name of Genshin
is synonymous with raigo art. There are numerous pieces of art
attributed to Genshin, but none of these attributions can be

substantiated.

The Rise of Pure Land Buddhism on Mount Hiej

In A.D, 788, Saichﬁi&_ﬁﬁf(posthumous name, Dengyo
Daishi,# # 7 8% 767-822), the founder of Japanese Tendai Buddhism,
established a small temple on Mount Hiei. He did not study the
doctrines of the established sects of Nara® but those of Chih-i.
Impressed by the Chinese T'ien-t'ai master, Saichd went to China to
study at the source of this new Buddhist doctrine., After less than a
year he returned to Japan with new ideas of Buddhist devotion.

Saicho's form of Tendai was not a faithful copy of the
Chinese original. He brought esoteric, Pure Land, and Ch'an aspects
into the teachings, with the first of these elements being very strong.'
As well, 1in Japan, Saichd's form of Buddhism was intended as a

reform and an alternative to the Nara sects. He sought to involve the
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larger society to create a Bodhisattva sangha,” and he made Tendai the

protectorate faith of the Japanese nation, with Enryaku-jf, its temple
on Mount Hiei, quarding the north-east side of the new capital city of
Heian Kyd from e§11 spirits.

As in their Chinese T'ien-t'ai parent sect, contemplation was
practised by the Tendai monks. 0Of prime importance were the rounded
‘teachings of Chih-i, the Four Kinds of Samadhi.  Tendai monks
prepared themselves with the twenty-five observances for daily life,
then engaged in the four preliminary contemplations. In these four

samadhi, the Japanese addressed themselves to four different Buddhas

and Bodhisattvas: (1) joza-sammai--Monju ¥ FA_(S. Manjusri);
(2) jogyo-sammai--Amitabha; (3} hangyo-hanza-sammai--
Fugen% % (S. Samantabhadra); (4} higyShiza-sammai--Kannon

(S. Ava]okiteévara). When all four types were practised in the same
hall, the central image was that of Amitdbha. These contemplations
were practised in  special halls called Hokke-dé?i\ﬁff?.or'
Jogys-ds § 14 L. 7

Saichd's disciple Ennin @ -(794-864) also studied in
China.8 Upon his return to Japan in 851, he brought music that

praised the Pure Land, and he revived jogyo-sammai contemplation

that centred around an esoteric Amitabha. The contemplation
involved singing and chanting while circumambulating an image of
Amitabha surrounded by four 'Bodhisattvas of the esoteric type,
bearing the attributes of the hook, rope, bell, and chain.9 This

contemplation was performed in the fall during.the period of the full
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moon from the dawn of the eleventh day to the night of the seventeenth
day. The contemplation was not addressed to enlightenment through
~ rebirth, but to enlightenment in this life.

Ennin built a hall in the eastern section of Mount Hiei for this
practice; then after his death another such hall was built in the
western region. The walls of both halls were painted with portraits of
the Tendai patriarchs and scenes of the nine modes of rebirth. Neither
the halls nor the wall paintings exist today, but those scenes of the
descent and welcoming may have been similar to those that survive at the
Amida Hall of the Bydds-in+ ¥ Fi .10

During his Tifetime, Saichd was very interested in
esotericism (taimitsu ﬁ‘ﬁ? ) dnd he tried to learn it from Kikai.
Not only was esotericism a form of Buddhist learning in itself, but it
was an attraction in the recruiting of aristocratic patrons, who were
impressed by its magico-religious aspect and could strengthen the Tendai
institution politically and ecdnomica]Ty. The taimitsu tenaency grew
within the Tendai sect after Saichg's death, and the sect underwent
periéds of severe crisis. Tendai, a syncretic form of Buddhism, was
being torn apart by its very nature. The monks of Mount Hiei stfuggYed
with one another, championing various aspects of Tendai belief, and at
several stages the Tendai sect verged on losing its identity to the
rival esoteric Shingon sect of Kikai. Accompanying the religious.
crisis were both an overall moral decline of the monks and physical
disasters, in the form of fires on-Mount Hiei. By the tenth century

there was a definite need for reform within Tendai, ironically perhaps,
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because it had been intended originally by Saichd as an answer to
the corruption of the Nara sects. The monk Rydgen B 4. (912-985),
who was the eighteenth abbot of Mount Hiei and the teacher of Genshin,
met the challenge.

Ryogen, 1in his_ youth, studied esotericism, but he became
interested in Pure Land devotion through his contacts with the Nara
sects, particularly the writings of the Monk Chikﬁ”%‘?u (ca, 8th C.)
of the Hossd sect. Ryogen wrote an exposit{on on the
meaning of the nine levels of rebirth of the Kan-gyo, the Kuhon
Gjo-gi A 2 44 4 % . It was based wupon numerous writings,
including those of Chih-i, but the single most important influence was

Chikd's Yonjii-hachi-ganshaku v& + ~Ah A 1L

In 954 Rydgen built a Jjogyd hall in the northern
region of Yokawa#ﬁ M on Mount Hiei. This hall enshrined images of
Amitabha with four Bodhisattvas, but this set of five figures was.
not from the esoteric pantheon; the four surrounding figures were from
the Pure Land tradition of iconography. The four Bodhisattvas were
Kannon,  Seishi,  Jizd #L3(S. Ksitigarbha),  and  Rydjud, 4%
(S. Nagarjuna); the same four that surround Amitabha in the
Mount Koya painting that is under study in this thesis.

This change 1in iconography may have been affected by
non-Japanese influences as well. Nakano Genzd, in his investigation
of the Kakuzen-shd "ﬁf’_)’}%i"“, believes that there may have been an

12

influx of Chinese beliefs. The Kakuzen-shdo mentions that the

possible source may have been Ping-chou, an area of T'ang China near
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Mount T'ien-t'ai, where people worshipped Amitébha with Kannon,
Seishi, Jizo, and Ryuju, and believed in the welcoming descent
(figs. 9 and 10).13 Presumably, sometime in the late T'ang or Five
Dynasties period (907-959), Japanese monks learned of the iconography of
Amit3abha with the four Pure Land Bodhisattvas.

By the mid-tenth ceﬁtury the central iconography of Amitabha
with Kannon, Seishi, Jizd, and Rylju appeared on Mount Hiei,
functioning as statuary subjects for Jogyd contemplation by
Tendai monks. On the walls behind the statuary were scenes of the
descent and welcoming of Amitabha. The pictorial vocabulary of the

raigo theme for the Descent of Amitabha was clearly part of the

Tendai tradition of Pure Land faith. Genshin, the pupil of Ryodgen,
applied the raigd vocabulary to art and amplified the doctrine of

the descent of Amitabha.

Genshin: His Life and the 5j6y65hﬁ

Very little is known of Genshin's 1life, and most information
comes from a variety of legends. He was born in 942 in the village of
Taimakﬁfu%)ﬂj in the area of Yamato,l? Near his birthplace
was Taima Temple, where the Taima Mandala was enshrined. His father was
called Urabe t-%f , and his mother was of the Kiyohara c]anjﬁ'ﬁi ﬁ;,

which was related to the Minamoto c1an.15

Legend claims that his
father was not a religious man, but that his mother's faith in Buddhism
was profound. It is said that as a child, Genshin was quite spiritually

inclined and devoted himself to ascetic practices. His parénts grieved



when he left home to take up the robes of a monk, which suggests that he
was rather young at the time. Upon entering Mount Hiei, Genshin became
a follower of Rydgen at Yokawa, where he studied esoteric Tendai
(fig. 11). He was very successful as a monk, but it was success in the
worldly sense. By the age of thirty-two (A.D. 973), he became a tandai
[Eﬂgyg;jga.gl'fg 1.; this title refers to a chairman who handles
discussions of Buddhist religion and philosophy that were given in front
of the general population. At approximately the same time Genshin
became one of the ten master monks serving the imperial altars.
Moreover in 975 he took part in a religious debate held at the imperial
palace; this was a recognition of his scholastic éstuteness. However,
it is said that Genshin's mother was not pleased with her‘soﬁ's triumphs
and admonished him, After this Genshin retired from public activities

16

to take up Pure Land practices in seclusion. He was about the age

of forty at this time, In his seclusion he wrote the
5j6265hﬁ somet ime betwéen. the ages of forty-three and
forty-six (984-987). At approximately the same time (985) his master
Ryogen and his beloved mother died; their passing marked a turning
point in Genshin's life, a turn towards religious zeal with an emphasis
on concrete religious practices. Genshin's influence was not Timited to
Tendai religious circles and aristocrats; it spread amongst the common
people. His writings were also known to Sung Chinese (960-1280), as
copies of the Ujﬁzﬁsh' were sent to Kuo-ch'ing Temple
El/fﬁa on Mount T'ien-t'ai, and other exchanges of writings aﬁd

correspondence followed.l”
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The ﬁjﬁzﬁshﬁls is a manual of contempla-
tion and was written specifically for the Nijugo-sammai Society
P Ny o é? , a lay religious group directed by Genshin, with the
aid of minor aristocrats, such as Yoshishige Yasutane B #. (%ML,
(religious name, Jakushin¥Z i, 2-1002),19 |

The 5j6255hﬁ is intended for  those  who cannot
comprehend the more complex forms of Buddhism, and Genshin includes
himself as one of the foolish in need of an easier path to salvation.
Pure Land philosophy and Mahayana Buddhism are digested and
formed into concrete stepping stones that led the way to rebirth in
Amitabha's paradise. The 5j6265hﬁ is composed of
quotes and paraphrases from the sutras and scholarly Buddhist
commentaries; very little is original to Genshin., The importance of
Genshin and the 5j6265hﬁ lies within their relation

to the organization, transmission, and popularization of Pure Land

Buddhism.

The 0joyoshu . consists of ten chapters
altogether. The first two describe the ways of the various existences,
presenting horrifying views of the dark existences and exalting the joys
of heaven (fig. 12). Chapter three argues for the superiority of
Amitabha's Pure Land over other Buddha-lands. Chapter four
discusses the various forms of nembutsu, while in the following chapter,
thera is a discussion of ways to aid the performance of nembutsu.
Chapter six presents nembutsu for special ‘cases and occasions; this

includes the form for the dying. The benefits of nembutsu practice are
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© given in the seventh'chapter, and the eighth chapter presents proof of
nehhutsu;s value. Chapter n%ne discusses further practices that will
enable one to be reborn in the Pure Land. The last chapter attempts to
answer any queries that the user of the manual may have cpncerning the
Pure Land, rebirth, and so.forth.

Genshin's form of  nembutsu, as éxp1icated in  the

04yBshd, is- concrete and.  simple. In  accordance  with:
the teachings of Vasubandhu, there ﬁre five kinds of nembutsu:

(1) veneration of Amida (rafﬁai-mon 4L)jf'Fﬂ )i (2) praising Amida

(sandai-mon 3% %§ £4); (3) aspiring for the Puré Land (sagan-mon {¥ %

fj );' (4) contémpTation (kanzatsu-mon-ﬁﬂgég ﬂﬂ); (5) dgdicating “and,

transferring merit achieveq throhgh the above to others (ekd-mon)
sﬁl,fﬂ Fﬂ ). Genshin considers conéempTation to be the most important of
theﬁe five forms, devoting nearly half of the book to it. His form of
contemplative nembutsu is a synthesis of Chih-i's T'ien-t'ai methods,
‘with the object contemplation of ‘Hui-yiian, and the Pure Land
contgmpTations of Shan-tao. In order to. practige nembutsu, the
practitioher must have faith in Amitabha and his vow to save
sentient beings. |
The aim of Genshin's contemplative nembutsu is to realize
§Dngat5 .and  to accumulate merit for rebirth in Amitabha's

paradise, In the following passage Genshin clearly states the goal of

his chief practice of kannen nembutsu.

The person who performs nembutsu should reflect in the following
manner. These Buddhas, they come from no place and they go no
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place, they are only active in the mind. In the three
wor]ds,20 the karma of this body is only made by the heart.
1 contemplate according to awareness, and if I wish to see more,
then I see much; if I wish to see less, I see little. The many
Buddhas are just this mind of mine. What is the reason for
this? It is that they appear in accordance with my mind. My
mind is my body, and my body is emptiness. I, on account of
conscious contemplation, see endless Buddhas. I, through the
awakened mind, see Buddhas and come to know the Buddhas. The
mind does %ge the mind, When. I contemplate the
Dharma-dhétu,2 its nature s without solidity. If many
Buddhas all follow from awakening and contemplation, they rise
according to karma. For this reason the nature of dharma is
emptiness, and the nature of space, this again is
emptiness.22

The aim of realizing _é'n!at' through  contemplative nembutsu
was a Tendai trait of Genshin. Honen and Shinran did not- believe in

the necessity for the common person to realize such an abstruse goal.

Rinji-nembutsu was an important element of Genshin's
practices, The instructions for it are contained in the sixth chapter

of the Ojﬁxﬁshﬁ. Genshin first presents a  model
rite, which he claims is based upon an Indian form; then he offers two
forms of nembutsu reflection, contemplative and vbca].

The model rite %s quoted from the summary of the Four Part

.Vinaxa23 from the "Chapter on Watching Sick Persons at Their ODying

Hour" of the Chigoku Honden TH A 47 28

In the north-west corner of the Jetavanatha-pindarama,25
where the sun sets, the Hall of Evanescence was built.. ‘If there
. was a sick person he was made to Tie quietly in there. Foolish
persons were seized with evil passions,. and when they saw
c¢lothing, eating utensils, and assorted articles in the monks'
quarters, many engendered worldly attachments, never despising
such worldly things in their hearts, and so it was decided to
move elsewhere., This hall was called "Evanescence,” and there
were many who came to it, but only one or two who returned.
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Adapting to the shape of the setting sun, they proceeded to
deepen their thoughts concerning impermanence with undivided
attention.26 In that hall there was enshrined a standing
image, covered with gold leaf, and turned towards the west.
That image's right hand was raised and to the Teft was fastened
a long five-coloured streamer that trailed on the ground. In
order to calm the sick person, he was placed behind the image,
made to take hold of the end of the streamer, and thus he was
caused to think of following the Buddha to the Pure Land. The
nursing attendants burned incense, scattered flowers and adorned
the patient in a dignified manner. If there were any bodily
wastes, such as vomit or sputum, these were disposed of. So it
was said. In another source it is written: face the Buddha
image east and place the sick person in front of it. And giving
my own views, I say, if there is no special place, then turn the
patient's face west, burning incense and scattering flowers.
Advise meditation or make him worship a correct and sublime
Buddha image.27

The form of nembutsu for the dying is less a form of contemplation

than a means of allaying fear for the dying Pperson and his

28

relatives. The need for the use of images in rinju-nembutsu

to simulate the coming of Amitabha no doubt spurred the evolution of
painted raigo. images.

The rinjli-nembutsu rites required the aid of a special

friend who could attend to the dying person. The chief purpose of fhe
formation of the Nijugo-sammai Society was for its members to aid
one another at the time of death by'providing the proper conditions and
rites for. passage 1into Amitdbha's Western Paradise. This was

specified in both the pledge of the society29

30 A

and in the sixth
chapter  of the  0jdydshi. person  who  did  not
die under these specific conditions could not be entered into the
records of rebirth as hﬁving reached the Pure Land.31

Genshin's Pure Land practices allowed the participation of the
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laity, who were more than mere spectators or subjects of esoteric rites.
The simplified contemplation techniques I of the
5j6165hﬁ allowed ordinary people to take an active
part in their own salvation.

The Nijugo-sammai Society was composed of religious adepts
and lay people. It met once every 1hnar month on the night of the full

moon, when Amitabha's presence was said to be the strongest, to read

the sutras and practice "ceaseless nembutsu" (J. fudan nembutsu a~H§T
& 1A ). From 1l to 3 P.M, the group gathered; from 3 to 5 P.M. there
were lectures, "merit transfer," and the reading of the society's
pledge. From 7 P.M. nembutsu began; the next morning at 7 A.M. vows
were made, twelve fascicles of sitras were read, and the name of
Amitdbha was called two thousand times.3? .

. Aside from teaching techniques of contemplation, Genshin in the
5j6!65hﬁ also provides acts that will facilitate
rebirth in Amitabha's land. Genshin commented that many sdtras
only provided summary teachings that were unclear as to the many ways of
rebirth.33 Briefly but clearly he clarified the scriptures by
presenting thirteen acts that could be practised by a believer:
(1) almsgiving; (2) learning the Buddha's teachings and entering into
his service; (3) persevering; (4) diligence; (5) quietly calming the
mind; (6) receiving wisdom through the true teachings; (7) desiring
enlightenment; (8) performing contemplation; (9) reading and chantihg
the Mahayana sidtras; (10) protecting the Buddhist teachings;

(11) respecting parents, teachers, and elders; (12) not disdaining
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persons filled with conceit; (13) not overindulging in bodily
pleasur'es.34 The 5j6z65hﬁ was clearly written as

a handbook of daily practices for the laity.

Genshin's Art and the Raigd Theme

Like Shan-tao before him, Genshin had a reputation as an
artist. There are numerous works of art attributed to him; the three
most famous of these are: (1)-the painting of Mount Koya; (2) the

Yamagoshi-raigo-zu of Konkai-komyo-ji (fig., 13); (3) the Amida

Triad of Sanzen-in in Ohara. A1l of the above attributions are
considered dubious by art historians, but popular sentiment acknowledges
them as works by Genshin.

Before approaching the question of whether Genshin was an artist

or not, or whether he painted the Descent of Amitabha at Mount

Koya, an examination of his 1liaisons with the raigd theme and
art is necessaéy. With such a study, Genshin's artistic attributions
will appear viable and less mythologized.

For what reasons would Genshin select the theme of the descent
of Amitabha to paint? As a child, Genshin was most likely familiar
with the scenes of kuhon along the Tower edge of the Taima Mandala.
Then as a monk on Mount Hiei, Genshin's teacher Rydgen introduced to
Japan the iconography of Amitdbha with the four Pure Land
Bodhisattvas.  Moreover, Rydgen stressed an understanding of kuhon

in his writing of the Kuhon 5j6-gi, which he passed on to

Genshin. Genshin, himself, believed that contemplations on kuhon, as
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part of the sixteen meditations of .the Kan-gyG, were a prime cause

q.35

(J. gen-in ) of rebirth in the Pure Lan Furthermore,

Genshin presented the raigd scene as part of the chapters on hells

and heavens in the 5jﬁzﬁshﬁ.35 , Inoue believes

that these two chapters were intended to be read aloud and contemplated
upon, as the siitras were.37 His theory is highly plausible,

considering the nature of the treatise. The raigd theme, as part of
these chapters, was 1intended as upaya, an expedient means of
teaching. Also, these chapters present the horrors of hells, the jby of
seeing Amitabha descending, and the pleasures of the Pure Land in
order to arouse the mind of faith in the reader in preparation for
nembutsu,

The subject of Amitdabha descending with a great host on
cloud vehicles can be found in the Pure Land sutras and the Taima
Mandala, but it was not a major theme in Japanese Buddhist art until
Genshin popuT&rized it in the opening section of the second chapter of
the 5jﬁxﬁshﬁ. After the vivid descriptions of the
tortures of hells, the horrors of human 1life, and the inadequacies of
deva heaven, the reader is presented with the imagery of salvation.

According to the vow of Amitabha Tathagatha, he will

come with many Bodhisattvas and ten thousand monks, brilliant

rays of light will shoot forth, and he will stand distinctly
before your eyes. At that time the merciful Kannon with hands
of happiness and good fortune, offering a jewelled lotus dais
will appear in front of the believer. The great Seishi and the

infinite hosts will say ngﬁfings together and joining hands,
they will lead the believer.
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This is not only the «climax of the 0joyoshi but the
culmination of the fruit of faith and nembutsu. A1l Pure Land followers
aspire to achieve this vision of salvation. The Japanese were not
content to read of Amitdbha's descent in the sitras or see it
along the lower edge of the Taima Mandala, they desired the reality of
that most splendid moment in this 1life. They devised raigo art to
encourage the human imagination.

One of these art forms was the mukae-kﬁiﬁﬁzﬁ; which was
believed to have been originated by Genshin, The mukae-kd is a

dramatic performance of the descent of Amitabha.3?

Mukae means
"to welcome"; ko refers to a "lecture" or an "association.”

On the back of the Mount Koya painting, the inscription says
that the teachings of Amitabha (“the guiding hand") were transformed
into a dramatic performance, ddring which time the offering encountered
this "honoured 1mage."40 The "dramatic performance" refers to
mukae-kd; this means that 1in the sixteenth century, when the
inscription was written, this 1image was used for the mukae-ko
ceremony.

" The mukae-kd is a form of M'ﬁﬁ,.“ Gyddo
has two meanings: the first suggests walking the path of the Buddha; the
other means a procession around an image with the right shoulder towards
it, in other words, circumambulation, There are many forms of the
mukae-kd, depending upon the master of the temple, but, in general,
the characters consist of Amitabha with his main bodhisattvas and

twenty-five minor bodhisattvas who descend to this world. The -
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performers are selected from resident monks and parishioners. This
performance has engendered many artistic creations, such as masks,
costumes, sculpture, and painting (figs. 14, 15).

The earliest references to the mukae-kO are associated with

Yokawa, the area of Mount Hiei where Genshin lived. The

Shurydgon-in Nijligo-sammai Kechien Kako-chd ¥ #% ﬁ, 6% = '1’

23 A% AR £ %L 6 , dated 1014, makes the earliest reference to

42

it being performed at Yokawa. 5gushi Sumio believes that

the mukae-ko grew out of Genshin's nembutsu meetings with the
laity.

Concerning the early function of raigd painting, there is
the the story of Taira-no-Koremochi¥ 4## ¥ (ca. 10th c.) in the

Goshiii  0jo-den 4h b 74 4 f4 . Koremochi, a  warrior,

was dying in a remote area far from Kyoto. He sent for Genshin, but

the latter was unable to attend in person, and instead sent a "mandala

of Amitdbha welcoming [one] to paradise."44

The type of image Genshin sent to Koremochi 1is unknown.
However,  in  the 0j6ydshi and the pledge of  Genshin's
nembutsu lay society Genshin emphasized the rite of rinji-

nembutsu.45

This rite involved the use of images, which were used
as foci for a simplified remembrance of the Buddha and as props to
simulate Amitdbha's act of leading the believer to the Pure Land.

Rinjd-nembutsu will be discussed further in Chapter IV in relation

to Genshin's aristocratic lay followers.

Genshin, as a child and monk, was familiar with the iconography
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of the descent of Amitabha. And, within his own work, -the
ﬁjﬁzashﬁ, contemplation of kuhon raigd held an

important position in his doctrine of Pure Land Buddhism. Therefore,
his association with the raigd theme is not without Jjustification.
Yet Genshin's association with raigd painting has been obscured by
legends and hearsay, so that art historians disregard his true
contributions to this Pure Land genre of painting. Having discussed the
raigd theme within the context of Genshin's Tife, doctrine, and
quasi-legendary reputation, it is now possible to view his creation of
raigd paintings with a certain degree of credence.

Numerous biographies of Genshin mention that he created works of

art, but there are two that specifically state that he created raigo

art. These biographies, the Enryaku-ji  Shurydogon-in Genshin
Sbzu-den <¢ & § FAT AL MLAN B A i (dated  1040-10447)  and
the Shuryogon-in Nijugo-sammai Kechien

Kako-chd % 4% )%fz_ Mo ~th 28k i A% kg{‘f]_ﬂ’% (dated 1013), both
say that Genshin painted the form of Amitabha's descent and
welcoming according to the sutras. His raigd paintings showed
many monks and very few bodhisattvas.*®

It comes as no great revelation to be told that Genshin painted
or made other art objects. Shan-tao, Kukai, Chinkaiié*}é% (1091-
li52), and others painted or sculpted as part of their vocation as
monks. In redard to Genshin as an artist, the real question is: How

well did he paint or sculpt? Was he truly capable of producing a major

masterpiece such as that of Mount Kdya?
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The Mount Kdya painting is generally considered to be a

twelfth century copy of an earlier work.%’

However, the inscription
on the back claims that it was painted by Genshin at the age of
twenty-four. The painting shows remarkable control of brush, colour,
and form. These are signs of a very talented and mature artist, hardly
the work of a young man, unless he were truly an artistic genius. Since
there are no works that are of certain authorship by him, his talent
cannot be assessed. The inscription may be overenthusiastic in its
attribution of the pafnting to a twenty-four year old Genshin, as he did
not devote himself solely to Pure Land faith until reaching his late
thirties. Therefore, it is extremely dubious that he created such a
major piece of Pure Land art,

Aside from the possibility of creating works himself, Genshin
may have been a patron of art. The Asaba-sho Fﬂ?ﬁ%‘j’}‘ :c,ays that
he commissioned a picture of the welcoming to the Pure Land by Kasube
Tsunenorif‘%F‘f\?ﬁd 28 There are no records of a painter by this
name, but art hfstorians believe that there is a mistake in the
transcription of the Asaba-shd and that the artist was Asukabe.
Tsunenori%.% %Fﬁi’ §1 (ca. 10th c.), who was a painter of the imperial
court.49.

Genshin did not paint the Descent of Amitabha at Mount

Kdya, but he may have painted other raigd images from which this
painting was copied. It 1is almost certain that he painted and
commissioned images, and, in view of his strong affiliation with the

raigd theme, his images were most Tikely of the descent of

—
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Amitdbha. However, the creation of a whq]e genre of Buddhist
painting was not contingent upon him alone. The raigd theme and the
making of 1images of 'that theme had the popular support of the
aristocratic laity. Genshin's doctrine and art particularly appealed to

them.
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Footnotes

1See Appendix A.

'2§h1ngon is a sect of Vajrayana (esoteric) Buddhism,
which believes in the cultivation of the three secrets of mind, body,.
and word to bring about enlightenment in the present life.

3Thé Four Guardian Kings are the four deva kings who guard the
four auarters of the world, The Tletter A 1n esoteric Buddhism
symbolizes the unity of the world; it is the origin of all elements of
the world. The letter is used for meditation.

;. -
Minamoto Toyomune.d? ;_ "K oy -5 o Shoju
Raigd-zu ni Tsuite" & £ 0 n &_ -f’,it 5‘.1.41 ’E;}.s 3 . Ars
Buddhica, 16 {June 1930): pp. 106-17,
5 L .
The Six ,,Nara Sects are Kusha 1 %‘ Jojitsu A& E .
Ritsu 4 , Sanron 235 Hossg it M, and Kegon % f’i

64 religious community composed of the Tlaity and ordained
persons living in the path of Buddha.

7Matsunaga Daigan and Alicia Matsunaga, Foundation of Japanese
Buddhism 2 vols.' (Los Angeles: Buddhist Books International,

1976)1: p. 158.

. 8Enmn trans. by Edwin 0. Reischauer, Ennin's Diary: The
Record of a P1]gr1maqe to China in Search of the Law INew York: Ronald
Press, 1955).

91t is genera]ly believed that this group was derived from the
Taizd Mandala k4 %; However, Nakano Genzd helieves
that it may be an  abbreviation of another type of mandala called the
Kuhon Mandala 28 % 1% . "M1kkyo ?221%a zo$ 1’éara
Jodo-kyd Amida-z5 ; 4 3% [EIR0 3
AISE 354 M 3’%}% @,/\ » Museum, 386 (May 1983)

lnNakano Genzo, Jodo-kyo no B1Jutsu:

Byddd-in . ‘ Ho5-do @- % o
{Tokyo: Gakken, 1978): p. 149. S S TR S

11Inoue Mitsusada, Nihon JGdo-kyd, pp. 139-45,

12yakano, "Mikkys Amida-z5," p. 7.
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13 Dai Nihon Bukky Zensnu Butsu-sho Kanko-kai,
eds., X 8 R A M %2 & {nd {'I 75, Kakuzen-shd (Tokyo:
Meichd-fukyu~kai, 1978):45: p, 178.

14This is the area of present day Nara prefecture.
15Andrews, n. 39,

16This was an official declaration, but in truth he mixed with
Kyoto aristocratic society in order to serve his patrons. He did not
openly evangelize, but rather the aristocracy came to him. This topic
will be dealt with more thoroughly in Chapter IV.

17 shida witsuyuki % @ %, 2 , “Genshin," Genshin, ed by
Osumi Kazuo and Hayami Tasuku (Tokyo: Yoshikawa Kobunkan, 1983):2

- 18At present there are numerous versions of Genshin's
0joyoshu available. Hanayama's collated version is
considered the best contemporary  copy of the Kambun text. Ishida
Mizumaro has translated the 0joyoshd into two modern
Japanese versions: one s the Nihon Jodo-kyd Yoyake for the
lay reader and the other is in the Shiso Taikel series for scholars.
For all references see the b1b11ography

19Yosh1sh1ge was, e compiler of the Nihon 0jd
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20This refers to sentient beings, non-sentient beings, and
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CHAPTER IV
ARISTOCRATIC PATRONAGE

In his biographies, Genshin is represented as a religious

rec1use.1

However, as a monk of Mount Hiei, he was required to serve
the aristocratic patrons of that monastery. fGenshin's Pure Land beliefs
would not have grown into individual sects, branching off from Tendai
Buddhism, if he and his doctrines had not enjoyed the support of a
wealthy class. Genshin was not a hypocrite, but he had 'to serve his

patrons,

According to the Eiga Monogatari "Eg’?i{ﬂ %%(hereafter called

the Eiqa),2 for example, Genshin was present at the funeral of
Kanshi%, 5 (before 9997-1025), the daughter of
Fujiwara-no-Michinaga %234 & (966- 1027).3
The Holy Teacher Genshin and his people were there, as was the
Ohara Novice Akinobu, who felt that he could not absent

himself from such an event, even though he had renounced the
world.

The "Bishop of Yokawa" in the Genji r~‘lonogata\r1’3/,?1E\IﬁfﬁJ ?%

(hereafter called the Genji)5 is  frequently identified with

w7 This

Genshin.6 He is described as a "holy and learned man.
bishop had renounced the world, but he left his mountain retreat to
attend his sick mother -and take her on a pilgrimage. During the

pilgrimage, the bishop was called to court to cure the First Princess of
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an i]]ness.8

He is a pious man, yet he serves as a link between the
Buddha and the sentient world. |
Both of the above books are historical novels; through them an
image of Genshin as one who "could not absent himself" from the affairs
of the Heian aristocracy is drawn. This image of a learned and
reclusive monk bound by duty to his family and society is perhaps more
true than the biographies that extol his virtues to the point of myth.
The writer(s) of the Eiga was "very familiar with - the
5jﬁzﬁshﬁ, particutarly in  the later chapters, which
were written sometime between 1042 and 1101.% The characters of these
last chapters often quote or paraphrase Genshin's treatise. During the
scene of Michinaga's last moments, the author of the Eiga offers this
paraphrase from the beginning of the second chapter of the
5j6265hﬁ's section preceding the joys of the
raigo vision and the-Pure Land. |
When the doer of evil works dies, wind and fire depart first.
Movement and heat result, and there is thus much pain. In the
case of a person with good roots, parth aqd q%ter depart first,
so that death is gentle and there is no pain.
In the next scene Michinaga is dead. The author is very familiar with
Genshin's work and knows how to use it in appropriate situations. One

may guess that amongst upper class people of the Heian period, Genshin

and the 5j525shﬁ were well known.

The Buddhism of the Heian Aristocrats

Buddhism was introduced to Japan by the sixth century. It was
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not initially received as a philosophy or faith, but as a superjor form
of magic from the continent. Knowledge of Buddhism was at first the
possession only of authorized persons from the upper echelons of
Japanese authority. By the tenth to twelfth centuries Japanese Buddhism
had not Tost its magical aspect, although it had spread widely amongst
the ruling classes and was practised by some of the common people.

The most common application of Buddhist magic or esoteric rites
was to cure illness and secure safe childbirth. Upon the illness of the
Grand Empress Kensh14Hf<§'(994-1027), another daughter of Michinaga, she
received the following rites:

A twenty-one day series of esoteric rites undertaken by Bishop

Meison had produced no improvement, The Bishop's efforts were

reinforced by those of other notable monks, who were directed to

perform two~ and three-altar rites, but the disease proved
impervious to their outpourings of mystic invocations; the Grand

Empress did not so much _as yawn. Every purification and

oblation ritual was tried.

The rites for illness were common; sometimes the& were efficacious,
but in the case of Kenshi, they were not.

For the happier occasion of pregnancy, Buddhist rites and
prayers were eagerly sought after to insure the safety of the mother and
child. When the Empress Ishiék & (999-1036) was pregnant,

Michinaga, both happy and apprehensive, sent messengers to

templés and shrines everywhere- to enlist the services of

prayer-monks. As seemed only right under the circumstances, the

prayers were to be incomparable--even more impressive than in
the past.l?2 )

Buddhist rites and prayers were a]so'app1ied to ward off bad
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luck, bad weather, evil spirits, and a host of other problems. In the.
Genji there are prayers for 10ngevity,13 but the Eiga is even more
specific in stating that Buddhism can prolong life. In the case of
Kenshi, the Eiga grovides this passage: "'If she directs a single
thought to the 100 §§kyamuni images,' one monk declared, 'it will

llll4

mean another 100 years of Tlife. During Michinaga's last days on

earth, the emperor "arranged to have 300.bolts of silk and 1000 rolls of
other cloth sent from the court to the temple to support sutra-chanting
for the prolongation of Michinaga's 11fe."15

In both the Genji and Eiga Monogatari there is a steady growth

of pessimism and a focus upon death, as well as more interest in Pure
Land Buddhist rites and doctrines, as the reader approaches ihe closing
chapters. This is natural, in that the characters are growing older and
are falling victims to the evanescence of 1life, and that Pure Land

16 The Pure Land

Buddhism 1is essentially eschatological in nature.
Buddhism of the Heian period was spurred by the belief in the Age of the
Latter Dharma (J. Mappd), the final age. The concept of Mappo
was not new to Japan; as early as the eighth century, Saichd wrote
the Tﬁmzﬁ-kiijﬁ'&ﬂ%ih a treatise defending the 1loose morals of

monks, because that was a sign of the final age.17

By the time of
Michinaga's latter years, epidemics of smallpox and measles, as well as
a diminishing of aristocratic morals and power were making the Age of
the Latter Dharma appear to be a reality. The dark pessimism is
reflected in this passage from the Eiga: "All the world was dark after

Sd&yamuni entered nirvana. And now that the Tlamp of the world
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was extinguished, many indeed were those who groped in the long night's

dar‘kness.”18

One of the primary functions of Buddhism was to provide rites
for the dying and the dead. The native Shintd religion of Japan did
not have any provisions to deal with death, while Buddhism provided
doctrines to explain death, rites to give hope to the dying, and
services to remember the dead. The Buddha most important for the dying

and dead was Amitabha. In Genji, wupon the death of Yugao,

19

forty-ninth day services were held at the Lotus Hall on Mount

Hiei, and Genji "committed the one he had loved and lost, though he did

not mention her name, to the mercy of Amite'lbha.“20

Genshin, in the 0j0ydshi, provided a  special

form of nembutsu for the dying, rinju-nembutsu. And according to

the pledge of the Nijugo-sammai Society, the function of the group
was not only to practise nembutsu but to aid one another at the time of
death and to record the rebirth. The Eiga says "that a person has been
reborn into paradise is based on reports about dreams and the manner of

II21

nis  death, . . . Genshin's  model for  rinju-nembutsu,

provided in the second section of the sixth chapter of the

5j5265hﬁ, was closely followed by Michinaga in the
Eiga. In preparation for his death, Michinaga built an Amitabha
Hall, a hall of evanescence, at H3jo-ji 32.5i é , enshrining
nine images of Amitdbha that were symbolic of the nine categories of
rebirth (fig. 16). 0On the doors of this hall were painted scenes of

22

kuhon. Nearing his end, Michinaga shaved his head and took the
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vows of monkhood, resigning nimself to his departure from the sentient

world.

Altogether detached, it . seemed, from worldly concerns,
Michinaga fixed his gaze on the nine Amitabha images,. . . .
His only desire was to concentrate his thoughts on Amitabha
Buddha as death approached. . . . He lay facing west with his
pillow to the north, his eyes on the signs and attributes of the
Tathagatha  Amitabha, his ears filled with holy
invocations of the Buddha's name, his heart fixed on the Land of
Ultimate Bliss, and his hands grasping the braids held by the
Amit3bha statues.?3

Attending Michinaga was the novice monk Narinobu, who exhorted him to
invoke the name, and who received dreams concerning the fate of his
charge., Several days after Michinaga's death, his daughter received a
note from her father saying that he had achievea rebirth in the lowest

22 There may be some ‘fictional embellishment -n

category of kuhon,
this passége, but, on the basis of extant images used for rinju-
nembutsu and numerous volumes of rebirth accounts, one may assume that

rinji-nembutsy rites were not uncommon, though perhaps less

ostentatious than Michinaga's.

The funerals of the wealthy aristocrats.were splendid affairs
that were as magnificent as they were sad. They displayed the assets
and power of the aristocrats even in death, as reflected in this passage
concerning the funeral of the Grand Empress Kenshi.

The funeral procession was a melancholy spectacle, utter]y.

different in customs and general appearance from the .imperial

lady's usual progress, but it was also verg grand as it moved
along beneath the fine cloudless sky,. . . .25
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For her Thirty-fifth Day services, magnificent offerings of images
were made, as seen in this passage:

dedicatory rites were held for the recently completed statues

of the Five Great Mystic Kings,26 and for 10,000 Fudd

images. The purpose was to try to ensure Kenshi's rebirth in

paradise, . . 2
Moreover, for the final Forty-ninth Day service a silver Amitabha
Triad was offered.28 Such fine funeral processions and offerings
could only be afforded by the very wealthy and powerful.

In all of the above quotations there is the aristocratic con-
sciousness of pageantry and pomp. Buddhism provided the Heian aristo-
crats with occasions to display their riches and status. In preparation
for the dedication of the Amitabha Hall of Hojo-ji, the
imperial ladies fussed over clothing of "damasks and bombycines in

n29

willow, cherry, wisteria, and yamabuki combinations. Later at

the dedication of .a copy of the Lotus-sutra, the lecturing monk is
dressed in "gorgeous red garments, and the anticipation of the congrega-

tion mounted as he raised his censer in an impressive gesture of homage
ll30

oy

religious occasions speak less of piety than of wealth, power, and

to Buddha," while "the ladies basked in reflected glory. These

glory.

The aristocrats expressed their piety towards the Buddha in a
number of ways. They copied and chanted the sutras, sponsored and
attended Buddhist services, made pilgrimages and offerings.

Chanting and reading the sutras were the most common methods
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of expressing piety for the Heian individual. 1In the Eiga the wife of
Prince Tametaka and the daughter of Koretada read the Lotus-sitra

31

two or three thousand times. Intoning the name of Amitdbha

was another practice believed to be suitable for affecting karma.
Kenshi was said to have invoked the name one million times.32
Making a religious pilgrimage was a very popular practice, because it
was not only a devout act, but it afforded the aristocrats an occasion
for gathering together and sponsoring religious events., Senshi (n.d.),
an Imperial consort, upon her arrival at Ishiyama,
presented damask curtains and silver bowls as offerings, gave
vestments to the abbot and all the others, held a feast for the
monks, added to the temple's lands, commissioned recitations of
every description, and arranged' for a myriad-light service.
.. In every detail, as may be imagined, the services far
surpasged any of the similar rituals she had sponsored in other
years,33
Another manner of expressing faith was to renounce secular
life to take up the robes of a monk or a nun. This was a very popular
action, particularly amongst the emperors, who could resign from their

34 The

official posts to enjoy the privacy of an elegant cloister.
aristocrats almost all took religious vows towards the end of their
1ife, in hope that their action would bring good effects upon their next
rebirth. The Empress Kenshi became a nun on her deathbed, as did
Kaneie, the Chancellor and Regent.35 However, taking the tonsure of
a monk or nun was deemed suitable only for persons near death or very

elderly; it was not considered appropriate for young people,

particularly young women. Ukifune, the reluctant lover of Niou in the
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Genji, was told by a nun when she decided to renounce the world, "But
you are so young and so pretty. How could. you possibly want to become a
nun?"36 Young people were expected to enjoy life; the life of a
monk or nun was only for those who had passed their youth and were ready
to retire to the cloister.

The Buddha not only taught his ordained and Tay followers to
perform contemplation or chant sutras, but he also left a moral code of
charity, diligence, non-violence, non-indulgence, and celibacy, rules of
good  behaviour. Genshin in his 0joydshli  restated
some of the Buddha's precepts, but the Genji and Eiga rarely mention

piety expressed through moral behaviour. The outer trappings of rituals

and offerings predominate over a moral spiritual faith. .

The Patronage of Art

The Heian aristocrats expressed their faith in Buddhism most
profoundly in images and architecture. The Tater chapters of the Eiga
are filled with descriptions of lavish offerings of images, and of
Michinaga's building of Hojo-ji.

When Tadanobu's wife was dying, Tadanobu "collected thirty or
forty Buddhist artists, provided them with silk, and told them to paint

innumerable life-sized sacred 1'mages,"37

while ten thousand images
of Fudo were made for Kenshi's Thirty-fifth Day service.

The grandest display of Buddhist art was created by Michinaga.
The Amitibha Hall of H3§6-ji  (fig. 17) was built  in

preparation for Michinaga's demise; it was destroyed by fire long ago,
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but the Eiga left this record of its glory.

The building that greeted the eyes of those companions was a
tile-roof edifice in the western part.of the compound, facing
toward the east and extending for more than ten bays from north
to south. The rafter ends were the color of yellow gold, and
there were mother-of-pearl flowers inlaid with colored gems at
the intersections.

The interior grounds  of HOjo~ji were patterned after

descriptions of the Western Paradise.

Along the shores of the spotlessly clean lake there stood rows
of jewelled trees made of the seven treasures, with lamps in
silver and gold nets suspended from their branches. There were
wheel lamps made to resemble flying chariots and waterwheels,
and gem-net lamps tied with cluster-dyed braid in different
colors, or shaped like peacocks, parrots, and kalavinkas. .

It was all wonderful to behold,. . . 39

Compare the preceding passage describing the garden of H0jo-ji

with the account of the Pure Land from the Kan-gzé.

A1l the jewel-trees have flowers and leaves consisting of seven
jewels all perfect. All flowers and leaves have colours 1ike
the colours of various jewels:--from the colour of lapis lazuli
there issues a golden ray; from the colour of crystal, a saffron
ray; from the colour of ‘agate, a diamond ray; from the colour of
diamond, a ray of blue pearls.

In the Shaka Hall of Hojo-ji Michinaga placed one hundred

images of éékyamuni(

The central image was a golden figure sixteen feet tall. The
other ninety-nine, also gilt, were life-sized, and thus equal in
height to the spectators, but the spaciousness of the hall made
them seem no taller than seated five or six-year-old children.
The sixteen-foot image rode in a special cart, attended in a
stately procession by all the invited monks, and the other
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ninety-nine were moved in hand litters, each borne by four men
wearing dark green silk trousers with glossed linings. The
reflections of the statues floated more like buddhas on the
surface of a lake.%

The scale of image making and temple building in the Heian
period was tremendous. Most of those paintings, statues, and Buddha
halls have perished in the temporal world, but the B8ydd5-in ¥
4@ %,(1053) and Chﬁson-ji‘f é?-é (early twelfth century) remain to
speak of the "flowering fortunes" of Heian Buddhism (fig. 18).

Art and architecture were important to the Heian aristocrats not
only as a material extravagance; their creative impulse was inspired by
particular sutras.

The primary sitra read by the Helan aristocrats in both the,
Eiga and Genji was the Lotus-satra, which was central to the
doctrines of the Tendai sect. In the Eiga alone the Lotus-siitra is
mentioned more than twenty-five times., In the second chapter of the

' /
Lotus-sutra §5kyamuni Buddha is speaking to Sariputra, and
the assembly of holy men has departed because they cannot comprehend the
Buddha's teachings. The Buddha says:
Those who with many-colored designs create Buddha images,
Adorning them with the marks of hundredfold merit,
Making them themselves or having them done by others,
Have all achieved the Buddha Path.
Even children in play,
With grass, sticks, and brushes.
Or with their fingernails,
Draw Buddha images.
Persons like these,
Gradually accumulating merit

And perfecting thoughts of great compassion,
Have all achieved the Buddha Path.4?
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The Buddha is explaining that by making art one can approach the
single Eternal Truth, and that all sentient beings possess the bodhi .
nature. Through the expedient means of art, one can realize the nature
to become a Buddha; whether by chanting a sitra or making an image
all ways lead to the way of Buddhahood. This teaching is considered
primary to the doctrines of the Tendai sect.

Furthermore, in the 0joyoshu, image making

and temple building are two of four forms of innenEﬂ iﬁi, (S. hetu-

pratyaya). Innen is a compound word, consisting of "in" which means a
direct cause, while "en" refers to a secondary cause, and all results or
actions are caused by the interaction of the two. These four forms of
innen were: (1) offering flowers, fruit, and incense, and building
temples and pagodas; (2) not injuring others intentionally; (3) making
Buddha images and ‘enshrining them on a lotus pedestal; (4) having a deep
and perfect faith in the enlightenment of the Buddha. Performing one or
all of these -acts will result in the believer being reborn inside a
lotus flower in front of the Buddha.*3

Not only was the creation of images important, but the mere
sight of a Buddha image was believed to be meritorious. At the
dedication of the Yakushi Hall of H3jo-ji seven images of
Yakushi (S. Bhaisajya-guru) were unveiled, and the writer of the Eiga
says:

A1l those who were present on that occasion must have been

endowed with immense merit. One pities the people of the past

and future! Denied the privilege of gazing on those holy
images, they can only be compared to sentient beings who live
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The notion of gaining merit from gazing upon a Buddha image is based

upon the thirteenth meditation of the Kan-gy6. The sutra says:

If there are those who, with a sincere mind, desire to be reborn
in the Western Paradise, they should meditate on a sixteen-foot
Buddha image placed on the surface of a lake. It was previously
said that the body of the Buddha of Infinite Life is boundless,
and. that it is beyond the comprehension of the mind of the
common person. However, through the long cherished vow of the
Tathagatha, the person' who recollects and reflects upon the
Buddha body will achieve his goal. And, if he reflects on a
Buddha image, he will attain Timitless happiness.

Images were used for kannen nembutsu to realize the state of

éﬁnzaté in which Buddhas could be seen; the realization of this
state and the visualization of Buddhas was part of the progress towards
Enlighterment. In the Eiga there is a convoluted interpretation of
éﬁnzaté. The writer of the Eiga carefully described the Buddha
marks on an Amitabha image; contemplation of the marks was the
process by which to attain éﬁnzata. However, rather than
continuing to describe entrance into a state of emptiness in which one
could discern Euddhist doctrines, the text reverts back to describing
wonderful golden images, and then this passage is presented: "'But now
tﬁat we see the buddhas,‘ the nuns thought as they offéred their
prayers, 'there can be no doubt of our achieving en]ightenment.'“46
The writer of the Eiga obviously considers the sight of wondrous
human-made images the equivalent of mental images seen Witﬁin the state

of éﬁnzaté. Here the difficult practice of kannen nembutsu has

been replaced by gazing upon images.
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Heian society wa§ materialistic, and its ﬁéopTe needed tangible
objécts to worship, specific acts to perform, and substantial results.
A_pure]y abstract and aniconic religion would not have appealed to them,
Not only was image making an expedient means of achieving Buddhahood,.
rebirth, or merit, but the existence of image§ provided Heian Buddhists
with a substantial point of focus for their worship. Would Michinaga
have devoted himself to Buddhism had there not been eschatological
promises or if there were no images of Amitabha Buddha to attach the
five-coloured banners ﬁo at the time of his death? The aristocrats were
not‘content to read the accounts of .the Pure Land in religious writings;
they needed to have a heaven on earth inhabited by images of innumerable
Buddhas, Bodhisattvas, and themselves as Buddhas-to-be. At the
dedication of the%“éolden' Hall of Hojo-ji, dances and music were
performed "so beautifully that one could only suppose paradise to be
little different."”  Then Tater, "As the number of halls at the
Hojo=ji increased, people began to feel that the Pure Land must
prESeqt- a very simi]ar. appearance."48 No doubt the sight of
festivals in Hojo-ji and the temple itself must have inspiréd
Buddhist followers to aspire td the Pure Land. In Heian times visual
images inspired religious thoughts in its beTjevers, and religion
inspired art, thus creating a situation where art and religion mutually .
sustained one another, The most'inspirinq image was the depiction of

salvation, raigd painting.
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The Evolution of Raiad Painting

The 1inscription of The Desceht of Amitdbha at Mount Kdya
says that "that there was an Imperial Seal affixed to it, and that it
was stored in a chamber of the treasure house. Since long ago, an
Imperial Messenger would arrive and command it to be unfurled."49
Moreover, the poet Sanjd Nishi Sametaka -4 & E t4 (1455-1537)
wrote in-his diary on the fifteenth day of the teqth month in 1509 that -
he asked for permission from the Imperial House to view the painting of
Amitibha and the Twenty-five Bodhisattvas by the Monk Eshin

(Genshin) that was kept at Anraku Va]ley.so

These two pieces of
information indicate that there was some distinct 1ink ‘between the
imperial house and tﬁe Mount Kdya painting., There may even be the
possibility that the painting was commissioned by imperial patronage or
by some other closely rélated aristocrat. It is probable that the
painting is an artifact of the aristocratic society debicted in the

¢

Genji and Eiga.

Neither the Genji nor the Eiga mention single independent

paintings of the raigd theme for rinji-nembutsu or as devotional

objgcts, although the Eiga describes kuhon raigd scenes that were
51

painted on the doors of the Amitdbha Hall of H3jd-ji.
The explanation of the door paintings is obviously based upon the Pure
Land sitras, and the reasons for rebirth are carefully described.,

Then this description of the welcoming is presented:

Riding a cloud, Amitabha came to the believer in a burst of
light. He was accompanied by Kannon and Seishi, who held up a
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lotus pedestal; and all the bodhisattvas and other members of
the holy multitude joined_ in the joyous welcome, singing and
playing their instruments.52

The writer of the Eiga was obviously very familiar with the doctrine

of raigd. The mukae-kd 1is also mentioned in conjunction with
Michinaga attending the Enlightenment Lecture at the

Rokuharamitsﬁ-ji.53 The Eiga carefully describes all types and
manners of Buddhist images; it s strange that single raigd
paintings are not described, Although images of the descent of

Amitabha are not mentioned in these two novels, Pure Land mandalas

are used as offerings for the Forty-nine Day Services.54

Esoteric rites are most prominent in the first half of the Eiga,
written between 942 and 1017, while the latter chapters written between

1042 and 1101 speak frequently of Amitdbha and Pure Land

55

practices. One must assume that in the intervening years Genshin,

with  the 5j6265hﬁ, and other Pure Land leaders had a
tremendous effect upon Heian religious beliefs.

In 834 the Zoku-Nihon-kaki A%, 84 1h 4% recorded a

raigo-1ike descent of beings from heaven.56 The first Japanese
record of a person dying while holding threads attached to a Buddha

image can be found in the Nihon Gokuraku-ki g ﬂ;.iﬂa?gf'%EJ, compiled in

981, The Nihon Gokuraku-ki recorded the death of Enshdst &

(880-964), a Tendai monk, who believed in Amitabha and the Pure

Land.57 Between 984 - and 987 Genshin wrote the

0joyoshd. In 986, a year prior to the <completion of
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the 0joyoshu, the " Nijugo-sammai Society was

formed. In the latter half of the tenth century, Genshin sent Koremochi

a raigd image to be used _for rinjl-nembutsu; this was recorded

in . the Goshui-ojo-den (n.d.), compiled by Miyoshi Tameyasu

=% 5 B (1089-1139). Three years prior to the death of Genshin in

1014, his biography in the Shiigon-in Nijugo-sammai Kechien

Kako-chd was compiled. In this biography, it was said that Genshin
‘painted images of: the weicbming of ‘Amitabha. Also, in thjs same’
document, the first mention of the mukae-kd was ﬁade. In 1079
YBkan'ﬁLfﬁ)(10§3-llll), a Sanron monk, held a re]fgious meeting to
arouse Fhé bodhi mind. For his meeting, he instructeéd that an image of
Amitabha welcoming the Ssentient being be enshrined on the west
wall.%%  This was the first written record of a raiqo paintiné
being used for wbrship. By 1079, when Yokan instructed thaf a
Ijﬁjgi imagé be used, the Eiga's Tatter chapters were still in the
process of formation. In the ‘space of time between 834 and 1079 the
raigé theme took shape in.the form‘of ritval, drama, literature and
painting. Painting evolved as part of the religious fervour sdkroundfng
art and salvation in the Heian period.

In | Yokan's 0j5-kdshiki 'ffii_"%f_fv(,, he wrote
that "If a person gets free of his disordered mind, fhen he will arrive
at a single lotus flower, and, performing rituals in front of aupainted
image, he will gradually behold infinite Buddhas."9 The first half
of the sentence refers to <collecting one's thoughts through

contemplation, in order to be reborn in paradise. The latter half
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claims that rituals conducted in front of a painted image will a]low-the
practitioner to see visions of Buddhas. The effect on society of
Yokan's words on image making and viewing is unknown, but the
aristocrats needed Tittle impetus to ihpe] their patronage of the arts,

The reasons for the development of the painted image of
raigd probably paralleled those for the mukae-ké. The purpose
of the mukae-k6 was to allow participants to form a relationship
with Buddha (J. kechien ﬁ% &ii.).so Executing, sponsoring, or
viewing a raigd qimage may be presumed to have had a similar
benefit.

Faith, according to Genshin, was self-arising in the hearts of
the individual Buddhist, not a gift from Amitabha, The mukae-
kd's function was to arouse faith amongst its participants. In the

61

Konjaku Monogatari there is a very interesting story concerning

the mukae-k6 and Minamoto’ Mitsunaka?&ﬁg#(%z-gw). Mitsunaka
.was an aristocratic warrior, who was briefly mentioned in the

62 Mitsunaka's son was a monk and he was worried about his

Eiga.
father's fate in the next 1life, since Mitsunaka had killed so many
living things. The son desired to save his father and asked the advice
of Genshin and other holy men. Genshin and the others visited Mitsunaka
and advised him to enter the order of monks, and he acquiesced. Then,
in order to arouse Mitsunaka's faith, an enactment of the descent of
Amitibha was held.%3 Raigd paintings were also regarded as

objects that could inspire faith,

The aristocrats, believing themselves. living in the Age of the
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Latter Dharma, needed a Buddha in whom they could place their faith and
hope. The Pure Land teaching of Amitdbha offered salvation through
the easy path of faith and nembutsu. When the daughters of Michinaga
saw their father praying to Amitabha and reciting the name, they
"falt immensely hopeful about the future, both in this world and the

life to come.“64

These patricians and their monk teachers required
art forms that not only symbolized salvation but simulated it. The

simulation of salvation in the rinju-nembutsu and the mukae-ko

provided Japanese Buddhists with specific experiences with which to
raise their faith. Mimetic painting stimulates the human imagination in

much the same manner. The figures of the painting of The Descent of

Amitabha at Mount Koya are very close to human size, and the
expansive size of the painting envelops the viéwer; one feels as though
the holy multitude 1is present. Raigo painting developed as a
response to the need fof an image that would synthesize the reality of
the passage from one world to the next, in order to arouse faith.
Raigo paintings evolved through the interaction of Genshin's
doctrines and the aristocratic need to materialize Buddhist concepts in

order to sustain and insp}re their faith, The Descent of Amitabha

is the product of a Genshin-influenced aristocratic faith,

Summar
The magico-religious aspects of Buddhism served useful
functions in Heian society, and faced with the natural process of death,

the Heian aristocrats Tlooked to Amitabha for hope. Buddhism in
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general endorsed the aristocrats' position, wealth, and power in
Japanese society. As the greatest patronshdf Japanese Buddhiét art, the
aristocrats made images according to the sitras and Qazed upon them.
However, they were not satisfied with static images of Buddhas in
meditation; they desired to see the vision, the raigé vision, that

would assure them of their imminent salvation.
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Footnotes

1There are three primary, b1oqra h}es of Genshin; these are the

Shiigon-in Genshin Sozu gﬁ, 5.2 4*,§f from the Honchd

Hokke-kenk1 5_;;; T f the Yok awa Genshin Sozu
2 4%

Monogatari 45 »| ;& {4 % 5 from theJ Ronjaku _ Monoaatari,  and
Kudashg 0zu Gensh1n.¢i_ﬁ A F A% from the  Zoku __ Honchd
010 den 4z, A;?ﬁ % A% .

2The Eiga Monogatari is a semi-fictional account of the career,
of Fujiwara-no-Michinaga. t was written by more than one writer in two
parts. The first part was written between 942 and 1017, and the second
part between 1042 and 1101.

3Fu31wara-no-M1ch1naga was a powerful Heian aristocrat. He
held the office of regent to the emperors. His influence and power was
consolidated by the marriage of his daughters to successive emperors.
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Matsumura HiroshiA& A 1& (] ed., Eiga Monogatari Zenchiishaku
WAL p 4R, 8 vols. (Toky0° Kadogawa Shoten, 1976) 5:160;
translated by William McCullough and Helen Craig McCullough, Tales of
Flowering Fortunes, 2 vols. (Stanford Stanford University Press, 1980)
2: p. 667. ‘

5The Genji Monogatari is one of the greatest novels in world
literary history, telling the story of the shining Prince Genji and his
many loves. Written in the early eleventh century, the novel covers the
time period from the tenth to eleventh centuries., It was written by a
woman named Murasaki Shikibu (?-ca. 1015), who was in the
service of an empress.

. 6Abe Akio et aT., GenJi Monogatari (Tokyo: Shogakkan, 1976,
Reprint, 1981) 17: p. 267 ‘
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Murasaki Shikibu, Yamagishi Toku JL# ?ié‘, ed., Genii Monogatari 6 vols,
(Tokyo: Iwanami Shoten, 1965, Reprint, 1976) 6:227; transTated by Edward

Seidensticker, The Tale of Genji, 2 vols. (New York: Alfred A. Knopf,
1976)2: p. 1043.

8seidersticker, 2: p.1071.
9McCuHough, 1: pp. 19-20.
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seidensticker, Genji, 1: p. 734,
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19Forty-m'ne Day services are held for the dead every seven
days for seven weeks. The soul of the deceased is believed to be held
in a purgatory state, in which he is being judged and sentenced to
another state. During the Forty-nine Day services, the family of the
deceased may aid the deceased's fate by making offerings and prayers.
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61The Konjaku Monogatari is a collection of tales that are
predominantly Buddhist 1n nature. The compilation, which was probably
completed by 1120, is traditionally ascribed to Minamoto Takakuni. The
first ten chapters take place in India, the next five in China, then the
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Ury,)Ta]es of Times Now Past (Berkeley: University of California Press,
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CHAPTER V
THE PICTORIAL EVOLUTION OF RAIGO PAINTING

Raigd painting did not emerge suddenly as a new form of
art. The religious doctriﬁes of Genshin and the aristocratic society'’s
penchant for beautiful objects had created conditions favourable to the
growth of an independent genre of Buddhist painting, and raigd
developed gradually from the tenth century to the twelfth in Japan.
Artists worked according to the Pure Land siutras and to the
requirements of tﬁeir patrons; they needed a vocabulary of imagery that
would suit both, yet at the same time be different and new. The process

by which The Descent of Amitabha -was conceived was quite complex.

The pictorial .elements that make up the Mount Koya image are derived
from statuary, Pure Land and esoteric mandalas, and decorative wall
painting. Artists selected models from many different and accepted

images to arrive at The Descent of Amitabha, which is a blending of

var%ous well-known types of images. The problem of tracing the
development of  raigd painting is complicated by incomplete evidence,
evidence that has either perished in the passage of history or has not
yet been researched. The problem of copying further complicates the
study. As was previously mentioned above in Chapter Three, The Descent
of Amitdbha may be a copy based upon an earlier non-extant painting.
Once more the image has been heavily repainted, obscuring earlier

workmanship. The foliowing diagram showing the 1lineages of raiqd
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painting is incomplete and overly simplified, but it is an attempt to
present graphically a concise history of the evolution of the raigd
genre of painting (fig. 19). '

The Descent of Amitdbha at Mount Kdya consists of

thirty-three figures mounted on lotus daises on clouds or just on
clouds (fig. 1). The central figure s Amitdbha Buddha, who is
flanked by Kannon and Seishi. Three monk figures sit behind
Amitabha. Twenty-four Bodhisattvas accompany the six main figures,
while in the distance, an Amitdbha Triad can be seen. The figqures
are depicted against a landscape background, showing a vast body of
water with mountains and autumn trees. The composition of the Mount
Koya  image consists of essentially four main elements:
(1) Amitabha by himself; (2) Amitabha with his main Bodhisattvas
(Kannon, Seishi, Jizd, and Ryﬁjuj; (3) twenty-four Bodhisattvas;
(4) landscape. Each of the above elements were derived from or

influenced by other types of images to be discussed in this chapter.

Amitabha

The central figure of the ﬂount Koya painting is the
golden Amitabha, who is two or three times larger than the other
figures in the same work. Amitdbha is seated in the Indian style
(kekkafuza #% He ¥t %) on a lotus dais. His hair consists of
conchshell curls (rahatsuf.ﬁ—gé ), painted in azurite blue and outlined
in black ink. He possesses the major Buddha marks: an Trn3, an

usnisa; his ears are long, and his neck is lined with the three
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folds., His dress is also Indian style with the left arm_compTete]y
draped and thé riaght shoulder coveréd; but the right arm is bare, as is
the chest. This drape;y is painfed'gold and laced with cut gold leaf.
According to the- Kan-gy6, Amitabha dedha's body s
golden énd immensely large, posQessing eighty-four thousand signs of
perfection and eighty-four marks of exce]]ence;1 these would include

the Urna, wusfisa, three folds, and so forth, The siitra

describes him seated on a flower dais. In general the imége of
Amitabﬁa of ~the Mount Koya painting follows the iconography of
the sutra. |

Sawa Rylken has remarked that this image of Amitabha has
specific features'that were peculiar to sculpture, such as the blue hair
and red 11'ps.2 However, all images qf the Buddha are controlled by a
" strict set of iconographic rules, and, whether an image 1s\s¢u1ptgd‘or
painted,lthere are bound to be sim%]arities. _In his remark, Sawa hinted
that the Mount Kﬁya "Amitabha dimage may be a painted copy o% a
piece of sculpture of the same subject. This is entirely possible. The
central scroll depicting Amitdbha of the Hokke-ji Amitabha
Tryptich (fig., 20) 1is a painted copy of the sEquted image from
Koryu-ji )i fg;-é .3l The painting of | lower class-upper rebirth
on the door of the HG5-d6,  Byddo-in, shows
Amitabha desCeﬁding on an elaborate lotus throne {Sung thrbne) that
was fréquently used for scu1pture,‘but.its heavy appearance makes it
look odd moving through painted space (fig. 21)., Furthermore, Yamamoto

K6ji has found passages in the Nihon Gokuraku-ki and other books of
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rebirth stories that suggest that sculpture and iconcgraphic books for
sculpture were sources of imagery for raigd painting.4 © This
borrowing from sculpture and iconographic manuals for sculpture suggests
that in the tenth to twelfth centuries the Japanese did not have models
for painting the raigd theme and were forced to resort to available
sources of imagery. Iconographic borrowing also implies that the
raigd theme was either not highly developed or not a common theme in
China and Korea, the sources of Japanese Buddhism.

Sawa does not specify a particular sculpted prototype as the
ancestor of the Mount Koya Amitabha image. Models for it were
perhaps derived from sculpture, such as tHe Amitabha sculpture
forming the raigd mudrd of 1lower class-lower rebirth, dating
from the eighth century (fig. 22). A century later, the Amitabha

5 This triad is a rare

Triad from Shi-tenno-ji, Osaka was made.
image; Amitabha is forming the  raigd  mudra of upper
class-Tower rebirth, while the two attendants appear to be dancing (fig.
23). This is the earliest example of the raigo theme in any medium
in Japan, and it pre-dates Genshin, However, sculpture was not the only

source from which the Japanese could borrow elements to form the

raigo vocabulary.

Amitabha and His Main Bodhisattvas

In the Mount KOya painting, immediately surrounding

Amitabha are Kannon offering the Tlotus dais, Seishi to his right,

6

and three monks: Jizd holding the cintamani, Rytju, and
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another monk.’ As mentioned above, the first four Bodhisattvas (two
in princely garb and two dressed as monks) with Amitdbha were
enshrined in  the  jégyo  hall at Yokawa by Ryégen.
Amitdbha, Kannon, and Seishi form a common group and are mentioned
in the sutras as a grouping, but the monks, Jiz6 and Ryuju
do not have scriptural justifications. The two monk figures are
probably substitutes for esoteric Bodhisattvas of the Taizd
mandala (S. garbha-datu).

A group of Bodhisattvas surrounding Amitabha is not an
unusual composition; it is common in esoteric mandalas, such as the
T'ang dynasty (618-906) Amitibha Mandala, now kept at Kaihd-ji,
Kagawa, Japan (fig. 24). This relief carving is a detail of the

Taizd Mandala in which Amitabha represents the aspect of faith

of Mahavairocana-tathagatha. Amitabha sits in the centre of
the sector surrounded by eight Bodhisattvas.8 He is crowned and his
hands form the midra of meditation (J. jo-in-sd 7 # ,
S. dhzanamudré).9 The jogyo-sammai préctice of Ennin

used statuary dimages of a crowned Amitabha with four esoteric
Bodhisattvas. Ennin's group was perhaps a simplified version of this
T'ang mandala.

Another rare image, which depicts the transformation of icono-
graphy from esoteric Tendai to Pure Land Buddhism, is a bronze mirror
dated 987 (fig. 25), A crowned Amitdbha is the central figure; his
hands form the meditation mudra, In front are two Bodhisattvas,

while two monks are seated in the rear; it is possible that they are the
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same four as in the Mount Kdya image, but this is uncertain as there
are no attributes that clearly identify them. There is another bronze
mirror at Daigd-ji, Kyoto, dating from the eleventh century which
may depict the type of imagery that existed in the Jjdgyé hall of
Rydgen (fig. 26). In. this mirror engraving Amitabha does not
wea} a crown and his hands form the raigd mudra of lower
class-middle rebirth. He is surrounded by two Bodhisattvas and two
monks. This later image (eleventh century) is close to the prototype

from which The Descent of Amitabha was derived. A painting much

closer to the Daigd-ji engraved mirror is one from Ichijd-ji,
Hydogo Prefecture (fig. 27). Although this particular painting "is
dated to the Kamakura period (1185-1333), it may be a direct descendant
- of the earlier images, either in painting or sculpture, that influenced
raigd paintings with frontal compositions, such as the Mount
Koya image.

Yamamoto, in another article, claims that the arrangement of
Amitabha and his Bodhisattvas was derived from the central
compositions of Pure Land mandalas, such as the Taima Mandala. He bases
his claim upon certain similarities in handling colours, sﬁch as the use
of red lines in forming the Amitabha image, the white pigment of the
Bodhisattvas, and the use of ochre in certain areas of both types of
paintings.10 The central figures of the Mount K3ya image may
well be derived from Pure Land mandalas as Yamamoto claims, but the
musical Bodhisattvas behind Amitabha and his main group come from

another source.
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The Musical Bodhisattyas

In the Mount Koya image the Bodhisattvas, behind the
arrangement of Amitabha with Kannon, Seishi, and the three monks,
are caught in the midst of merry-making, scattering flowers, waving
incense, playing instruments,. and so forth, This depiction of the
multitude of Bodhisattvas is a trait common to early individual
raigd paintings dated from the twelfth to thirteenth centuries.

Their relationship to Amitabha can be traced to a spurious

scripture, the Juojo Amida
Bukkoku=kyd 1" ¥ 4 {n B A3 ,11 which influenced

Shan-tac and Genshin. Genshin does not mention Twenty-five Bodhisattvas
in his section on the joys of the descent of Amitabha, a]thdugh he
names them all in his chapter telling of the benefits of nembutsu.12

He is also regarded as the author of a hymn entitied Nijugo Bosatsu

Wasan = 4 £ ¥ T % ¥ 13 but this  attribution may be
1ncbrrect.14 This group of twenty-five Bodhisattvas is mentioned in
the Eiga as the protectors of those who invoke the name of
Am‘itébha.l5 This interpretation is  consistent  with the

Ju6jo Amida Bukkoku-ky0. However, there is no

scriptural source that says that they descend with Amit3dbha to

welcome the sentient being to the Pure Land.16 The Three Pure Land

Sutras do not specify any particular number of Bodhisattvas
accompanying Amit3bha, offering only vague descriptions of "a host;"
"an assembly," or "many," and leaving much room for interpretation. In

the Mount Koya image there are only twenty-four Bodhisattvas, not
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twenty-five. The difference in number may be attributed to repainting
in the sixteenth century, and with the loss of one Bodhisattva during

conservation.17

The image of the musical Bodhisattvas, such as seen in the Mount

Koya image, is related to the kuhon raigd paintings on the walls

and doors of jogyd halls of Mount Hiei and the Amitabha
halls, such as the Byddo~in; ultimately it 1is related to the
imagery of Pure Land mandalas, such as those found on the walls of the
caves of Tun-huang. The Bodhisattvas in the nine scenes of the descent
of the Byddd-in are instilled with a spontaneity of 1line and
movement. In this door painting of Jlower-class-upper-rebirth, the
Bodhisattvas are depicted as individual! personalities, bearing vividly
detailed instruments, caught amidst flowing scarves (fig. 21). This

same vibrancy and mood of Jjoyousness can be seen in The Descent of

Amitdbha. In the upper left corner behind Amitabha, the
Bodhisattvas lean and sway as though they were moving in rhythm with the
music (fig. 28). The same feeling for line, form, and characterization
is felt in both works.l

The presence of the Twenty-five Bodhisattvas, or a large number
of them, as part of the descent of Amitabha creates a very inspiring '
and impressive sight, much more so than just three (Amitdabha Triad)
or fiye (Amitabha Gozon) figures. The Twenty-five Bodhisattvas are
part of the Taima Temple mukae-k3 held every year on the fourteenth
of May. Without their presence the entire ceremony would lose its

impact, and it is entirely possible that the iconography of the musical
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Bodhisattvas was included 1in early raigd paintings precisely for
this psychological reason, in conjunction with vague doctrinal
justifications.

A further trait shared by the Byodg-in door painting of
lower-class-upper birth and the Mount Koya work is the curious
Amitdbha Triad trailing behind the descending multitude (fig. 29).
This is rather wunusual amongst raigd paintings. Nakano Genzo
believes that the triad represents the apparitional bodies of

Amitabha and his guardian Bodhisattvas,18 an interprétation

which has a scriptural bas1's.19

Landscape

The figures of the descent in the Mount Koya image are
placed against a background of water, traditionally explained as Lake
Biwa, which can be seen from Yokawa on Mount Hiei. On the lower left
corner of the tryptich there is a small landscape of a cliff and rolling
hills with various trees and bushes. The landscape and vegetation are
similar to those indigenous to Japan (fig. 30). This same type of
rolling hills covered with 1lush vegetation can be seen in the
Byodo-in door paintings.

Neither the Three Pure {.and Sutras nor Genshin's

0joyoshu describes landscape in conjunction with the
descent of Amitabha. The addition of Tlandscape elements into
raigd paintings was part of the native Yamato predilection in the

late Heian period to create land forms in art that were familiar to the
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Japanese as inhabitants of the Eight Islands. The use of indigenous
landscape images is evidence that Buddhism, which was introduced in the
sixth century, had by the eleventh and twelfth become integrated into
the national life of the Japanese people. The very depiction of the
descent of Amitdbha called for the use of a certain degree of
imagination and interpretation, more or less free from the rules of
dogmatic religion. The artist working under a patron took his
vocabulary of the raigo theme from existing models to create the

paintings, and the natural landscape around him was one source.

The Synthesis of Pictorial Elements

An image- such as The Descent of Amitdabha of Mount Koya

did not appear suddenly out of the minds of Genshin or other Buddhist
artists, The process of amalgamating all the components of the
raigd scene, then - synthesizing them. into a coherent  and
aesthetically pleasing image that was religiously and socially
acceptable required time and many stages of development.

The earliest Japanese prototype for raigo imagery was the
Amitabha Triad of Shi-tenno-ji. This set of three figures
pre-dates Genshin, thus indicating that the raigd theme as a
religious artistic subject was present in Japan as early as the ninth
century, though not popular. Ryogen introduced to Japan the
iconography of Amitabha with Kannon, Seishi, Jizo, and
Rydju. It was used in scg]pture for contemp]aiive objects.

Genshin, through his treatise, the 5j6265hﬁ, the
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mukae-kd and rinjl-nembutsu ceremonies, and possibly also his

paintings, popularized the theme of the descent of Amitabha. There
are no extant independent raigd scroll paintings remaining from the
period before the twelfth century; they are known only through written
records. Two twelfth-century works that cast light on the evolution of
the composition of raigd painting are the paintings of Hokke-ji
Amitabha Tryptich and the Amitabha of Isshin-in, Kyoto (figs. 31
and 32). The Isshin-in image and the central panel: of the Hokke-ji
Tryptich are of Amitdbha forming variations of the raigd mudra,
seated on a Tlotus dais supported by cloud vehicles. The Hokke=j1
Amitabha is a painted copy of a piece of sculpture. Nakamura
Koji. believes that it functioned as an object for contemplating

Buddha marks (kannen nembutsu).20 The existence of painted images

of Amitabha descending by himself may possibly have pre-dated or
have been contemporary with Genshin. Béigi painting may have
evolved from these relatively simple images of Amitabha. The two
flanking panels of the Hokke-ji tryptich are believed to be later

additions.21

The panel on the left depicts Kannon holding the lotus
dais, while Seishi carries the umbrella. On the right panel a small
boy, standing on a c¢loud, carries a banner, The combination of the
three panels brings together the essential elements of raigo
painting. The Mount Kodya image is a full development of the theme

begun in the Hokke-ji Tryptich.

The creator of The Descent of Amitdbha, with the knowledge

of images 1like the Isshin-in Amitabha and the Hokke-ji Tryptich,
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synthesized the well-known elements discussed above and developed them
into a more complex raigo scene. The central composition of
Amitidbha and his .chief retinue in the Mount Koya image has
strong aff%nities with other twelfth century paintings of Amitabha,
which are related to sculpture. The other elements--the musical
Bodhisattvas, the rear Amitdbha triad, and the landscape--were
derived from other types of ﬁainting or from the environment around the
artist.

The depiction of Amitabha and others directly facing the
viewer and worshipper has a psychological impact that generates a
powerful Tloving devotion, The golden Amitabha, forming the
mudra  of we1cohfng and enlightenment and placidly seated on a lotus
,dh%s,‘ig a figure who can assure and comfort the believer. The single
lotus dais held by Kannon symbolizes the vehicle by which the individual
will arrive at salvation. And, in order ‘to create an even more
inspiring and aesthetically pleasing image, the artist of the Mount
Koya image added the figures of the holy multitude to enhance the
realism and the Jjoy of faith in Amitabha, The painting 1is the

materialization of the vision of salvation. The Descent of Amitabha

was the product of a society that Toved to produce exquisite images that

could arouse faith in the believer.
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p. 33).
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wishes.
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of Genshin say that his paintings of the descent showed many monks. See
above, p. 68.) Moreover, in the 0j6ydshu Genshin
writes of "many bodhisattvas and ten thousand monks" (Hanayama,
pp. 70-71). The Mount Koya painting may have been influenced by
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Eiichi, "The Depiction of Raigd Scenes in the Door Paintings of the
Hoo-dd and the Nine Phases of Rebirth in the Sitra known
known as the Kangyo," Bijutsushi 25 (May 1976): pp. 1-34).

8The ight bodhisattvas are K%%J1zarﬁi)é ii. Kakush1§§~ﬁq,
Kokuzo}% Kongoshu Monja & ¢
Choqa1shu Fﬁ@,ﬁ% Fugen.s*i ﬁ\ , and Konqﬁge 3‘ A «?’
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centuries in Japan. Its symbolism is closely related to samadhi
practice; the mudrd's symbolism refers to the concentration and
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CONCLUSION

Thin as the 1ocust;s wing, these summer robes,

Reminders of the fragility of life.l

The "fragility of 1ife" was deeply felt by the people of the
Heian period. Life could abrupt]y'end with the onset of diseases, such
as smallpox and measles; even the joy of birth was dangerous. The Heian
aristocrats, though powerfuf and wealthy, knew of their mortality and
sought to come to terms with it. Buddhism provided them with comforting
guidance, allaying their fears and anxieties. According to Buddhism,
being mortal was not an inferior condition; of all sentient creatures,
the human beiﬁg stood c]osést tQ'Buddha and enlightenment. The Pure
Land form of Tendai Buddhism éspedial]y appealed to the aristocrats
because it was an easy practice that promised greater glory in the next
1ife, The aristocrats were entranced by the promise of a life after
death in a paradisiacal Tland. - They ﬁ;eated sumptuous gardens and
temples on earth patterned after descriptions of paradise in the Three

Pure Land Sutras, blurring the borders between this world and

Amitabha's Pure Land.
The chief Buddhist mentor of the Heian age was Genshin, who’
transmitted the teachings of the Chinese Pure Land masters to Japan,

Genshin's philosophy was put forth in his book, the

0joyoshi, which was read not only by the Heian

aristocrats but by generations of Japanese to come. The treatise was a
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manual of concrete practices reinforced by faith; it was intended for
the laity and all others who considered themselves "common people" in
front of Amitabha Buddha. The great reward, the result of faith'and
practice, was to receive the vision of raigd, the coming of
Amitabha and his hosts at the point of death. Rather than aiming
towards the extinction of the ego (nirvana) in this T1ife, Genshin
popularized rebirth in Amitabha's 1land as the simplest route to
salvation. Rebirth, riding on the lotus dais of Kannon and awakening
inside a lotus flower, was a wondrous journey, another gala affair in
the Tives of Genshin's followers. ‘

Faith was the primary prerequsite for achieving salvation in
Amitdbha's land. A1l practices had to be subordinate to and
exercised with faith. Faith was defined as a sincere mind, deep belief,
and a longing to be reborn with unselfish dedication of merit towards
others. This was Genshin's definition of faith. However, Genshin's
faith did not have the pristine qualities of Shinran's. Genshin was
still very much a Tendai monk, one who retained some esoteric traits in
his Pure Land teachings and prized the discipline of contemplation. The
form of Genshin's faith and practice was a necessary stage leading
towards the simpler spiritualism of Honen and- Shinran, who
considered faith in Amitabha to be the only path to salvation.

Within the intermediate stage of the development of Pure Land
Buddhism, images were extremely important in sustaining the faith of
Genshin's followers, Genshin provided not only conrete practices but

the jdealized image of a golden Amitabha descending from the Western
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Paradise. The vision was made into a wondrous reality through paint and
brush. Raigd painting became a devotional image that iﬁspired
longing for thé‘Pure Land. | |

The first extant and fully developed raigd painting that was

used as a main image of worship (honzon':é;ﬁ) was The Descent  of

Amitabha and His Holy .Multitude of Mount ‘Kﬁya. The iconography

of the main figures in this'painting was developed on Mount Hiei in the

mid-tenth century. This iconography was combined with elements from’
. ¥ .
wall and door paintings of kuhon raigo scenes. The painting is a

synthesis of pictorial elements common to Pure Land art -with the
sensitive aestheticism of the Heian aristocrats. It 1s one of the great

artistic monuments of Japan and Asia. In order to undérstand the

"beginnings of the réigﬁ genre, one must consider The Descent of

Amitabha of Mount Koya, ‘
_ﬂgig@_bainting and its significance within Buddhism differed
-with each 're]igioﬁs leader's ‘interpretation of the Egigé__doctrine.
Hanen only wonshippéd a’ ‘simp]ifieé lrgjg§_ iﬁége of Amitabha
with Kannoq and Seishi, condemning the more complex images as

2

1nconsistént with the scriptures. At the time of his death,

HﬁnenA.refused to. gaze upon an image of the Amitdbha, because he
§1aimed that he could already see the Buddha_comiﬁg to welcome him.3
§h1nran deeTared that the necessity of achieving a certain state of mind
in “order to receive the raigd vision distanced the believer from

Amitdbha's Tove. He believed that such a doctrine required

self—genérated‘ _faith that could falter, depending upon the
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mental ability of the believer, whereas faith given by Amitdbha was
complete and unshakeatﬂe.4 A mind filled with total <trust in
Amitabha did not require images to sustain faith, |

As such, the arts were particularly affected by Shinran's
" philosophy. There were many forms of art associated with his new form
of Pure Land Buddhism, such as portraits of the Pure Land patriarchs and

5

paintings of the characters WNamu Amida-butsu. Nevertheless, the

production of Buddhist art declined for various reasons. Because faith
was given to the people by Amitabha, they no Tlonger needed images,
pageantry, or the other trappings of religion to arouse their faith.
People no longer needed to make or commission images as offerings, as
all deeds were considered to have ulterior motives. The decline was
paralleled by the waning of the wealthy aristocratic class, whose
attention was diverted from Buddhism to civil wars and survival. The
followers of Shinran, who displaced the powerFu1 Tendai ‘and Shingon
sects of the aristocrats, did not have the economic ability or the same-
religious inclination to make impressive Targe-sca]e\images. In the
post-Shinran age Buddhist art lost its doctrinal importance and its
prime patrons. Buddhist arts that had flourished in the Nara (644-794)
and Heian periods began to die out after the Kamakura period. With the
exception of Zen *o. painting in the MuromachifEV?j period (1392-1573),
Buddhist artistic activity in Japan virtually ceases in the following
centuries.

‘Genshin and his followers left a grand legacy of beautiful

images as proof of their faith and practice. The doctrine and art of



130

raigd were part of the necessary intermediate stage leading to a

more spiritual and 1e§s materialistic form of Pure Land Buddhism,
However, one should not regard the faith of the Heian aristocrats as
inferior to that of later ages; it was merely different. Through the

painting of The Descent of Amitabha and others 1like it, one can

still hear the voices of Genshin and his followers declare:

If a person at the time of death achieves rebirth [in
Amitabha's] country, then one will have infinite virtue,
therefore, 1 dedicate my 1ife to Amitibha.b
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Appendix A

Inscriptions

Inscription No. 1‘

At Anraku Valley, én outlying place on Mount Hiei, there
existed a holy image of the Great Amitdabha and Twenty-five

Bodhisattvas with a sacred triad that was a nirmdna-kaya

crossing the mountafns; the above thirty-three figures are ones that the
Monk Eshin [Genshin] himself painted in the autumn of his twenty-fourth
year, It remained a thing that was a numinous treasure matchless under
heaven. In the paét therg Qa§ an iﬁperiaT Seal affixed to it and it was
stored- in a chamber of the trgfsure house. Sinée long ago, an Imperial
Messenger woﬁTd arrive and command it to be unfurled on the fifteenth
day of the seventh lunar month, tHus benefiting the myriad affairs of
‘state. Year after year wifhout change, in 2 period of one day, [so many
people], rich and poor, came and &isited the temple that their numbers
were unknown, Tﬁe féur clouds of the four directions‘arose and were
enriched; - marvellous, and auspicious 1in accordance with renewed
heartfelt prayers. However, in the second year of Genki [1571], under
the ¢cyclical s%gn of Shinbi, on the second day of tﬁe ninth Tunar month
[September 21], a.period of troubles arrived. ‘Up and down the mountain
_[of Hiei] there was the violence of destruction and ruin; the smoke from
'the burning and loss of the temple Ha1ls and pagodas‘did not abate.
A]though [the painting was] briefly snatched by the hands of the rebel
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crowd of military bullies, the Buddhist monks again collected the rare
treasures on, the summit of the mountain. Entirely for the sake of
scattering the turbid world of the Final Dharma, théy transformed the
guiding hand into a dramatic performance, causing the offering to
encounter this honoured image comparable to the appearance of the
Udumbara and [the meeting of] the blind tortoise and the floating log.
One can have earnest hopes! Joy! It can be venerated. It can be
relied on. Thus it was urged by many people that, as a small token, the
mounting be made significant. One should not be of two minds, but
should be seriously and continually devoted to the cultivation of
rebirth [in the Western Paradise]. As for the beseecher, at a gathering
at the moment of death, the Twenty-five Bodhisattvas will descend and
welcome him. This is surely as doubtless and easy as laying a finger on
one's palm,
15th day of the 5th lunar month, 15th year of Tensho [June 21,
15871, the cyclical year of Iggai.

Respectfu]]j yours,

Sonshu, Danapati, Rank of Hoin,

The Master of Mounting,

Masugi Jinzaburo Hidemasa.
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Inscription No. 2

Sonshu of the Rﬁnk of Hoin rejoiced that [although] his past
karma. was profound he [could] inscribe his respectful protection and
make the mounting magnificent. [ yearn that [my deed of mounting this
work] will benefit the foolishness of the direction of my heart in the
Final Age.
15th day of the 5th Tlunar month, 15th year of Tenshd [June 21,
1587].

The Master of Mounting,

Masugi Jinzaburo Hidemasa

Kosan-ji.

Inscription No. 3

15th day of the 6th lunar month, 7th year of An'ei [July 16, 1778], the
cyclical year of Bojutsu. ' '
Dedicated on the completion of the mounting.

The Master of Mounting,

Takagi Ihei Masanobu.



149

-Zu no Koya Nyii-san
(Feb, 1922):pp. 184-85,

go

"Amida Rai

Kokka 391

Inscription I - June 21, 1587

Mizuhara Takaei,
ni Tsuite",

Tl I E XD Ly 2Py (i w

S + RN R E T
2 A0 a%%k%.ﬁyﬁ,% YR T E NN
f&&%a%%{ﬁ#iﬂ%m%,%a%“mum&ﬁ
LT T B T | o
LR Fa 9 e TR g% w Lalag
ﬁmﬁ?,,a%é%im;m,«,m.\%tﬂx@m
FHEE LAY e ddogons odos bl o Ky
SwZ FEE0 vy L S R s VA
N %0 0% T oK M- ST W aw g oy WOEE R AW e B A
mﬁakﬁ¢;ﬁ,ﬁffﬁ,&%mf R
Tacw | AU R (el g ek ey
s g |



150



151

Inscription II - June 21, 1587
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Inscription III - Juiy 10, 1778
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Annotation

Inscription No. 1

At Anraku Valley, an outlying place on Mount Hiei . . .

The name Anraku Valley has disappeared from modern day maps of
Mount Hiei; it is a valley to the south-east of Yokawa, where the temple
of Anrakuritsu—iné?2§f4? P70 remains.

. . the Great Amitabha and Twenty-five Bodhisattvas . . .

thirty-three figures. . . .

In this phrase it 1is stated that Twenfy-five Bodhisattvas
accompany Amitabha in the painting, but this does not correspond
with the actual number visible. This may mean that in or before 1587
twenty-five heavenly beings were depicted, but one became obscured in
the process of repainting. Or, more Isimp]y, thg writer of the
inscription made an arithmetical error or merely assumed that there were
twenty-five, since that is the set number. However, the total of
thirty-three figures in the inscription correlates with the number found
in the painting.

. . .a sacred triad that was a nirmana-kdya crossing
the mountains . .

The phrase yamagoshi sanzon in Japanese Buddhist art refers to

images of Amitabha flanked by Kannon and Seishi standing behind a

group of mountains. The scriptural authority for this type of



154

configuration comes from the section on sun meditation from the
Kan-gyd. The sun and Amitabha, the Buddha of Infinite Light,
are considered synonymous and, just as the sun sets in the west behind
the mountains, so too, Amitabha waits in the Western Paradise. An
example of this type of image 1is the VYamagoshi Sanzon of
Konkaikamyd-ji 4 M £, 84 %, such paintings were used

specifically for worship and rinjti-nembutsu.

According to the Kan-gyd, there are kebutsu in the halo of
Amitabha that are as many as the grains of sand on the banks of the
Ganges River, and attending each kebutsu there are countless kebosatsu
s A—"i‘ﬁ, manifestations of Bodhisattvas. In the crown of Kannon there
is a standing kebutsu that is the height of twenty-five grgégé:l And
at the time of Amitabha's descent to welcome beings into Paradise,
innumerable kebutsu will appear.

Nirmana-kaya (J. kebutsu) may be roughly described  as

the transformed body of a Buddha manifested to sentient beings. The

Image of the Buddha provides this definition of the

nirmana-kaya: “the 'Manifest Body' or _  ‘Phenomenal Body,' as

displayed by Sakyamuni or any other Buddha who appears in our world
as imagined by the Buddhists. The translation ‘'human form' would do,
were it not that Buddhas can appear in other forms to suit other forms

of existence, especially as gods, titans, and am‘ma1s.“2

. + . the Monk Eshin (Genshin) himself painted in the autumn of
his twenty-fourth year
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Genshin (Eshin) was twenty-four years of age in A.D. 966.
-Minamoto Toyomune has dated this painting as a twelfth century work

3

possibly based on older models. Therefore, it 1is highly unlikely

that Genshin himself painted this work.
It remained a thing that was a numinous treasure matchless under
heaven. In the past there was an Imperial Seal affixed to it
and it was stored in a chamber of the treasure house. Since
long ago, an Imperial Messenger would arrive and command it to
be unfurled. . . .
It is stated that there is an Imperial Seal on the painting.
This is evidence of Imperial patronage and it is known that the Emperor

Y52e1f§ ﬁi (reigned 877-884) was a patron of Anraku Valley, probably

one of many.
. . . fifteenth day of the seventh lunar menth . . .

The 15th day of the 7th lunar wmonth is the day of Urabon
§1~E5;£L(S' Ullabana), It is the day of making offerings to the Three
Treasures--the‘Buddha, the Dharma, and the Samgha--iﬁ order to save the
hungry spirits of dead ones. It may have originated from the custom of
offering alms to the samgha at the end of ango £ (S. varisika),
the retreat that ended in the middle of the 7th lunar month. The custom
of Urabon is based upon the Urabon-gyd 2@,iﬂ_g§,ﬁ%;,4 which tells
of the Monk Mokuren 8 1?; (S. Maudgalyayana), who asked the Buddha
how he could heip his mother, who had become a hungry ghost. He was
advised to make offerings of food to the Three Treasures on behalf of

ancestors for seven generations. However, it became the popular custom
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in China and Japan to make the offerings to the dead. 1In Japan on the
13th day of the 7th Tunar month the dead return to their earthly homes
and on the evening of the 16th day they return to other worlds. During
"the three day interval, lanterns are 1it, food 1is offered, the
Urabon-qy3 1is read and prayers are said. The prayers invdke
Amitabha, the Buddha who offers mercy especially for the dying and
dead, and Jizo, the Bodhisattva who rescues beings from hells.

Year after year without change, in a period of one day, {so many

people), rich and poor, came and visited the temple that their

numbers were unknown.

This Tine would indicate that the painting was very well known
by the peop1e of the past. The request of Sanjo Nishi Sanetaka
(1455-1537) to view the work in 1509 adds credence to its fame.

The four clouds of the four directions arose and were enriched,

marvellous, and auspicious in accordance with heartfelt prayers.

Not only was the painting famous, but like many things that
are esteemed, it was endowed with mythical qualities. It was believed
that on the day of its display auspicious clouds would appear. Clouds,
the bearers of rain, were considered a symbol of the fertility of the
land, hence good fortune for all.

However, in the second year of Genki (1571), under the cyclical

sign of Shinbi, on the second day of the ninth lunar month, a
period of troubles arrived. Up and down the mountain (of Hiei)

the violence of destruction and ruin did not abate the smoke
from the burning and loss of temple halls and pagodas.
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This passage réTates the destruction of the Tendai monastery
by the war]ora Oda Nobunaga in 1571. The background of the event is
highly complex. '

In the year preceding the disaster on Mt. Hiei, Nohunaga fought
- the Asakura%ﬁ)ﬁ and the Azaiﬁ%#’ families, defeating them at the
Battle of Anegawaf({f' N . However, his enemies regrouped their forcés
with * the aid of the Jodo Shinshd Tkkd sect ;% 1 A% —4 at
Ishiyama Hongan-ji 4 WA B8 3 in oOsaka.’ The Shinshi  Ikkd
group was powef*fu], commanding the respect of numerous Tords, and their
Osaka headquarters was considered an impenetr_abTe garrison. Once more,
Shinshii members took part in a disturbance in Kyoto that Nobunaga's
forces could not quell. Not only was Nobunaga plagued by this sect and
the Hiei monks, but the Nichiren and Shingon sects were also sources of
irritation. When the monks of Mt. Hiei sided with the Asakura and Azai
too, it was necessary to make an example of one of these militant and
medd1ing Buddhist groups and, while it was not possible to defeat the
Shinshi Ikkd, Mount Hieij was an attainable mark. |

in the second day of the 9th lunar month in 1571 Nobunaaa led
some 25,000 samurai for a surprise attack on the Tendai mountain. Over
3,000 monks and lay people were slaughtered, and with the help of fire
every kind of human structure was destroyed. The attack was ruthless

and complete, short only of leveling the mountain. Nobunaga made an

example of Mt. Hiei to be remembered by all and while he lived, no
restoration of the mountain monastery was permitted. Immediately upon

his assassination in 1582, plans were made to rebuild the lost temples.
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As has been said in the introduction, Mt. Hiei was one of the
oldest Buddhist institutions in Japan; it protected the Imperial city of
Kyoto from harmful spirits from the north and it was the site where the

rites for benefiting the nation and the Imperial family were performed.

Although (the painting was) briefly snatched by the hands of the

rebel crowd of military bullies, the Buddhist monks again

collected the rare treasures on the summit of the mountain.

According to this passage, the painting was taken by
Nobunaga's samurai, then retrieved by the monks. This differs from
Okazaki Joji's statement that it was removed from Mount Hiei to
Mount Koya as a measure of safekeeping. in anticipation of the
attack.6 The attack caught everyone by surprise; no one expected
Nobunaga to commit such an act of sacriiege as destroyfng one of the
holiest places in the country. Okazaki's statement lacks convincing
evidence.

Entirely for the éake of scattering the turbid world of the

Final Dharma, they transformed the guiding hand into a dramatic

performance. . . .

The Final Dharma or mappd is the last age of the Buddhist
world, when neither the practice of Buddhism nor enlightenment was
beljeved possible, although the writings that contain the Tlaws of
Buddhism remain.

The "guiding hand" may be interpreted as the scriptures upon

which the theme of the descent of Amitdabha is based; these are: the
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- Larger  and  Smaller Sﬁtras. the Kan-gzﬁ; and Genshin's
jByBshil. - The mukae-kd - ceremony, the "dramatic
performance," follows the "guiding‘hand.“

. . « causing thé offering to encounter this honoured

image. '.‘ . : :

) ‘l\J.

Th1s passage exp1a1ns how the pa1nt1nq was used 1n conJunctTOn‘
with the. ceremony of the mukae-kd; it was a sacramental image to
which the taking of a being to encounter Amitﬁbha was acted out.

.:. . compérab]e to the .appearahce of the Udumbara and (the

meet ing of ) the b1ind tortoise and the driftiﬁEfTBET"

The Udumbara and [the meet1nq of] the blind tortoise and the
dr1ft1nq 1oq are metaphors for something that is rare and wonderful,

_Do_ngg%-% is an abbreviated  form of Mg/pg_%f
(S. Udumbara) It is a mythical tree that blooms once.in three thodsand
years, at the same time that a cakravart1n, ] un1versa1 Buddhist ruler,
appears.

The blind tortoise appears‘in a Buddhist aT1eqory which can be

found in  the ~ Zdagon-gyd ﬁﬁ-ﬁg 4% (S. Samyuktaqama), ‘ one

of the four ‘Eggmig of the Chinese. Human beings are the
tortoise and the"f1oating_1og is the teachings of'Buddhism. When the
earth was cohpIéteTy:submerged by an ocean, -there wés a §1ind tﬁrtoisé 
of great age whorsfuck his head ouf of his shell once-eﬁery hundred
years. -In the ocean there was a floating log with.only a single notch -

by which one could climb up to rest. The log drifted in the ocean,
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moving east and west. The tortoise stuck his head out and tried to
catch hold of the log, but missed; again it tried and finally succeeded.
Through foolijshness and stupidity, common people drift through the five
gatfg and must retain their earthly forms for some time to come as
their plight is more difficult than that of the blind tortoise and the
floating log.

One can have earnest hopes! Joy! It can be venerated. It can

be relied on. Thus it was urged by many people that, as a small

token, the mounting be made magnificent. One should not be of
two minds, but should be seriously and continually devoted to
the cultivation of rebirth {in the Western Paradise).

The exhortation to cultivate rebirth indicates that the writer
of this inscription was a believer in Amit3dbha and his Western
Paradise. In this case, "cultivation" most 1likely refers to the
cultivation of the practice of nembutsu.

As for the beseecher, at a gathering at the moment of death, the

Twenty-five Bodhisattvas will descend and welcome him.

Genshin believed that a dying person required attendants, "a
gathering," at the critical hour to purify the death area, scatter

flowers, burn incense, and so forth; these things were part of the

ceremony called rinju-nembutsu. His formation of the Nijigo-

sammaj Society was to provide a support group for dying persons, as well

as a nembutsu society.

. . the Twenty-five Bodhisattvas will descend and welcome
him,
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This Tline réflec;s the popular belief that can be found in a

" stitra  called the Ji-5j5  Amida  Bukkoku-kys ~which is  a

spurious writing -and is not included in the Taishd Tripitaka, the

modern standard collection of Buddhist writings.

This is as surely as doubtless and easy as laying a finger on
one's palm.

‘This s an allusion to, but not a direct quotation from

Confucius' &1, 3 Book of Rites Xk %2. In the twenty-fifth chapter of

this book Confucius is at home taTkiné to his disciples:

An intelligent understanding of the idea of border sacrifices to

. Heaven and Earth, and of ceremonies of the autumnal and summer
services, would maki the government of a state as easy as to
point to one's palm, .

Accordingly, our sentence in the inscription means that by following

the prescribed methods of nembutsu and rinjd nembutsu rebfrth in the

Western Paradise will be completely without doubt.

15th day of the 5th lunar mbnth, 15th year of Tenshd (1587f,

. the cyclical year of Iggai. ' .

According .to the transcription of the text by lMizuhara, the
‘cyclﬁcal year pf fhis first inscr%ption is lggai, but this .does not
;qrrespoﬁd with the year 1587; also 'in the second-inscription the year
- of. Kiqéi is“written, but this does not match the year of lSB?'either.‘
.The correct year corresponding to the Gregorian calendar year of 1587 is

Teigal T i . The cyclical years of the inscr1pt1on may be errors of
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transcription or printing.
Respectfully yours, Sonshu, Danapati, Rank of Hoin.

Danapati is the Sanskrit equivalent of seshu, and the more

correct form-of seshu is either dana-hotei ﬁfiiﬂf & J& or danotsu-seshu

7@ iﬂf 75‘@3— . Both are related to the act of almsgiving, but in the
former term the meaning conveyed is that of "master," one who is 1in
charge of regulating material benefits and needs, while the latter does
not necessarily carry the same implication of authority or status.

The system of the samgha hierarchy in which the position of
hdin existed began in A.D. 864 when the Emperor Seiwa ;% 4= (reigned
858-876) was petitioned to reorganize the temple ins'titutions.’
Apparently the point of dissatisfaction with the old system was that it
did not clearly distinguish between persons of high and low births.
.Ther'efor'e, three new ranks were created above the level o.f the master of

discipline ﬁ gf, they  were: Hoin-daiwa-shoi >% éf X 4o G z{fq ,

Hgen-wajo-idai-sdzu 3% B8 ds b {4 £ 1% ;EF , and Hogen-
wajd-igon-shdsdzu 4 A 4» 1§ '/] f?,’ ’{F . Hoin is the

shortened form of the first. title. At the beginning the rank of
hoin was highly prestigious, but in 1003 this title was conferred
upon a monk of humble social origins and after this time the position
became of Tesser importance. By the Tokugawa period (1600-1867)
Enryaku-ji & 3 , the chief temple of Mt. Hiei, petitioned the throne
to have all novices over the age of tweﬁty-six promoted to the rank of

hoin, Not to be outdone, the Shingon sect of Mount Kdoya wanted
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to promote everyone to the status of hoin. Both requesté received
2011, 1
f

Imperial sanction, ‘

Inscription No. 2

Sonshi of the Rank of Hoin rejoiced that [although] his
past karma was profound, he [could] inscribe his respectful
protection and make the mounting magnificent. ,

Within Buddhism it is believed that every act has a cause
which may be related to past births. The above passage may be
paraphrased as follows: Sonsh@i rejoiced that although his deeds of
former lives were weighty, he was blessed with the privilege of
performing an ihportant act.

I yearn that [my deed of mounting the work] will benefit the

foolishness of the direction of my heart in the Final Age.

In the final age of mappd it was believed that human
beings were incapable of following Buddha's teéchings, even though the
Dharma, the written words, existed. The mounter hopes that the act of
preserving the painting will .correct the foolish inclinations in his
heart that have been planted by mappd.

16th day of the 5th Junar month, 15th year of Tenshd, the

cyclical year of Kogai [June 25, 15877, ‘

The Master of Mounting,
Masugi Jinzaburd Hidemasa,
Kosan-ji : :
Kﬁsan-ji was a temple on the plateau of Mt. Kdya; it

was situated on the western half of the inner grounds of the

¥



_ ' 164

- Kongdbu-ji 4. R %% , the main temple of the Shingon mountain., It
was a gydnin temple, that is, it was staffed by monks who
performed manual labour. The chief image of worship was one of
Amitabha. The temple became defunct in 1869 when the three lines of
Shingon monks were dissolved. The group of temples, the J@hakka-in
of Yishi Hachiman Associationjf - ,\’f%z ')'nfé;] $7., which now
officially possesses the painting, formerly belonged to the gyonin.

lineage. .

Inscription No. 3

15th day of the 6th lunar month, 7th year of An'ei [July 10,
1778], the cyclical year of Bojutsu.

Dedicated on the completion of the mounting.

From the time of the first inscription to this one a total of

191 years elapsed. Exactly what sort of work is entailed by the words

"hyOgu sogon" is not known but much of the painting has been

repainted. It is highly possible that the retouching occurred during

this long interval.

The Writers of the Inscriptions

The name of Sonshﬁﬁj% » the author of the first
inscription, cannot be found in modern day records of Japanese monks; we
do not know his dates or the sect to which he belonged, but by examining
this inscription of 1587 it is possible to learn something of the man.
It is obvious that he had some education, for not only did he have a

knowledge of Buddhism, but he also showed an acquaintance with the
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" Chinese Ciassics. It is clear from the vocabulary and the phrasing of
words that he took the opportunity of - writinq this inscription to
‘dispiay ‘his erudition He was a devotee of Amitabhal pietism,

believing in the efficacy “of” _nembutsu, - rinju-nembutsu, and the

promised descent of the holy multitude. Within his-. temple as
\ anapati ‘and hoin. he‘ may have held a certain amount of authority
and'reSpect; although tne rank offﬂéin\may have been an empty title
by the sixteenth century. Certainly his act of honouring and preserving
a hoiy image that may have come from a rivai sect is evidence that he
_ possessed certain qualities of magnanimity, toierance, and the Buddhist
spirit. : o -

_ Mizuhara_ Takaei believes that Sonshi was a Shingon monk,

11 He bases his belief upon the

belonging to the gyonin orderr
presenoe Cof the- temple name of Kosan-ji at the end of the-
‘inscriptions. This tempie was a Shingon gxﬁgin abode and the
pr1nc1pa1 Buddha of worship was Amitabha. The records of - Mount
Koya S, gxggig_ members have aii been lost. r° Within the Shingon
‘sect it is be]ieved that one can attain eniightenment in this world

throuqh ‘the three esoteric practices 12

However, under: Kakuban
(1095 1143), nembutsu became a means for the inferior person  to o
attain : eniiqhtenment throughl rebirth within the™ Shingon sect.

Considering these factors, Mizuhara's hypothesis may be valid,
| Masugi Jinzaburd -Hidemasa, a mounter, was the writer of the

third inscription; -There 1is no information about him either, but the

act of preserving the painting was a deed of devotion intended to
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counter the effects of mappd.

The mounter of the second and shortest inscription was Takagi
Thei Masanobu. Other craftsmen, who may have also worked to restore the
paintinﬁ, remain even more anonymous, but the painting that remains

today speaks for all who strove to preserve it.
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Footnotes

Lone krosa corresponds to approximately 5 Chinese 1i and
there are bout 3 11 11 in an English mile.

25ne11grove, David, The Image of the Buddha, Tokyo Kodansha,
1978, reprint (Tokyo: Kodansha, 1982), pp. 137-39.

3Minamoto Toyomune, Koya-san, p. 116,
47, 685.

SThe J6d5 Shinshi sect was founded by  Shinran
(1173-1262) who believed in total faith in Amida, the tariki

(Titerally means "other power"). Most of his followers were peasants
who were taught by the Shinsh@i monks that the local Shintd gods of
their overlords and the protection of the samurai were not needed, as
Amitabha would show them the way to salvation. . Throwing off the
shackles of- serfdom, they banded together to 1live in democratic
congregations; these rebellions were called Ikkd Ikki

They were widespread in Nobunaga's time, and the peasant became his most
formidab1é opponent in the struggle for power.

bokazaki Joji, Pure Land Buddhist Painting, Tokyo:
Kodansha, 1977, trans. by ETizabeth ten Grotenhu1s

77. 103.

8ﬁgamas is a body of literature that corresponds to the

Pali Nikayas, the discourses of the Buddha.

96at1 means "paths" of existence; there are five gati: hell,
ghosts, animals, humans, and devas.

1oﬂﬂ%¢fﬁ_iﬁ~€#u o B K 4. 4y WY
oo f. |

Shih-san Ching Chu-shu + 2. 4% ;4 #%, Taipei: Yi-wen, 1955. Translated
by James Legge, The Li Ki, XI-XLIX,-pt. 4, The Sacred Books of China,

(London: Clarendon Press, 1885, Reprinted Delhi: Motilal Banarsidass,
1966): p. 272.

11Mizuhara, p. 185.

12Physica1 practice: the making of mudras, vocal
practice: mantras, mental practice: meditation. '
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Appendix B

The Taima Temple Mukae—kﬁ_

The mukae-kd is still performed in numerous temples today,
the best known being at Taima Temple in Nara, near Genshin's native
place. It is performed on the fourteenth day of May every year, marking
the rebirth of Chushd-no-hime f,)é’q}?_ She was a nun at Taima
Temple sometime during the years A.D. 727-784. She was a pious believer
in Amitabha Buddha, and it is traditionally be]ieveﬁ that she wove
the Taima Mandala out of thread.made from Jotus stems.

The Taima Temple mukae-kd is performed in front -of the main hall
(hondS £ 7).  The Taima Mandala is enshrined in the hondd; it
represents the Pure Land in the west from which Amit3bha and his
hosts will descend. In the opposite direction is the Saha-daé?hgg
%ﬁ_, reprgsenting the temporal world, The two buildings are linked by a
ramp. The ceremony begins with the ringing of the temple bell. At this
point a small statue of Chushd-no-hime is placed in a palanquin and
brought down to the Saha-d3. The second ring brings a group of
monks up. to the main temple where they offer their respects to the
mandala. On the third sounding of the bell, the monks descend to the
Saha-dd and prepare for the ascent of Chushd-no-hime to the
Western Paradise. The descent of the holy multitude begins from the
main temple to the Saha-dG upon the fourth ring. The multitude of

Bodhisattvas and devas are played by the temple's parishioners dressed
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in elaborate costumes and weariﬁg masks.  First the devas and the
Twenty-five Bodhisattvas descend, then Seishi and Kannon, carrying the
empty lqtus p1atf6rm.l. Upon arriving at the Saha-dd, the monks sing
é hymn, they then fake a small statuette Qut of'the back of the larger
statue of Chushd-no-hime and place ‘it on Kannon's Totus dafs. In
the meantime, a standing statue of Amitabha is brought out to the
front of the main temple, where he will be able to greet

Chushd-no-hime to the Pure Land. Carrying the statuette of.the nun,

Kannon leads the Bodhisattvas and devas back to paradise.
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1. The Descent of Amitabha and His Holy Multitude,
tryptich, colours on silk,
Yushi Hachiman-ko Juhatsuka-in, Mount Koya,
12th century,
central scroll 210 cm. x 210 cm., flanking scrolls
105 em. x 105 cm.,
(Nakano_Genzo, Jodo-kyd no Bijutsu: Byodo-in

Tokyo: Gakken, 1978, p. 97.)
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2. Detail of The Descent of Amitabha,

Kannon offering the lotus dais.
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3. Taima Mandala,
Kyonen-ji, Nagano Prefecture,
" Edo period (1709),
480 cm. x 425 cm.
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4. Detail of the Taima Mandala
upper rebirth-superior grade,
average rebirth-superior grade.
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5. Detail of the Taima Mandala,
lower rebirth-superior-grade,
upper rebirth-average grade.

- T SR

n o S

L\: "‘ - -) ?‘c-‘l
AT

< ..cp .
N, -

i’

£}
vy

*3 457

i
"
=
b
&
£

-

K..xf}q%:i«
( “‘ o
eaEay

174



175

6. Detail of the Taima Mandala,
average rebirth-average grade,
Jower rebirth-average grade,
upper rebirth-inferior grade.
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7. Detail of the Taima Mandala,
upper rebirth-inferior grade,
average rebirth-inferior grade,
lower rebirth-inferior grade.
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8. Amitabha Crossing the Mountains,
hanging scroll, colours on silk,
Zenrin-ji, Kyoto,

138.7 cm. x 118.2 cm.
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.9. Amitabha with the Four Pure Land Bodhisattvas,

woodblock print,

181).

(Kakuzen-sho, Tokyo: Meichﬁ—fukyﬁ-kgi, 1978, p.

pRy EED-
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10. Detail of The Descent of Amitabha,
Amitabha.
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f Lake Biwa from Yokawa, Mount Hiei.

Tew O

11. A v




181

12. Hell scene from the Qjoyoshu,
woodblock print,
Showa_period (1931)
(0joyoshu, Kyoto: Nagata Bunyu, 1931,
“Reprint, 1983, p. 24).
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13. Amitabha Crossing the Mountains,
Three fold_screen, colours on silk,
Konkaikomyo-ji, Kyoto,
101 cm. x 83 cm.
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14. The Mukae-ko at Taima Temple,
May 14, 1983.
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15. Mukae-ko at Taima Mandala,
May 14, 1983.
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16. Amitabha Buddha,

295 cm.




17. Hojo-ji, restored ground plan,
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Byodoin and Chusonji, p. 47).
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18. Hoo-do, Byodo-in, Uji,
1053.
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19. Diagram of the lineage of raigo painting.

Taima Mandalaa Taizo Mandala
8th C.

[

Dhyanamudra -
Amitabha ‘ Kuhon Mandala .
Sculpture
Kuhon “Wa1]
Paintings

Raigd Amitabha Nine
Triad
ByGdo-1n

) 1C Rinju-Nembutsy .
(Shi-Tenno-ji, gth C.) Amitaba  Amitabha

Mandala J

Engraved
Mirror (987)

Issin-in
mitabha
(12th C.)

Yamagoshi . E;graved>
Raigo Trvpti irror
S ] yptich . 2L

Paintin (Baigd-j1)

’ Mt. Koya (2th c.)
The Descent of ’
Amitabha Ichijo-ji

881

(Kamakura)
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20. Amitabha Buddha (central scroll of tryptich),

Hanging scroll, colours on silk,

Hokke

i,

-J

Heian period, twelfth century,

.5 cm. x 146.1 cm.
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21. Lower class-upper birth (detail)

1053.

(

jutsu, p. 30).
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22. Amitabha, !
wood,
Saidai-ji, Nara,
eighth century, Nara period,
75 cm. :
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23. Amitabha Triad,
wood,
Shi-tenno-ji, Osaka,
Heian period, ninth century,
Amitabha 49.7 cm., attendants 58.5-55.9 cm.
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Kagawa Prefecture,
T'ang dynasty, ninth century, China,
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25. Mirror with Tine engraving of Amitabha with four attendants,
Bronze,
Private collection, Hiroshima,
Heian period, 987,
diameter 11.8 cm. ) _
(Nara National Museum, Jodo Maridara: Gokuraku Jodo to
Raigo Roman [Nara: Nara National Museum, 1983]: p. 54).
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26. Mirror with line engraving of Amitabha with four attendants,
Bronze,
Daigo-ji, Kyoto,
Heian period, eleventh century,
diameter 12 cm., _
(Nara National Museum, Jodo Mandara, p. 55).




27. Amitabha and Four Bodhisattvas,
Hanging scroll, colours on silk,
Ichijo-ji, Hyogo Prefecture,
Kamakura period,

173.5 cm. x 103.7 cm.

{(Okazaki Joji, Pure Land Buddhist Painting [Tokyo:

19771: p. 89)
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Kodansha,
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28. Detail of the Musical Bodhisattvas,
The Descent of Amitabha,

Mount Koya.




198

29, Detail of the rear Amitibha Triad,
The Descent of Am1tabha,
Mount Koya.
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30. Detail of landscape, _
The Descent of Amitabha,

Mount Koya.

A

2

3
R

-y,




200

Bodhisattvas 186.4 cm. x 173.6 cm.,

Three hanging scrolls, cd]ours on silk,
boy 183.3 cm. x 55.2 cm.

Hokke-ji, Nara,
Amitabha 185.5 cm. x 146.1 cm., two

Heian period, twelfth century,

31. Amitabha Tryptich,
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32. Amitabha,
Hanging scroll, colours on siik,
Isshin-in, Kyoto,
Heian period, twelfth century,
83.5 cm. x 55.3 cm.
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