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Part A. The Early
Scroll Book

In China as in the ancient Mediterranean world, the earliest books were
handwritten on long strips of soft material that could be rolled, making
convenient units for carrying about, reading, and storing. In the Mediter-
ranean world the material was papyrus, fundamentally different from pa-
per, although from it our word for paper is derived. In ancient China the
material was silk. During Roman times papyrus gave way to parchment
and vellum, treated animal skins that could more readily be cut-into rectan-
gular sheets than joined into long strips, so the papyrus roll gave way to
the codex, a stack of parchment sheets fastened together at one side. In
China, silk began to give way to paper in the third century A.D. (although
it was never fully displaced for calligraphy or painting). Paper could be
rolled as easily as silk, and the roll or “scroll book™ (chiian) continued to be
the standard format for the book for many centuries. It was not until print-
ing from wooden blocks was introduced in the seventh or eighth century
that a new material factor, the practical limits on the size of wooden blocks,
imposed shape and size on pages. That is when the roll gave way to stacks
of pages stitched together to form a ts’e, or volume. Thus the new form of
the book in China came to resemble the somewhat earlier new form of the
book in Europe, the codex. The implications for design of the shift from
long strips to rectangular page-size units have intrigued art historians East
and West. In China, before that change occurred the scroll book had
achieved a long history of high artistic significance. As in the West when
printing finally appeared there in the fifteenth century, the venerated tra-
ditions of the hand-copied book were slowly and reluctantly displaced;
they set the standards for the early printed “imitations.”

The history of that hand-written scroll book thus goes back to the po-
shu, the books written on silk, known from literary records as having com-
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SECTION TWO

menced as early as the seventh century B.C. (although the earlier form of
the book written on strips of wood or bamboo continued to be used
through Han times). A few beautiful examples from pre-imperial times
have been found. The most extensive finds however are from early Han,
from a pair of tombs excavated at Ma-wang-tui near the Hunan city of
Ch’ang-sha in 1972. Dating from about 190 B.C., they contained many
objects in perfect state of preservation, including a dozen or more extensive
pre-Han texts written on silk. We have no example of po-shu to display
here.

Here we see a number of important hand-written scroll books all written
on paper. Of greatest historic interest is the scroll written by So Tan, signed
and dated to a date corresponding to 270 A.D. It contains the latter forty
percent of the famous Taoist text, the Lao Tzu (or Tao-te Ching). It may be
the earliest scroll book written in ink on paper anywhere in the world. It
was preserved in the cache at Tun-huang discovered by Sir Aurel Stein in
1907. It can be compared with photographs of the Ma-wang-tui po-shu, or
silk manuscript, of the Tao-te Ching written about 190 B.C. These texts,
about 450 years apart, are the two earliest known versions of the famous
Taoist work. Note the development of the calligraphy and the continuities
of format.

With the coming of Buddhism to China during the Han period, there
were many reasons for making copies of Buddhist writings, the sutras. A
distinct style of standard script developed, as skilled copyists, whose names
we usually do not know, standardized the copying of sutras. The style of
their calligraphy is often called “‘hsieh-ching-t’i”’ or sutra-writing style. It has
its own logic, stressing smooth uniformity, varying in artistic quality but
recognizably of one genre. Here we see a number of outstanding examples
of sutras, mostly from Tun-huang and dating from the sixth through the
ninth centuries.

Labels no. 24-25 are by Siu. The essays and all remaining labels are by
Ch’en.
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THE SCROLL BOOK

24. Formal ceremonies at a meeting of scholars
(Shih hsiang-chien chih Ii). Replica of
wooden strips in clerical script.

Date: early 1st c. B.C.
Dimensions: 55.5 cm long.

Source: Chung-kuo k’o-hsiich-yiian k’ao-ku
yen-chiu-so, comp., Wu-wei Han-chien
(Peking: Wen-wu, 1964), p. 24; excavated
from M5, Mo-tsui-tzu, Kansu.

Although paper had already come into use by
the Han period (206 B.C.-220 A.D.), wooden
and bamboo strips were still widely used as an
inexpensive material for writing until the third
century. Classical texts written on such strips
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and bound into a set, as shown here, consti-
tuted an early form of the book. With the in-
dividual strips fastened in a fixed sequence, the
text was kept in the right order. Before an in-
scription was executed with a brush in black
pigment, the writing surface had to be polished
and sometimes covered with a coating. For
binding, notches were cut onto the side of the
strips where they were to be fastened with
hemp or leather string. On this set of wood
strips is preserved a text on scholarly ritual and
decorum. The brushwork is highly finished
and the composition gracefully balanced. The
spacious arrangement adds to our visual enjoy-
ment.
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25. Lao-tzu. Ink on silk in seal script.

Date: early 3rd c. B.C.
Dimensions: 18 cm wide.

Source: Ma-wang-tui Han-mu po-shu cheng-
li hsiao-tsu, comp., Ma-wang-tui Han-mu po-
shu Lao-tzu (Peking: Wen-wu, 1976), fig. 1;
excavated from M3, Ma-wang-tui, Ch’ang-
sha, Hunan, in 1974-5.

Ancient texts preserved on silk manuscript
were an early form of the book. Written on this
partially deteriorated manuscript are two
Taoist classics, the Te-ching and the Tao-ching,
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and four other ancient texts dealing with moral
issues and military affairs. The text is executed
in small-seal script, which had already under-
gone a partial evolution to clerical script. The
pictographic nature of the seal script here has
been adjusted to quicker, more regularized
writing, as seen in the pausing and thickening
of rightward diagonals and the emphatic left-
turning sweeps. The vertical columnar format,
marked with fine ink lines, derives from bam-
boo strips. Found in a tomb datable to 168
B.C., this silk manuscript was probably ac-
quired during the lifetime of the tomb’s de-
ceased and cherished as a rare and antique item.

.54.



THE SCROLL BOOK

|
{

ﬁfLg%ﬁwﬁghmgﬂixaéi?*&%%#%kx#Z{
T GRRaAg AR TR RARLIEBR L AR
R AAERBRERAAEZRZARRA Ao o g B2
R ZR AR T AAIHM AR ME R gl R
a B RS2 ARTERG BRRXARIARMmp LT S
» = salfaimds rE3MAAZ AR A ST
= AN g‘&f?ﬁﬂ%f%_% i’ai?‘?x%‘%,ﬁﬁ%h%fﬁﬁ:
AR SOINEAIET FUaDRRENRS NG
3 TR TR : TRE -2
* /RRAL SI A ZA s KB A Iz R, -
§ RRTARRIRY aiamEelniaiae
BRERED @S 2 Rkl el AR A
2 *“fxaﬁﬁi“ zh*ﬁgﬁ**iﬁ a§<
1 e e AN SARAAR T EAA m
re ARLATErY DanPARBE. i
% S e SR B T et E o ANl
AE REALTTRI 42 ;R g rIp ol L8
5 A4M GIREg ABARFE L e
S Ad MARAR TEBERIgRd 2HF bk
N 4 - —- -
26. Transcription of the Tao-te ching. Detail
of handscroll in clerical script, ink on
paper.
Calligrapher: So Tan (ca.250 - ca.325 A.D.). paper scrolls. A large proportion of these
Date: 270 A.D. scrolls are manuscripts of Buddhist sutras

and Confucian or Taoist classics, among

- et e s L which the earliest work is a copy of the

Callespon: The Jana B, BRow Collecton on Tao-te ching (no. 26), dated 270 A.D. and

loan to The Art Museum, Princeton ; :

University (L198552) transcribed bY So Tan (Ca. 250—(:3.325).] It
is now in the John B. Elliott Collection on
loan to the Art Museum, Princeton Uni-

Dimensions: 30.8 ¢cm high.

versity.
Important archaeological finds in China at So Tan was born into a literary family
the turn of this century occurred during at Tun-huang. His uncle So Ching (239-
the exploration of the Sutra-storage Cave 303) was a scholar, geomancer, and tal-
(ts’ang-ching tung) at Tun-huang in Kansu ented calligrapher who specialized in the
province. The collection in the cave con- cursive-script style. In 264, So Ching and
sists of a great variety of historical docu- his four cousins entered the Imperial
ments that touch upon almost every as- Academy (T ai-hsiich) in Lo-yang, then
pect of Chinese culture from the third to the capital of the Wei Kingdom (220-265
the eleventh century. The documents in- A.D.), and became famous as the ‘“‘Five
clude both religious and secular themes; Dragons from Tun-huang.” Possibly the
and the media include visual and literary young So Tan joined his uncles in the Im-
forms, mostly preserved on silk and perial Academy at this time. In Lo-yang
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he became interested in Taoism, which
probably was introduced to him by his
friends from southeast China, then the
center of the religion. Probably through
their connections he moved to Nanking,
the capital of the Wu Kingdom (221-280),
and adopted the calendar year of the Wu
reign to date his works. He finished the
transcription of the Princeton Tao-te ching
in 270.2 At the end of the scroll, he in-
scribed: “On the fifth day of the fifth
month of the keng-yin year, the second
year of the Chien-heng reign, So Tan
from Tun-huang Commandery finished
writing this” (Chien-heng erh nien keng-yin
wu-yiieh wu-jih Tun-huang chiin So Tan
hsieh i). The extant manuscript in Prince-
ton offers but a fragment of the original
classic, attributed to Lao Tan (active ca.
5th c. B.C.). The characters are written

within 118 ink-ruled columns on fragile
yellowish paper. According to Professor
Jao Tsung-i, the So Tan manuscript was
primarily based on an ancient version of
the Tao-te ching with commentary by Ho-
shang-kung (fl. ca. 3rd c. A.D.) and is dif-
ferent from another version with com-
mentary by Wang Pi (226-249).3

The calligraphic style of the So Tan
manuscript demonstrates a relationship

27. Chien Kuan-nei hou Chi-chih piao
(Memorial to recommend Chi-chih, Marquis
of Kuan-nei). Detail of rubbing, ink on
paper.

Calligrapher: attr. Chung Yu (ca.170 - 230).
Date: original rubbing from N. Sung (960-
1127).

Dimensions: 13.7 x 25.7 cm.

Source: Shodo 3, no. 111.
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THE SCROLL BOOK

with that of the great calligrapher Chung
Yu (ca. 170-230). Squat in shape, each
character shows elements of clerical-script
(li-shu), characterized by wavy horizontal
strokes (p’o) and strongly accented flaring
diagonals (chieh, or na). The stress on
these flaring diagonal strokes gives each
character a stable base and balances the
composition. Each stroke has a smooth
silhouette, which results from the steady
movement of a soft brush controlled by
a highly trained hand. In its overall effect,
the calligraphy looks natural, relaxed, and
rhythmical. These characteristics, includ-
ing squat composition, emphatic diago-
nal strokes, relaxed brushwork, and an
unembellished manner reflect the calli-
graphic style of Chung Yu, as seen in the
“Memorial to Recommend Chi-chih, the
Marquis of Kuan-nei” (Chien Kuan-nei
hou Chi-chih piao) attributed to him (no.
27). It was not surprising that So Tan
adopted Chung Yu’s calligraphic style
during his stay in Lo-yang, since Chung
had been an influential statesman and cal-
ligrapher there until his death in 230.

Another example with aesthetic princi-
ples similar to those of the So Tan manu-
script is a fragment discovered in Turfan
in Chinese Turkestan, from Records of the
Wu Kingdom (Wu chih), datable to ca. 300
A.D. (no. 28). The calligraphic style rep-
resented by the So Tan manuscript, more-
over, became a convention for transcrib-
ing Buddhist sutras in the Six Dynasties
Period (220-589) known as Liu-ch’ao
hsieh-ching t’i. One of the best examples
of this category is a manuscript entitled
“Formula to Be Recited at the Ceremony
of Receiving the Commandments™ (Shih
sung pi-ch’iu chieh pen), dated 406, now
in the collection of the British Library (no.
29).4

Conventionally, the term hsieh ching has

£’i‘f‘i"a
.Jbg

“"“‘I

_ 53
Adwngp ot

e e—————
TR 1 S ——"

&

Hmw#mékﬂaM$&

FEXBEIIL v ST OB R

f%ﬂﬁ%ﬂ

— e e e et e - o o
SR WA S - VS —

o

il g e

GOEWA N F o R N e

FTR A RF X RAP AR W
ﬂ@ﬁﬂdyz

"'H"ﬂ“% T =x* “-"*‘&
Av) M oD N R

k,

28. Wu-chih ts’an chiian (Fragment from
‘Records of the Wu Kingdom’).

Detail of handscroll, ink on paper.
Author: Ch’en Shou (233-297).
Date: ca. 300.

Dimensions: 25.7 cm high.
Source: Shodo 3, no. 127.

referred only to the production of Bud-
dhist sutras. But since it literally means a
transcription either of the texts of sutras or
of classics, then naturally it should also in-
clude transcriptions of Buddhist tripitaka,
Taoist scriptures, and Confucian classics.
Although the tradition of sutra transcrip-
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29. Shih sung pi-ch’iu chieh-pen (Formula to
be recited at the ceremony of receiving the
commandments). Detail of handscroll, ink
on paper.

Date: 406.

Dimensions: entire scroll 24.5 x 710 cm.
Collection: British Library (S. 797).

Source: Asahi Shinbunsha, Dai’ei toshokan
shiizé Tonkd Réran kobunsho ten (Tokyo: Asahi
Shinbunsha, 1983), p. 56, pl. 32.

tion has remained alive since Buddhism
came to China in the first century A.D.,
there 1s no single persistent calligraphic
style specifically designed for this cate-
gory. The so-called “sutra transcription
style” (hsieh ching t’i) is a vague term refer-
ring to the text being transcribed, rather
than to a calligraphic style.

In fact, the many sutra transcriptions
executed throughout the centuries can be

distinguished by different period styles,
each reflecting a variety of sources and
aesthetic concerns. For example, the “Six
Dynasties Sutra Transcription Style” be-
speaks its primary relationship with the
style of Chung Yu, characterized by for-
mal simplicity (see above concerning the
So Tan manuscript). In contrast, the
unique calligraphic style of the “T’ang Su-
tra Transcription’ category clearly differs
from works of the Six Dynasties. This
point can be illustrated by a stylistic anal-
ysis of a scroll entitled **‘Mo-ho po-jo p’o-
lo-mi-to ching” (Mahaprajiiaparamita)® by
an anonymous T ang calligrapher (no. 30)
from the Sutra-storage Cave at Tun-
huang.

This scroll consists of only one chapter
from the original sutra entitled “Pien-
hstich p’in.”” The characters are written
within ink-ruled columns on yellowish
paper. The format consists of columns of
seventeen characters, except in a few
cases where the number of characters
ranges from eighteen to twenty-two. The
calligraphy of this scroll clearly contains
elements of regular script (k’ai-shu), char-
acterized by sophisticated brushwork, ar-
chitectonic composition, and tight, even
spacing.

The horizontal and vertical brush
strokes are of similar width; dots and
hooks are evident; and the flaring diago-
nals prominent in clerical script are less
pronounced. Each stroke represents the
subtle and complicated modulations that
result from skillful shifts of the pressing-
and-lifting movement of the brush. These
sophisticated strokes are compressed into
a square composition to form each char-
acter. They are tightly spaced from top to
bottom in each column, but an open space
is left between columns. This arrange-
ment brings to the entire composition a
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sense of rectitude and regularity. (Such
characteristics are also found in three other
Buddhist sutra scrolls datable to the same
period: “Mo-ho po-jo p’o-lo-mi fang-
kuang ching kung-yang p’in,” “Ta-chi-
ching hsien-hu-fen shou-chi-p’in,” and
“San-mi-ti-pu lun.”’® (See nos. 31-33.)

The development of regular-script cal-
ligraphy reached its apex in the T’ang pe-
riod, when new aesthetic formulae in this
genre flourished. The great masters were
Yi shih-nan (558-638), Ch’u Sui-liang
(596-658), Ou-yang Hsiin (557-641), and
Yen Chen-ch’ing (709-785), whose influ-
ence was widespread and prolonged. A
ninth-century rubbing, “An Inscription
on the Stele at Hua-tu Temple” (Hua-tu-
ssu pei ming) by Ou-yang Hsiin, which
was discovered at the Sutra-storage Cave
at Tun-huang,” indicates that calligraphers
in the Tun-huang Buddhist scriptoria
knew and adopted the formulae of these
masters.

Mahayana Buddhism was introduced
from China to Japan by Paekche monks
in the mid-sixth century. Patronized by
Prince Shotoku (572-621), the new reli-
gion began to flourish nationwide. Based
on Chinese models, numerous Buddhist
temples were erected, statues created, and
sutras transcribed. Transcription of Bud-
dhist sutras in Japan had by the twelfth
century undergone a three-stage artistic
evolution. In the Nara period (645-710),
sutra transcription was primarily carried
out by monks. Most sutras executed in
this period were written in ink on plain
paper; occasionally they were transcribed
in gold paste on indigo paper. In the early
Heian period (794-897) these practices be-
gan to change: the sutras copied in this
period were often transcribed in gold or
silver ink on colored paper and were ac-
companied by illustrations, either preced-

ing the text as frontispieces, or paralleling
the text.®

In the late Heian period (897-1185),
the development of sutra transcription
reached its apex, both in quality and in
quantity. The transcription of sutras be-
came a new fashion among the ruling
class. Aristocrats saw sutra transcription
not only as a means of expressing their re-
ligious piety, but also as a means of accu-
mulating the personal merit needed to
achieve salvation. Motivated by this con-
viction, some of them initiated projects to
transcribe enormous numbers of sutras
that were then dedicated to temples.’
Most of the sutras copied in this period
were physically embellished in the Japa-
nese style known as “Decorated Sutras”
(soshoku-gyo), with text written in gold or
silver paste on colored paper and preceded
by a frontispiece and a floral-decor cover
on the reverse.!®

The most distinctive groups of such su-
tra include the Jingoji Sutras (Jingoji-kyo)
dedicated by the imperial family to the
Jingo Temple in 1141,!! the Chusonji su-
tras (Chiisonji-kyo) dedicated by the Fuji-
wara family to Chasonji late in the twelfth
century, and the “Sutras Dedicated by the
Taira Family to the Itsukushima Shrine”
in 1164. The latter are known as the
Heike-n6-gy6.!? In terms of decoration,
the Jingoji and Heike-n6-gy6 sutras rep-
resent a drastic contrast in aesthetic taste.
Most of the decor on the latter is colorful
and innovative — an appropriate reflec-
tion of the character of the Taira family,
then overwhelming the country with
wealth and political success. In contrast,
the decoration on the Jingoji sutras is
more conservative. Its simple, refined,
and elegantly restrained quality reflects an
older tradition of sutra illustration. '3

The Jingoji sutras clearly show formal
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30. Mo-ho po-jo p’o—lo-mi ching
(Prajaiaparamita sitra). Detail of
handscroll, ink on paper.

Date: T’ang period (618-907).
Dimensions: 27.3 cm high.

Collection: The John B. Elliott Collection on
loan to The Art Museum, Princeton
University (L1986.104b).

affinities to T’ang models, as seen in a
scroll entitled “Kompon setsu issai ubu
binaya” (Ken-pen-shuo i-ch’ieh yu-pu pi-
na-yeh; Sanskrit: Miilasarvdstivada nikaya
vinaya sitra)'* now in the collection of the
Art Museum, Princeton University (no.
34). The scroll consists of two main parts:
the text of the sutra and a frontispiece,
which shows the Buddha preaching under
Vulture Peak. The physical relationship
between the text and the frontispiece as
such is a formal adoption of the T’ang
mode, as seen in the Diamond Sutra
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(Prajnaparamita-sutra), dated 868, in the
British Museum (no. 35). Both the text
and the painting of the Jingoji scroll are
executed in gold and silver paste on indigo
paper — the same media popularly used
in the T ang period.'® The text is arranged
into columns defined by silver lines. In
most cases, each column comprises sev-
enteen characters, the number commonly
used in most Japanese sutra scrolls. This
style also can be regarded as a T ang influ-
ence, and is represented by the Buddhist
sutras found at Tun-huang.

In the text such characters as erh and o
were written in archaic forms. Archaic
scripts of this kind were used formulai-
cally in T’ang sutra writings, and thus
show how faithfully the Jingoji sutra pre-
served the T'ang model. In terms of cal-
ligraphy, the characters of the Jingoji
scroll are written in refined regular-
script style, neatly configured, and evenly
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31. Mo-ho po-jo p’o-lo-mi fang-kuang ching
kung-yang p’in. Detail of handscroll, ink
on paper.

Date: early T'ang period (ca. early 7th ¢).
Dimensions: entire scroll 25.73 x 466.73 cm.

Collection: Gest Oriental Library.

spaced. This is reminiscent of the T’ang
sutra writings seen in nos. 30-33. The sty-
listic affinity between the Jingoji sutra and
its T’ang sources proves that T’ang cul-
ture remained influential in Japan during
the Heian period.

Esoteric Buddhism entered Japan dur-
ing the Nara period (710-794) because of
constant cultural contact with China. It
was at that time regarded as a mystery re-
ligion (mikkyo), and initially gained little
prominence. During Heian, however, this
religion began to flourish, and eventually
became one of the most influential Bud-
dhist sects, dominating Japanese religious
life throughout the period. The flores-
cence of Esoteric Buddhism in Japan has
been accredited to the “Eight Masters,”
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32. Ta-chi-ching hsien-hu-fen shou-chi-p’in.

Detail of handscroll, ink on paper.
Date: T"ang period (618-907).
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Collection: The John B. Elliott Collection on
loan to The Art Museum, Princeton

University (L1986.61).

33. San-mi-ti-pu lun. Detail of handscroll,

ink on paper.
Date: T'ang period (618-907).

Dimensions: 23.3 cm high.
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34. Komponsetsu issai ubu binaya
(Milasarvastivada nikaya vinaya sitra).
Detail of handscroll, gold and silver on
indigo paper.

Date: Late Heian period (ca. 1150).
Dimensions: painting, 25.9 x 21.2 cm;
calligraphy, 25.9 cm high.

Collection: The Art Museum, Princeton
University (1959-121).

who included such important monks as
Kuakai (774-835), Ennin (794-864), and
Enchin (814-891). Each traveled to China
and brought back large numbers of Eso-
teric Buddhist icons and scriptures edited
in the K’ai-ytian period (714-741).1¢
Esoteric Buddhists believed that the only
way to reach enlightenment is through
the ceaseless practice of chanting Esoteric

sutras and meditating on Esoteric deities
to the accompaniment of ritual gestures.
Each deity was believed to hold a certain
power to help followers quell emotional
turmoil and reach eternal peace. The pic-
torial representations of these deities are
based strictly on iconographic descrip-
tions appearing in sutras. Depending on
their nature, status, and power deities are
represented either in merciful or in fearful
appearances, and accompanied by attri-
butes and emblems symbolizing their spe-
cific powers. They can be represented in-
dividually as independent icons, or shown
hierarchically grouped in a schematic dia-
gram called a mandala, which symbolizes
each one’s influence over a specific sphere
of the Buddhist universe. Considered as
pivotal vehicles to enlightenment, the Es-
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oteric icons thus are important in both
public and private rituals. In the Heian pe-
riod, due to the popular expansion of re-
ligion, Esoteric icons were constantly
copied with great accuracy and precision
from earlier models. One of the most im-
portant works of this period is the “Ten
Scrolls of Esoteric Icons” (Zuzo jikan sho)
compiled by Byodobo Yogen (some say
by Shojobo Ejo) around 1135.17

The Ten Scrolls are an encyclopedic
compilation of extant Esoteric icons, and
became standards for copies in later pe-
riods. As preserved in later copies, the Ten
Scrolls consist of ten categories of icon
arranged in hierarchical order: starting
with buddhas, bodhisattvas, and heavenly
kings, and ending with celestial beings.
Each icon is accompanied by a passage of

text that serves as an iconographic refer-
ence. It includes the sutra on which the
icon is based, the original Sanskrit name
of the icon, an emblematic Sanskrit char-
acter as insignia for the deity, and specific
mudra, weapon, and vehicle by which the
deity is identified.'® The best example of
these characteristics is a fragment show-
ing the ninth of the Ten Scrolls copied by
an Esoteric Buddhist monk, Konkoshi
Ryosho, in 1321.'" The fragment,
mounted as a handscroll, is now in the
collection of the Art Museum, Princeton
University.

The Princeton fragment is missing the
scroll’s first five icons and text. It consists
in total of seventeen sections of icons of
heavenly kings, each accompanied on the
right by its text, providing a strict formula
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35. Frontispiece to Chin-kang ching
(Prajfiaparamita sitra). Detail of
handscroll, blockprint on paper.

Date: T’ang period (618-907).
Dimensions: 23.7 x 28.5 cm.

Collection: The British Library (P.2. Ch. ciii.
0014).

Source: Whitfield, Art of Central Asia 2, fig.
144,

for the execution of the icon. In some
cases an annotation is added at the end of
the text to give more iconographical ref-
erences, as seen in the thirteen columns of
writing immediately to the right of the
Four Heavenly Kings in the middle of the
fragment (no. 36). The annotation indi-
cates that the coloration for the Four

T Y T '\ __EJ(/ “qf:}-..
S

SV

Heavenly Kings is as follows: the King of
the North (Vaisravana), dark blue; the
King of the East (Dhrtarastra), light blue;
the King of the South (Viridhaka), red;
and the King of the West (Viripaksa),
white. It further explains that this formula
was adopted from that for another set of
the Four Heavenly Kings in the Great
Eastern Temple (Todaiji), and the formu-
lation of such color-cardinal relationships
was borrowed from Chinese geomancy
(yin-yang chia), rather than from tradi-
tional Esoteric iconography.

By the end of the ninth century, the
Chinese had already applied woodblock
printing technique to the reproduction
of Buddhist sutras and illustrations. The
most important extant works of this cate-
gory are the scroll of the Diamond Sutra
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(Chin-kang ching), dated 868, the “Image
of Pi-sha-men t’ien” (VaiSravana), dated
947, and the ‘“‘Image of Bodhisattva”
(Wen-shu p’u-sa; Sanskrit: marnjusri), dat-
able to the mid-10th century, all in the
British Museum (nos. 37-38).%0

A remarkable breakthrough in the tech-
nique of woodblock printing took place
in the eleventh century, when Pi Sheng,
a Northern Sung (960-1127) official, in-
vented movable type (huo-tzu-pan yin-
shua-shu). This technological innovation
can be considered the origin of modern
typesetting. This efficient method of
printing spurred the proliferation of books
and Buddhist sutras from then on, and
Buddhist scriptoria probably began to
lose their importance as centers for repro-
ducing sutras. Even so, highly developed
printing techniques did not terminate the
long history of sutra transcription. In fact,
pious Buddhist calligraphers in later pe-
riods never ceased to transcribe sutras so
as to incur blessings on special occasions.
One of the best examples of this category
is the Diamond Sutra copied by Chang
Chi-chih (1186-1263), now in the John B.
Elliott Collection (nos. 39a-b).%

Chang was brought up in Li-yang, An-
hui, in a family famous for political and
scholarly achievement, and he became a
renowned calligrapher. His uncle Hsiao-
hsiang (1132-1170) was a high-ranking
official and esteemed calligrapher, who
employed the writing style of Yen Chen-
ch’ing. His father, Hsiao-po (c.s. 1163),
was also a successful offical. Chang Chi-
chih himself passed the chin-shih examina-
tion and became the tutor to the crown
prince. He completed this copy of the
Diamond Sutra in memory of his father’s
death on the first day of the sixth lunar
month of 1246 (indicated in the colophon
at the end of the text, no. 39b). Written on

gridded paper, the calligraphy was origi-
nally mounted as a handscroll, then con-
verted into an album in 1664.22 The pres-
ent album consists of 128 leaves;? each
leaf contains four columns, each usually of
ten medium-sized characters in regular-
script style.

The calligraphy strongly demonstrates
Chang’s personal style: taut economic
brushwork and open spacing. The dy-
namic aesthetic quality results from his
synthesis of the brush techniques and
compositional ideas of his predecessors,
including Chung Yu, Wang Hsi-chih
(321-379), Ch’u Sui-liang, Yen Chen-
ch’ing, Li Yung (678-747), Sung emperor
Hui-tsung (r.1100-1125), Su Shih (1036-
1101), and Huang T’ing-chien (1045-
1105).

The brushwork of the Diamond Sutra is
extremely sophisticated (no. 39a). Each
stroke contains internal variations in
width, resulting from the shifts of pres-
sure from the brush movements. These
variations are most clearly seen in the hor-
izontal strokes, each one of which looks
thicker at its beginning on the lower left
and thinner at its end on the upper right.
This slightly tilting arrangement creates a
sense of dynamic movement. The device
originated in the “Epitaph for General Li
Ssu-hsiin” (Yiin-fei chiang-chiin Li Ssu-
hsiin pei) by Li Yung. Another technique,
in which the termination of the horizontal
stroke is short and abrupt, can be traced
back to Wang Hsi-chih, as seen in his
“Letter on the Seventeenth Day” (Shih-
ch’i t’ieh). But in other cases, the horizon-
tal stroke is terminated with a sharp thin
hook moving in a reverse direction. This
device recalls the brush idiom of Sung
emperor Hui-tsung, famous for his “slen-
der-golden style” (shou-chin t’i). To bal-
ance these tilting, undulating horizontal
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36. Esoteric Buddhist icons. Detail of
handscroll fragment, ink and colors on
paper.

Artist: Konkoshi Ryoshao.

Date: 1321.

Dimensions: 30 cm high.

Collection: The Art Museum, Princeton
University (1958-42).

strokes, most of the vertical strokes are
thin, rectilinear, and relatively even in
width.

Most of the diagonal strokes extending
from upper right to lower left look thin
and simple in shape, but their strong force
counterbalances the tilting. Here Chang is
influenced by Huang T’ing-chien, partic-
ularly his “Letter to Chang Ta-t'ung”
(Tseng Chang Ta-t'ung ku-wen t’i-chi).
In contrast, the diagonals extending from
upper left to the lower right are graceful in
shape but complicated in brushwork.

They appear slender and elegant in the be-
ginning but become thick and brisk at the
end — a feature reminiscent of the brush
idiom of Ch’u Sui-liang.

The configuration of the individual
character is square and self-balanced, re-
flecting the aesthetic ideas of Yen Chen-
ch’ing — those concerned with formal
dignity and correctness. Yen’s style was
highly praised among Sung scholars, who
considered calligraphy to be the imprint of
the mind and the reflection of the artist’s
personality. Probably Chang Chi-chih
adopted Yen'’s style through the teachings
of his uncle Hsiao-hsiang.

The most notable aspect in Chang’s
composition is the sense of spaciousness.
Although the idea of creating large spaces
within small characters comes from Su
Shih, Chang Chi-chih made his own
interpretation. First, he often allowed
space between strokes, especially in the
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upper-left corner of an enclosure (such a
device can be traced back to Chung Yu, in
his “Memorial to Recommend Chi-chih”’;
see no. 27). Secondly, he usually com-
bined two diverging strokes into a brief
hook and left more open space in the char-
acter composition. And thirdly, he placed
shortened and sharpened dots at a certain
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distance from the character proper in or-
der to enlarge the space between them.

As we have seen, all the versatile de-
vices in brushwork, composition, and
spacing bring to the writing of the Dia-
mond Sutra the open, lively, and dynamic
quality of Sung calligraphy.?
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37. Pi-sha-men t’ien (Vaisravana). Album 38. Wen-shu p’u-sa (Bodhisattva manjusri).
leaf, blockprint on paper. Album leaf, block print on paper.

Date: 947. Date: ca. mid-10th c.

Dimensions: 40 x 26.5 cm. Dimensions: 27.9 x 16.8 cm.

Collection: The British Museum (Stein Collection: The British Museum (Stein
painting 245). painting 237).

Source: Whitfield, Art of Central Asia 2, fig. Source: Whitfield, Art of Central Asia 2, fig.
153. 142.
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.

39a-b. Chin-kang ching (The Diamond Dimensions: each leaf, 29.3 x 13.7 cm.

Sutra). Album leaves, ink on paper. Collection: The John B. Elliott Collection on

Calligrapher: Chang Chi-chih (1186-1263). loan to The Art Museum, Princeton
University (L1970.177a-c).
Date: 1246.
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1. For further references to the So Tan

Manuscript, see Jao Tsung-i, “Wu
Chien-heng erh nien So Tan hsieh
pen Tao-te ching ts’an chiian k’ao-
cheng” [The So Tan Manuscript
Fragment of the Tao-te ching, A.D.
270], Journal of Oriental Studies 2.1
(January 1955), pp. 1-30, English
summary, pp. 68-71; Jao Tsung-i and
Hibino Jobu, ““Taijé gengen dotoku-
kyo” [The So Tan Manuscript], in
Shodo 3, pp. 187-188, pls. 119-120;
and Frederick Mote, ‘“The Oldest
Chinese Book at Princeton,” The
Gest Library Journal 1.1 (Winter 1986),
pp. 34-44.

2. Jao, “So Tan Manuscript,” p. 2; also

see Mote, “The Oldest Chinese
Book,” pp. 37-38.

3. Jao “So Tan Manuscript,” pp. 13-15;

see Mote, ‘“The Oldest Chinese
Book,” pp. 40-41. The authentication
of this scroll is primarily based on Jao
Tsung-i, “So Tan Manuscript,” an
extensive textual study of different
versions of the Tao-te-ching. How-
ever, the title at the end of the scroll,
reading: ““T’ai-shang hstian-yiian Lao-
tzu Tao-te-ching,” raises a question
about dating it to 270. The honorific
title ““Tai-shang hstian-yiian huang-ti”
was first granted in 666 to Lao-tzu by
the T’ang emperor Kao-tsung (r.649-
783). (For further reference to the
study of Lao-tzu see Morohashi Te-
tsuji, Dai Kan Wa jiten (Tokyo: Dai-
shukan shoten, 1958), vol. 9, pp. 145-
47.

. The manuscript (S. 797) is catalogued
in Lionel Giles, Descriptive Catalogue
of the Chinese Manuscripts from Tun-
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huang in the British Museum (London:
Trustees of the British Museum,
1957), pp. 132-133. It is a long hand-
scroll, measuring 24.5 x 710 cm.
Both sides of the scroll are covered
with characters. The text was tran-
scribed by many hands, each in an in-
dividual calligraphic style. The sec-
tion selected here is located near the
end of the back of the scroll.

The sutra was translated from San-
skrit to Chinese by the Indian monk
Kumarajiva (Chiu-mo-lo-shih; 344-
413) in Ch’ang-an. For more refer-
ences to the sutra see Ono Gemmyo
et al., eds., Bussho kaisetsu daijiten
[Bibliographical Dictionary of Bud-
dhist Texts] (1935; rpt. Tokyo: Daitd
shuppansha, 1964-66), vol. 10, pp.
270-71.

Concerning these sutras, see Ono,
Bussho 4, p. 123; 5, p. 258; 10, p. 274.
The photographic reproduction of
this work was published in Roderick
Whitfield, The Art of Central Asia:
The Stein Collection in the British Mu-
seum (Tokyo and London: Kodansha
Intl., 1983) 2, fig. 97.

The latter is exemplified by the “Il-
lustrated Sutras of Cause and Effect
Past and Present” (E-Inga-kyd). For
general information on sutra tran-
scription in Japan prior to the twelfth
century, see Komatsu Shigemi, Heike-
no-gyo no kenkyi [Study of the Illu-
minated Buddhist Sutras Dedicated
by the Taira Family to the Itsuku-
shima Shrine in the Last Years of the
Heian Period] (Tokyo: Kodansha,
1976) 1, pp. 46-51, 74-105. For refer-
ence to E-Inga-kyo see Ito Takuji,
“Shakyo yori mita Kakoé Genzai In-
gakyo gakan” [Research on Old Cop-
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ies of the Kako Genzai Ingakyo Su-
tras: A Textual Study], Bijutsu kenkyi
4.149 (August, 1958), pp. 1-29; 4.150
(October, 1958), pp. 21-49.

See Komatsu, Heike-ni-gyo 1, pp. 78-
79.

For further reference, see Egami Ya-
shushi, “Jink6-in z6 Shishi ginji Shin-
gyo sogenga no sansui hyogen” [Land-
scape Depiction in the Frontispiece of
Hannya Haramita Shingyé Owned
by the Jinko-in], Bijutsu kenkyn 3.301
(September 1975), pp. 1-15; Sudd
Hirotoshi, “Kodai to Ajia no kyo-e:
Enryakuji z6 konshi ginji Hokkekyo
o meggute’’ [Paintings Embellish-
ing Sutra Scrolls of Ancient East
Asia, Centering on the Lotus Sutra
Copied in Silver on Dark-blue Paper,
Owned by the Enryaku-ji], Bukkyo
geijutsu 172 (May 1987), pp. 48-89;
and Kameda Tsutomu, “Shinko6-in z6
shishi gindei Hannya shingyo no mi-
kaeshi-¢”’ [A Frontispiece Painting of
the Sutra in the Shinkoin Collection],
Yamato bunka 6 (April 1952), pp. 55-
57.

The Japanese imperial family dedi-
cated about 2,317 scrolls to the Jingoji
Temple in 1141. On the background
of the Jingoji sutras, see Manabe
Shunsho, “Konshi kinji Issai-kyo”
[The Buddhist Tripitaka Written in
Gold Paste on Indigo Paper], in Sho-
gakkan, comp., Nihon meihd shiten
[Dictionary of Famous Art Treasures
in Japan] (Tokyo: Shogakkan, 1971),
pp- 266-67; see also Komatsu, Heike-
no-gyé 1, pp. 78-79. Besides Jingoji,
the imperial family also dedicated su-
tra scrolls to other temples, among
which the most famous is Kungji;
see Shimada Shijir, “Kundji-kyd”
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13.

14.

15.

16.

17.

18.
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[Frontispiece Painting of the Hok-
keky6 Sutra in the Collection of Mr.
Kinta Muto], Yamato bunka 10 (June
1953), pp. 43-47.

The Taira family dedicated 32 scrolls
to the Itsukushima shrine in 1164. For
details, see Komatsu, Heike-no-gyo,
vol. 2.

The aesthetic contrast in decorations
between the Heike-no-gyo and the
Kundji sutras was mentioned in Shi-
mada, “Kunoji-kyo.” For the back-
ground of the transcription of the
Buddhist Tripitaka in the Heian pe-
riod, see Komatsu, Heike-no-gyo 1,
pp. 74-77.

The sutra was translated from San-
skrit to Chinese by the monk I-ching
(635-713); see Ono, Bussho 3, p. 533.

The application of gold and silver
paste on indigo paper as media for
Buddhist sutras was popular in the
T’ang, as mentioned in the diary of
Ennin (794-864), a Japanese monk
who from 838-839 traveled in China
to pay homage to famous temples.
The reference was quoted in Ko-
matsu, Heike-né-gyo 1, p. 79.

For the general background of the de-
velopment of Esoteric Buddhism in
Japan, see Ono Gemmy®d, Bukkyd no
bijutsu oyobi rekishi [The Art and His-
tory of Buddhism] (Tokyo: Bussho
kenkytikai, 1916), pp. 706-40, 971-
1009; Manabe Shunsho, Mikkyo bi-
jutsu jisetsu [An Introduction to the
Art of Esoteric Buddhism] (Tokyo:
Dait6 shuppansha, 1986).

See also Sawa Ryuken, Butsuzo zuten
[Buddhist Iconography]| (Tokyo: Yo-
shikawa kobunkan, 1961), pp. 1-16,
esp. 13-14.

Matsunaga Shodo, Mikkyo daijiten
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[Encyclopedia of Esoteric Buddhism]
(1931; rpt. Kyoto: Mikky® jiten hen-
kai, 1945) 2, pp. 1327-28.

An inscription by the monk Konko-
shi Ryosho appears at the end of the
scroll. In it he says that he copied and
collated the text from a model “on the
9th day of the 4th month in the year
hsin-yu, the 5th year of the Genkyd
era [1321-1323].” “5th year’” may be
his mistake for “Ist year,” to which
hsin-yu correctly corresponds in that
cycle.

For photographic reproductions of
these three objects and many others,
see Whitfield, The Art of Central Asia,
2, figs. 142-153.

For further information about the his-
tory of this work, see Fu Shen,
“Chin-kang po-jo p’o-lo-mi-to ching

22,

23.

24.
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ping t’i-pa” [The Calligraphy of the
Diamond Sutra and its Colophons], in
Nakata Yujir6 and Fu Shen, eds., O-
Bei shizo Chigoku hosho meiseki shii
[Masterpieces of Chinese Calligraphy
in American and European Collec-
tions] (Tokyo: Chiié koronsha, 1981)
2, pp. 148-151.

See Pi Ting-ch’en’s colophon at-
tached to the calligraphy.

The text included in this album is in-
complete, with 248 characters miss-
ing; see Hsii Yiieh-shen’s colophon
(dated 1884) at the end of the album;
see also Fu, “Chin-kang,” p. 151.
Chang Chi-chih’s calligraphic style
can hardly be related to the Buddhist
scripture tradition, although he
adopted many archaic scripts of the
Six Dynasties.



