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My paper will focus on the Buddhist sculptures created by Shozan Gen’yo FRILIJTCH:
(1634-1727), a daughter of Emperor Gomizuno-o £ KE XK & (1596-1680) who
became the founding abbess of the imperial convent Rinkyu-ji #& 3578, located
on the grounds of Shugakuin Rikydl /&% FcHE = in northeastern Kyoto. As an
extraordinary act of piety, in the years following her father’s death she crafted
hundreds, perhaps several thousand small Kannon images, which she gave away to

Buddhist clergy and laypeople.

Early Religious Training and Endeavors

This is Gen’y0 in one of her self-portraits (Plate
1). I will refer to her by her Buddhist name
Gen’y0, but until she took the tonsure later in her
life she was known by her given names Akenomiya
Mitsuko #EE J&F. Biographies record that she
showed an interest in Buddhism from an early age.!
The retired emperor was a devout Buddhist and
frequently invited distinguished priests to lecture in
the palace; Gen’yo reportedly sat by his side and
listened intently. In 1665, at the age of thirty-one,
Gen’yo received the bodhisattva precepts
(bosatsu-kai EFER) from Ryokei Shosen HE{F%
1% (1602-1670), an eminent Zen priest who was
one of Gomizuno-o’s teachers. Ryokei originally
belonged to the Mydshinji #:(~3fschool of Rinzai

%1% Zen, but he switched his affiliation to the
Obaku #BE school. He is well known for the key

role he played in persuading the bakufu to grant the el
) ) ) o B e Gen’y0, Self-portrait.
Chinese priest Yinyuan Longqi FEJCIEIS (Jp. Ink and colors on paper. Jianji.
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Ingen Rytiki, 1592-1673) land in Uji and permission to build Manpukuji & <.

Influenced by her father, Gen’yo developed close associations with Yinyuan
and other Obaku monks, supporting their temples and activities in various ways. It
was she, for example, who persuaded Gomizuno-o to grant Yinyuan the honorary
title “Daikofusho Kokushi” A6 B8 [ ffi when he was on his deathbed in 1673,
and Yinyuan responded by addressing a poem to her. (Plate 2) Gen’yd also
patronized the Shingon E. 5 temple Sennyiiji & {3F, the official bodaiji HEHET of
the imperial family. Following in the footsteps of Gomizuno-o and her stepmother
Tofukumon’in &M FE (1607-1678), who with the financial backing of the
Tokugawa bakufu completely rebuilt this massive temple complex in the eastern
foothills of Kyoto, Gen’yd sponsored the restoration of the subtemple Zenmy®din
BIBE at Sennydji in 1674. She was also closely associated with another subtemple,
Unrytin Z#EPE, where numerous works of hers remain. The patronage of her
parents, who founded new temples as well as refurbished old ones, was surely an
impetus for Gen’y6. As a result of the enthusiastic support which Gomizuno-o,
Tofukumon’in, and other members of the imperial family poured into the renewal of
temples, the seventeenth century was a golden age for Buddhism in Kyoto.
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Plate 2
Yinyuan, Poem Written to Gen'yo.

Ink on paper. Manpukuji.
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From Sacred Leaves to Sacred Images

Gen’y0 did not formally take vows to become a nun until after her father’s
death. Two months after Gomizuno-o died, in the tenth month of 1680 at the age of
forty-seven, Gen’yii went to the temple Daikakuji K& 5 headed by her brother
Shoshin Hoshinnd 14 E.3#E#H T (1639-1696) and was tonsured by the monk Tengai
KA} of Tenryuji KFEF. After staying temporarily at a small hermitage at
Daikakuji, she had the Akenomiya palace %<& f#l F at Shugakuin Rikyii, where she
had been living since around 1670, transformed into a temple. A Kannondd #i#5 &
was constructed and Gen’y0’s residence officially opened as the imperial convent
Rinkytji in 1682.

Artistic Background

Raised in the refined artistic climate of Gomizuno-o’s court, in her youth Gen’yo
naturally learned poetry, and she also studied painting
with Kand Yasunobu FF¥F %15 (1613-1684) and the
Obaku priest Takuhd Doshii 54587 (1652-1714),
the latter a pupil of Kano Tan’yu JFEFHEH. What was
probably initially a kind of pastime evolved into a
significant part of her Buddhist practice. To be
specific, Gen’y0’s devotion to Kannon spurred her to
paint this deity in all its different forms. Kannon had
long been worshippéd by women in China and Japan,
and figured prominently in the practices of syncretic
Obaku Zen. Gen’yo’s faith, however, could be
described as extraordinary. Numerous sources record
that Gen’yo did more than one thousand Kannon
paintings.® Her paintings of Kannon, and occasionally
other deities, can be found in numerous temples in the
Kyoto-Shiga area, as well as in temples in other parts
of Japan with which she, Gomizuno-o and
Tofukumon’in, or Ryokei had some connection. An

example is her painting of Kannon Riding a Horse

(Plate 3), with an inscription by Yinyuan, preserved at

Plate 3
Gen’y0, Kannon Riding a Horse.

Shomyoji 1EBIF in Shiga prefecture, where Ryokei
(the priest who had initially conferred the bodhisattva Inscription By Yinyuan.

precepts on Gen’yo) was installed as the first abbot. Ink on paper. Shomydj.

7



Patricia FISTER

Shikimi and Buddhist Rituals

Gen’y0’s paintings are a worthy study in themselves, but in this paper I want to focus
on the small Kannon statues that she began making from powdered shikimi leaves
after Gomizuno-o’s death. According to records, first she collected leaves from
shikimi trees (Plate 4), the branches of which are traditionally placed in front of
Buddhist images or graves as offerings in Japan. The Latin names for shikimi are
illicium anisatum or illicium religiosum; it is usually called “Japanese anise tree” in

English. Shikimi is an evergreen often described as belonging to the magnolia

Plate 4
Shikimi.
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(mokuren A3#£) family; however, a separate shikimi family category has been
established called illiciaceae.* According to one source, the shikimi genus includes
as many as fifty different species which grow in southeast Asia and North America,
and thirty kinds in China.’ The Japanese shikimi tree has pale yellowish-white
blossoms in the spring, and the seeds of its fruit are poisonous.

Although one source (Shinzoku butsuji hen [EARLEHR], 1728) records that
shikimi was introduced to China from India and then brought by the Tang-dynasty
monk Jianzhen $ B. (Jp. Ganjin, 688-763) to Japan, where it was used as an offering
because the configuration of the flower petals resembled a type of lotus, recently
published Japanese botanical texts claim that the kind of shikimi used for Buddhist
offerings in Japan is native to this country. It is reportedly a completely different
plant than the Chinese plant represented by the characters % ., which is often cited
as the Chinese name for shikimi.® Moreover, the characters used in Japan for shikimi—
#% and Mk— are kokuji or characters created by the Japanese. Shikimi can be found in
mountainous areas in Honshu from the Kanto district westward, and also in Shikoku
and Kyushu.

Shikimi has a long tradition in Japan; a reference to it appears in a poem in the
Man’yoshu B 3E4E7 (ca. eighth century), and in the Konjaku monogatari shit 5~ E&Y)
#E4E (ca. eleventh-twelfth century) there is a passage describing how shikimi was
used together with rope to mark off a sacred area.® Examples citing the use of shikimi
offerings in front of Buddhist imagery can be found in the Genji monogatari J&ECH)
#& and the Makura no soshi ¥LEF-.° Nowadays branches of sakaki ##l are used by
Shinto shrines for purification purposes, but some scholars believe that shikimi may
have been originally used as well, since there are poems in the Genji monogatari and
Shinkokinshi 14 4€ describing sakaki as being aromatic.'® The sakaki tree known
in Japan today does not have an aroma, and thus it is surmised that the tree actually
referred to in these early texts was a kind of shikimi. There is further speculation that
at some point after Buddhism was introduced to Japan, to distinguish between Shinto
kami and Buddhist deities, sakaki came to be used in Shinto purification ceremonies,
and shikimi for Buddhist offerings.!! Indeed, the character for sakaki # is written
with a tree radical /K next to “kami” #fi, and one of the characters for shikimi is the
tree radical /X coupled with “hotoke” 1.

There are various theories as to why shikimi came to be used as offerings in
Buddhist rituals in Japan, often in place of flowers. Since the tree as a whole is
aromatic, even the leaves and bark, it is thought that shikimi branches may have

originally been put into coffins and buried with corpses, as well as placed on top of

79



Patricia FISTER

fresh graves, to neutralize the odor of decaying flesh and to prevent wild animals
from digging them up. Likewise, shikimi trees were often planted in cemetaries, as
well as around fields, to keep animals away. A florist also noted that since shikimi is
an evergreen, the leaves stay green for a long time, making it attractive as an offering.
So there were various practical reasons underlying the use of shikimi in funerary
rites.

Dried shikimi bark and leaves were also used to make incense, which is burned
as an offering to purify the space during Buddhist rituals. In the past, powdered
shikimi leaves and bark were reportedly mixed with other incense materials to make
what is known as makko (#£7), which is used in Buddhist ceremonies.'> While I
found numerous references to this practice, I discovered that nowadays shikimi is not
used as an ingredient in the makko recipes of major incense shops in Kyoto such as
Shoeiddo #4455 and Kungyokudd # 4. When I discussed this with Hata
Masataka /Ml 1E7;, the president of Shoeidd, he actually became curious as to why
they do not use shikimi, since there seems to have been a tradition in Japan of using
it. He explained that Kyoto, being the location of the court and a large number of
Buddhist temples, was the nucleus of the incense world in traditional Japan, so
imported incense materials generally found their way here. The custom of burning
incense and the technology for making it were known throughout the country, but
people did not necessarily have access to imported ingredients, so they turned to the
trees and plants close at hand. In Akita prefecture, for example, there is a shop that
uses a blend of kuwa Z5(L. Morus bombycis; a kind of mulberry), nemu-no-ki 22t> ®
N(L. Albizzia julibrissin), and acacia 7 % > 7 in its incense, while Shdeidd does
not.

It is possible that the skikimi commonly grown in Japan and used for Buddhist
ritual offerings today, and the shikimi used in the Edo period for incense, are
different. Philipp Franz Balthasar von Siebold (1796-1866) wrote in his Flora
Japonica that Japanese shikimi does not have the same fragrance as toshikimi ( b
7 - % 3, L. illicium verum, Ch./\f, %), and that the two were often
confused."* He goes on to explain that the aromatic “essence” from foshikimi
commonly used in Japan was actually imported from China. Indeed, the shikimi
available today in Japan has a strong odor as opposed to a pleasant fragrance, making
it difficult to conceive it as an incense ingredient. This is a point I need to pursue

further with botanical specialists.
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Imagery from Shikimi Leaves

Gen’y0’s choice to use shikimi as the primary material for her Kannon sculptures
seems to have been inspired by a story she heard. The circumstances are related in
one of the goroku 5§% of the Chinese Obaku priest Gaoquan Xingdun /552 £ (Jp.
Kosen Shotun, 1633-1695), who became the fifth abbot of Manpukuji.'® The story is
as follows. There was an old woman from the province of Kii (present-day
Wakayama prefecture) who rejected the Buddhist faith and practice. Her child
nevertheless followed the advice of Buddhist priests and constantly chanted the
nenbutsu, but she would turn her ears away. The child collected shikimi leaves and
wrote the name of Kannon on them, and after he or she (the gender is unclear) had
assembled a large pile, ground them into a powder and made a statue of Kannon. The
child prayed in front of the Kannon image everyday, and before long the old woman
was converted into a believer.

Gaoquan wrote that Gen’yo was overjoyed when she heard this story, and
decided to utilize the same method of making Kannon images to ensure that her
deceased father would achieve bliss in the next world. From the example of the old
woman in the story, presumably she recognized the power of such imagery to
proselytize as well. Gen’y0 was probably attracted by the aromatic aspect of shikimi,
and its use as a raw material in incense, as well as its established role as a Buddhist
offering. Since Gomizuno-o’s death was the impetus for her to create small Kannon
sculptures and the pious act of making them a kind of memorial on his behalf, shikimi
was an appropriate choice. That shikimi (or something similar) was prized alongside
such aromatic woods as sandalwood and aloes is suggested by the following passage
from the first chapter (Expedient Devices) of the Lotus Sutra (Hoke-kyo {E3ERE, 55—
JifE ).

After the Buddhas have passed into extinction,
if persons make offerings to the relics,

raising ten thousand or a million kinds of towers,
using gold, silver and crystal,

seashell and agate,

carnelian, lapis lazuli, pearls,

to purify and adorn them extensively,

in this way erecting towers;

or if they raise up stone mortuary temples

or those of sandalwood or aloes,

hovenia or other kinds of timber,

or of brick, tile, clay or earth:
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if in the midst of broad fields,

they pile up earth to make a mortuary temple for the Buddhas,
or even if little boys at play

should collect sand to make a Buddha tower,

then persons such as these

have all attained the Buddha way.

If there are persons who for the sake of the Buddha

fashion and set up images,

carving them with many distinguishing characteristics,

then all have attained the Buddha way.

(Translation by Burton Watson)'®

EE NEEES L
BARZERMA GBS L
Mo E MR LT R OR
RALNT T & 6 B IELE
R ES LR A EEE R
BOREE R MGG LR & @
EYEW L LERRSE
RER AR LN E RS
L% 1L 1L {L £ ¥ % B B Al
g E LR E KB %R E

The tree represented by the characters A4 (Jp. mokumitsu) in the original
Chinese text is translated by Burton Watson as “hovenia;” another English
translation of the Lotus Sutra calls it “eaglewood.”"” Mokumitsu is listed alongside
two of the major incense woods —dan & (sandalwood) and jin i (aloes)—as an
appropriate material for constructing memorials to Buddha. The text goes on to
encourage the making of Buddhist images from whatever materials are available,
such as metal, lead, iron, wood, mud, and lacquer. Since the second character of
mokumitsu is the same as that for shikimi, some Japanese have interpreted them as
being the same. One example is Asakawa Kanae #/I1 5§ (d. 1849), who quotes the
text of a commentary on this sutra passage stating that that &K% is kind of tree from
Chang’an &% (Jp. Chdan) in China called #%, which because it is aromatic and
purifying like sandalwood and aloe, was used for making images.'® I have been
searching for the original text of this sutra commentary to confirm this statement, but
so far have not been able to locate it. The Bukkyo daijiten says that the original
Sanscrit for K4 is devadaru, a tree belonging to the pine family called Himalayan
Cedar or Longleaf Pine." In sum, while it is unlikely that Japanese shikimi is the
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same aromatic tree represented by the character K4% in the Lotus Sutra, I suspect
that for Gen’y0, they may have been one and the same.

The concept of making images from powdered incense is no doubt related to
the tradition of carving Buddhist images from aromatic woods such as sandalwood
(Jp. danzo 1E1%), a practice which began in India and was introduced to Japan from
China.”® The natural fragrance of the wood, like incense, was thought to symbolize
the purity and benevolence of a buddha or bodhisattva. Sandalwood of course was
imported to Japan; it was expensive and not always readily available. Consequently,
images following the danzo stylistic tradition were sometimes carved from native
aromatic woods such as camphor (kusu-no-ki F& D K).

Small images used by individuals for private worship, called nenjibutsu =%
1L, were often carved from aromatic woods, as well as crafted from other materials
such as clay or paper. Gen’yo was clearly familiar with this tradition, as nenjibutsu
can be found in the collections of many imperial convents. The recipients of her
Kannon images likewise regarded them as personal tutelary icons, installing them in
small shrines and placing them on home altars.

Gen’yo0 presumably did not have training as a sculptor, so carving images from
any kind of wood was not feasible. Molding images from incense powder mixed with
lacquer, however, was something she could more reasonably handle. Given the fact
that she intended to make images in large numbers to give away, using a mold was
more practical than carving. The practice of creating multiple images by pressing
clay or the ashes left over from the Buddhist ritual of burning cedar sticks for
invocation (goma #£%) into molds was common in the Edo period.?' I was informed
by the current abbess of Rinkyuji, Amano Ejun KB F [, that shikimi grows wild in
the woods around the temple. Moreover, the area nearby called Hananodani {£..2 %
was purportedly famous for its shikimi, so Gen’yo would not have had to go far to
find leaves to pick.”? The availability of shikimi in the area she lived should also be
considered as a significant factor influencing her choice of this material.

After collecting and washing shikimi leaves, Gen’yo would write the name of
Kannon on each leaf, or single characters from sutras. When the bamboo basket
became full, she (or one of her servants) ground the leaves into a powder. She added
to this other kinds of incense powder,? and this was then mixed with lacquer and
nikawa % (a kind of animal glue traditionally blended with painting pigments and
used as an adhesive in woodwork), and pressed into a mold to create small Kannon
images. Gen’yo reportedly recited scriptures before and throughout the process. At

first glance, her images look as though they are made of wood, but upon close
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examination, one can see that there are no traces of wood grain. The resemblance is
not surprising since incense materials in their raw form (shavings or powder) are the
color of wood.

Manabe Shunsho E3#1& M pointed out to me that imperial convents
traditionally used more varieties of incense than ordinary temples. This is
undoubtedly related to the custom of burning incense to scent clothes practiced by
noblewomen, as well as the popularity of the incense identification game employing
combinations of fragrant wood shavings. The unique world and surroundings of
imperial convents inspired different kinds of art. Gen’yd’s shikimi images are but
one example.

Gen’y0 may not have been the first to make images from incense powder, but
the fact that many of the Obaku priests with whom she was acquainted wrote poems
or prose praising them, suggests that her Kannon images were considered to be
unusual and special because the material was shikimi leaves. So far I have found
passages describing Gen’y0’s images in the goroku of ten Obaku priests: Dokutan
Shokei %445 (1628-1706), Dokuhon Shogen &A1 VR (1618-1689), Gaoquan
Xingdun &R M (Jp. Kosen Shoton), Houn Myodd EZEHIH (1638-1706),
Tetsugyi Doki i f-1E 1% (1628-1700), Gettan Docho H {E & (1636-1713), Dozo
Hoju ETEE M (1644-1719), Kyodo Genzui 755 TCHE (1663-1730), Kaio Hoko M
$E 8 (1635-1712), and Jakumon Doaritsu # 9B (1651-1730). They all focus in
particular on her technique of using powdered shikimi leaves with sacred scriptures
or Kannon’s name written on them, and Gen’yo’s zealous religious spirit throughout
the creative process.

To date I have located eleven of Gen’yo’s pressed incense Kannon sculptures.
Four are in the collection of Rinkyuji in Kyoto (Plates 5a, 6a, 7a, 8a). All four of the
Rinkyuji Kannons are housed in small lacquer shrines (zushi) bearing inscriptions
confirming the images as being from the hand of Gen’yo. (Plates 5b, 6b, 7b, 8b). One
zushi in particular has a long inscription giving information about her biography as
well (Plate 8b). As can be seen from the photographs, the Kannon images appear to
be identical, although the attached headdresses and jewelry differ. I have asked the
current abbess of Rinkytji whether the mold, perhaps made of wood, still exists. She

said she had not seen one, but would continue to keep looking.
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Plate Sa Plate 5b Plate 6a Plate 6b

Gen’yo, Kannon. Inscription Gen’y0, Kannon. Inscription
Rinkyji. on back of shrine. Rinkyji. on door of shrine.

Plate 7a Plate 7b Plate 8a Plate 8b

Gen’y0, Kannon. Inscription Gen’y0, Kannon. Inscription
Rinkyiji. on back of shrine. Rinkyuji. on back of shrine.
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Concerning the prototype for these Kannon images,
the abbess of Rinkyuji suggested that Gen’yo may have
modeled them after the Sho Kannon Z2#]# statue which
is the main image (honzon AXEL) at Rinkyiji (Plate 9). This
statue, which came from Shiga prefecture and bears a
traditional attribution to the Tendai priest Enchin [E#
(814-891), posthumously known as Chishd Daishi 558
fifi, probably dates to the late Heian or Kamakura period.
Her speculation is supported by passages in the goroku of
the Obaku priests Gaoquan and Houn, which state that
Gen’y0 recognized the tremendous spirituality of this
image and had it brought to Rinkyuji from the imperial
palace after Gomizuno-o’s death.?* Apparently Gomizuno-
o had been particularly fond of this Kannon. Houn then

goes on to describe how Gen’yo created her own images,

implying that one source of inspiration was the newly

installed honzon at her temple.

There does seem to be some similarity in the face and
headdress; however, the right hand of the Rinkyiji Sho Pt9
Kannon is pointed downward instead of being raised as in Shd Kannon.
Gen’y0’s small Kannon images. The configuration of the S
drapery is also different. When I showed photographs to Buddhist sculpture specialists, [
was informed that the prototype for Gen’yo’s Kannons was probably a Heian-period
image. In particular they pointed to similarities in the type of headdress and the way the
drapery falls over the legs in concentric ovals. Sculptures of Sho Kannon (Plate 10)
were made in large quantities during the Heian period and presumably were still plentiful
in the Edo period. After carefully considering this issue, in designing her model I
believe Gen’yo adapted some features of the Sho Kannon at Rinkyuji as well as from
another standard type of Heian-period Sho Kannon. She may have chosen this particular
style of standing Kannon, with its left hand holding a lotus and right hand in the abhaya
mudra (Jp. semui-in T R E]1) because it was more suitable for small molded images.
For example, if the right hand extended downward in the fashion of Rinkyuji’s honzon,
with space between it and the body, it might have been easily broken when extracting
images from the mold or in handling them. Obaku priests specifically singled the
delicately rendered countenances of Gen’yo’s Kannon sculptures for praise, saying that

they expressed both compassion ( ji #%) and sternness (gen &).
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Plate 10
Sho Kannon. 11th-12th century. Wood. H. 166.5cm.
Kurumi shrine, Hikone.
After Hikone-Jo Hakubutsukan ZAR 3 4 £E ed.,
Inori no zokei: Omi Hikone no bukkyd bijutsu

1) ORERI =TT - ZROLEEER (1991), pl.21.

Recipients of Gen’yo’s Kannon Sculptures

Accounts unanimously relate that Gen’yo gave these images away to believers.
Priest Gettan Dochd wrote in his Shinge joroku «L>¥= %% that on the occasion of a
memorial ceremony for her father, she gave them to all the priests who participated.”
Priest Gaoquan recorded that he received two images in the summer of 1682, which
would have been the second anniversary of Gomizuno-o’s death.?® They were given
away to people from all walks of life, ranging from the daimyo of Yamato;?’ the
governor of Settsu (present-day Osaka),?® who at one time was charged with
overseeing the protection of the imperial palace; a superintendent of the governor in

Fukuoka;? the servant of a friend;*® and temple parishioners. The phenomenon of a
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princess giving away images to
commoners is an extraordinary example
of the popularization of Buddhism.

While I have not yet found any
other images in Kyoto, I have located
seven in Shiga prefecture. Two images
(Plates 11 and 12) are presently housed at
Shomyoji IEFAF, the temple mentioned
earlier which Gomizuno-o had restored.
Gen’y0 continued her father’s patronage
of Shomyoji after his death. The temple
collection includes numerous paintings
she donated, as well as a complete
transcription of the Lotus Sutra.

In July 2001 the chief priest Abe
Ryokai 25 Z2f# and I searched the altars
in the various buildings at Shomyoji for

Plate 11 (detail of image)
Gen’yo, Kannon.
Collection of
Takai Sakuuemon.

Gen’yo’s sculptures. The two that we discovered are not actually owned by the

temple, but were placed there in recent years for safekeeping by two parishioners.?!

The images are identical to the Rinkyiiji examples discussed previously. I believe

that the zushi in which they are enshrined are Edo-period originals. The fact that

Plate 12
Gen’y0, Kannon. Collection of Morita Etsuko.
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these two shrines are quite ornate suggests to me that Gen’yd’s images were highly
treasured by their owners. This is also supported by descriptions of the sentiments of
recipients recorded in goroku.

The goroku of the third abbot of Shomyoji, Kaio Hoko, actually includes
several poems written on the occasion of enshrining newly made images by Gen’yo
in the homes of parishioners.>? This dedication ceremony is referred to as kaiko Bt
(literally “opening the light”). One dedication was performed for an image given by
Gen’yo to the Takai family, which is probably the image mentioned above owned by
Takai Sakuuemon. The goroku also includes poems documenting that similar
dedication ceremonies were performed by Priest Kaio for the Kannon images given
by Gen’y®d to the Hiratsuka *F-3% family, the Takasu /=%H family, and Hayafuji
Yachibe % 11 oA

Not far from Shomydji is the temple Jianji #1%F, which Gen’yd herself
started to restore a few months after Gomizuno-o died. It became a subtemple of
Shomydji, and Rydkei’s pupil, Hoetsu Shoki /515 1E & (?-1709) was appointed as
the first abbot. Over the years Gen’yo added more buildings and donated many
paintings and scriptures. The fact that she enshrined an image of Gomizuno-o as well
as a memorial tablet (ihai i) suggests that she regarded Jianji as kind of memorial
temple. The above-mentioned priest of Shomyoji, Abe Ryokai, is also the chief
priest at Jianji, and our search for Gen’y6’s Kannon sculptures there turned up two
more images. One seems to have always
been in the temple’s collection, perhaps a
direct gift from Gen’yo to Priest Hoetsu
(Plate 13). A second image (Plate 14) was
donated to Jianji in 1982 by Yasui
Tokujird & FH{EXKER, one of the temple’s
parishioners. According to Reverend Abe,
previously it had been hanging in the
household Buddhist altar at Yasui’s home.
Excited by our discoveries, Reverend Abe
promised to try to look in the Buddhist
altars (butsudan) in parishioner households

during his home visits during the Obon

season, and in August 2001 he located

Plate 13 Plate 14
‘va 33
three more Kannon statues by Gen’yo. Gen’y®, Kiannon, Gy, Hatsion,
Jianji. Jianji.
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Unlike the Rinkyuji images, none of the Kannon sculptures I have seen in
Shiga prefecture have inscriptions on the zushi or any documentation identifying
them as being made by Gen’y6. However, after making careful comparisons through
photographs, there is no question that they are all from the same mold as the Rinkyuji
images. The dedicatory poems mentioned above included in Kaio’s goroku also
provide documentary evidence. Originally the recipients apparently saw no need to
record for posterity Gen’y0’s gift; they simply had a zushi constructed and placed the
enshrined images in their home altars, where they have resided for nearly three
centuries. Given the large numbers she purportedly made and gave away, and the
fact that Gen’yo lived in Kyoto, surely many of her Kannons originally graced the
homes of people here. However, Kyoto has undergone many changes during that
time and a lot of shifting and destruction has taken place, making it difficult to locate
them. I was pleasantly surprised to find that in the old homes and temples dotting the
countryside of Shiga prefecture, sacred images have been carefully preserved, many

of them in their original settings.

The Merits of Surfeit and Replication

To date I have only uncovered a small fraction of the thousands of Kannon sculptures
that Gen’y0 is recorded as having created. I am continuing to search for more despite
the fact that they are basically identical except for differences in applied crowns and
jewelry. In addition to wanting to identify more precisely the circle of recipients, I
am interested in the emphasis placed on quantity in Gen’y06’s devotional activities.
She reportedly painted one thousand paintings of Kannon, crafted three thousand
three hundred and thirty mini Kannon sculptures, and transcribed thousands of sutra
fascicles.** Moreover, she tirelessly recited scriptures day in and day out.
Concerning the surfeit of images, there is no question that Gen’y0o was
influenced by the teachings of the Lotus Sutra, which promoted the transcription of
scriptures and creation of imagery in quantity. Gen’y0 undoubtedly believed she was
accruing merit through transcribing sutras, painting Buddhist imagery, and crafting
Kannon sculptures —not just for herself, but for others. Several Obaku monks wrote
that her devotional activity was carried out on behalf of her father as well as to aid
others. An emphasis was placed on quantity in devotional practices and art from the
Heian period onward, and it was generally believed that the more one produced, the
better. Recitations of the nenbutsu are one example; people also transcribed sutras

and commissioned sets of thousands of miniature stupas to contain them.*
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The creation of miniature sculptures was common in the Edo period. In 1699,
for example, the Obaku monk Ryoo Dokaku [ #5318 H (1630-1707), on the occasion
of dedicating a newly made bronze image of Kannon, gave away three hundred
thirty-three thousand, three hundred and three thumbnail size images to clergy and
lay people.* Prior to that, Rydo’s pupil Tetsugya Doki, who was well acquainted
with Gen’y0, on the occasion of the dedication in 1689 of a group of newly
completed images for the abbot’s living quarters (kojo /5 3) at the Kyoto temple
Jojiiji #FF, had three thousand five hundred small images cast in metal and
distributed them among pupils, priests, and laity.>’” These may have looked
something like the miniature images excavated from a child’s grave at the site of the
former Obaku temple En’5ji [El#€3F in Tokyo’s Shinjuku ward (Plate 15).3®

Gen’y0 must have been familiar with the tradition of creating miniature
Buddhist images and giving them away to encourage popular devotion. In her case,
the creative process itself became an act of piety because she herself made the

images. She chose to use shikimi leaves because of their aromatic quality and sacred

Plate 15
Miniature Deities. En’6ji, Tokyo.
After Tokyo-to Edo Tokyo Hakubutsukan H AR 7L H A # 48,
Horidasareta toshi #if V) ' & L7 R T (1996), p. 58.
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nature. Even though she did not invent the idea of making images from incense
powder, I believe Gen’y6 fashioned her own style of process, beginning with making
three thousand three hundred and thirty-three bows and reciting the Fumon Chapter
-9 ih of the Lotus Sutra,® popularly called the Kannon-gyo. Using powdered
sacred leaves —which were a form of incense —to craft her Kannon images was the
ultimate “sacred” expression, since the purity of the shikimi incense was embodied in
the images. Moreover, the act of writing sacred characters on this sacred material
presumably increased the efficacy. Priest Tetsugyu wrote in one of his dedicatory
poems that “the entire body consists of shikimi leaves, but [within] the form is made
up completely of the Lotus Sutra.”® In other words, from beginning to end —every
aspect of the process and the materials involved —all could be considered as
“sacred.”

Gen’yd’s “sacred” creative process was written about so much by
contemporary priests that I think we can assume it was widely known among the
recipients of her Kannon sculptures. The fact that the images are referred to by the
material used, i.e. shikimi or incense, suggests that this was an important aspect of the
images.*! In his poem composed on the occasion of the “eye opening” of one of
Gen’yd’s Kannons, Priest Gaoquan related how she would also add a touch of other
incense (presumably sandalwood or one of the other imported kinds) to the powdered
shikimi leaves. But when looking at the finished images, it was not visible, so one
could not tell the incense was there. He employed this as a metaphor for the
bodhisattva existing inside the “dust” of humans, who likewise are often oblivious to
its existence.*

In addition to the tangible “sacred” materials, each image could also be
described as embodying Gen’yo’s spiritual energy. This was alluded to by several
Obaku priests in their poems and prose concerning Gen’yo’s images. Through the act
of painting and crafting Kannon images, she was carrying out literally the following

prescription in the Lotus Sutra for “attaining the Buddha way.”

If there are persons who for the sake of the Buddha
fashion and set up images,

carving them with many distinguishing characteristics,
then all have attained the Buddha way.

Or if they make things out of the seven kinds of gems,
of copper, red or white copper,

pewter, lead, tin,

iron, wood, or clay,

or use cloth soaked in lacquer or resin

to adorn and fashion Buddha images,
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then persons such as these

have all attained the Buddha way.

If they employ pigments to paint Buddha images,

endowing them with the characteristics of hundredfold merit,

then all have attained the Buddha way.

Even if little boys at play

should use a piece of grass or wood or a brush,

or perhaps a fingernail

to draw an image of the Buddha,

such persons as these

bit by bit will pile up merit

and will become fully endowed with a mind of
great compassion;

they all have attained the Buddha way.

(Translation by Burton Watson)*

B Ty B R A R
SRUEFEE R YR NE A
KEREEFEBEL LR S
AR 7 8L AEHEE
LN DN EEE NS R
EWEEOERBRYE R
EWEECHCHAHC T
RO AR L R R oA K B
LR ELILS ALY
MO e % E M E 2 R W E 2

Through her complete absorption in creating sacred imagery, and reciting and
copying sacred texts, there is no question that Gen’yo did in fact “attain the Buddha
way.” While her miniature Kannon images may not be recognized as part of the
mainstream of art history, in the Buddhist world their artistic and spiritual
significance was perceived and appreciated, and for three hundred years they have

illuminated the sacred spaces in people’s homes.
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Notes

The major sources for Gen’y6’s biography are: Kimura 1709; Rekicho Kontokuroku Henshiikai 1913, pp. 449-
453; Otsuki et al. 1988, pp. 576-577.

2 Akamatsu 1984, p. 681.

3 For example, Gettan 1710, vol. 4, p. 35.

4 Hirai 1996, p. 211.

> Murakami 1991, p. 149.

§ Hirai 1996, p. 211.

7 Hirai 1996, p. 211.

8 Konjaku monogatari shia, vol. 3, p. 367. Cited in Fukuta 1999, p. 752.

® Uehara 1961, vol. 1, p.1105.

10 Uehara 1961, vol. 1, p. 1106.

" Uehara 1961, vol. 1, p. 1106.

12 Ariga 1993, p.124; Ariga 1990, p.73.

13 Letter from Hata Masakata, November 14, 2001.

4 von Siebold 1996, p. 11. For information on Toshikimi, see also Hirai 1996, p. 213.

15 Kosen 1690, vol. 20, pp. 8-9.

' Watson 1993, pp. 38-39.

17 Katd 1975, p. 68.

Asakawa 1850, Nihon zuihitsu taisei, vol. 10, pp. 448-449. The commentary Asakawa quotes reads as follows:
AEERLZAEARGH, BEE. BL, RIVBRILEERENESE= L 7, FRTVR—EETEY
XALai =RV ERS Y.

19 Furuta et al. 1988, p. 376.

2 For a survey of this tradition, see Nara National Museum 1991.

2l For an example, see Ikomazan Hozanji 2001, p. 40.

2 Shui miyako meisho zue B #R % FTIKIAE 1787, vol. 2, p. 300. 1 was directed to this reference through the entry
on shikimi in Uehara 1961, vol. 1, p. 1107.

[ was informed by Hata Masataka of Shoeidd that she probably added a kind of incense called tabu #f, which

when mixed with water becomes malleable like clay. The particles of other incense powders apparently do not

23

adhere together well and would have been difficult to manipulate. The technique for molding incense into shapes
using tabu came from China during the early Edo period via Yinyuan and other Obaku priests.
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24 Kosen 1690, vol. 14, p. 12 and Houn 1695, vol. 4.

3 Gettan 1710, vol. 4, p. 313.

26 Kosen 1690, vol. 20, p. 9.

77 Lord Matsudaira, daimyo of Yamato 2 - AKF15F. Recorded in Dokutan, vol. 7.

2 Makino Naritoki $Z¥F BFF. Recorded in Dokuhon 1708, vol. 2, p. 316. After returning to Edo, Naritoki had the
image installed in a temple.

» Hayafuji Yachibe 558 17 f/#. Recorded in Kaid 1924, p. 29.

% Suna Shigai ZE#} §4}. Recorded in Tetsugyi 1700, vol. 12, pp. 1-2.

31 Takai Sakuuemon &£ and Morita Etsuko F& H 1% F-.

2 Kaid 1944, pp. 25, 29.

3 In the homes of Yasui Tadashi %23} IE, Morita Chiizd 7% 71, and Morita Sadao £ H H K.

3 Kimura 1709.

3 Tanabe 1988, pp. 26-27.

3 Rydo 1701, p. 17. I am grateful to Tanaka Chisei H #1557 of the Manpukuji Bunkaden for pointing out this
reference to me in an article by It Akiko in vol. 117 of Obaku bunka.

37 Otsuki 1990, p. 62. Again I would like to acknowledge Tanaka Chisei for calling my attention to this reference,
and for Okuda Mitsuru BLFH & for lending me the book as well as other Obaku-related materials.

% Published Tokyo-to Edo Tokyo Hakubutsukan 471 58 EE, Horidasareta toshi 8 1) 1 & N7z #R i
(1996), p. 58. I was directed to this source by a reference in It6 1997, p. 131, note 15.

¥ Gettan 1697, vol. 1, p. 3.

4 Tetsugyu 1700, vol. 12, p. 6.

4 The following appellations are the ones most commonly used: “Makkd (a kind of incense) Kannon image” ¥k%&

ER & Hi{%, “Kannon incense image” #13 &5 /E &, and “Shikimi-leaf Kannon image” M3 81 & I f%.

4 Kosen 1684, vol. 20, p. 9.

4 Watson 1993, p. 39.

References

Akamatsu 1984

Akamatsu Toshihide #RAME TS, ed. Sennyiji shi 317 <F 5. Hozokan, 1984.

Ariga 1990
Ariga Yoen 8 BHE. Ko to bukkyd 7 & 113 Kokusho Kankdkai, 1990.

Ariga 1993
Ariga Yoen A& B HE. Bukkyo hogu zukan 1L35 1% B X%, Kokusho Kankdokai, 1993.

Asakawa 1850
Asakawa Kanae )1 . Zenan zuihitsu FREFEZE. Orig. pub. 1850, repr. in vol. 10 of 1708 Nihon zuihitsu
taisei H ARFEEE K K. Yoshikawa Kobunkan, 1975.

Dokuhon 1708
Dokuhon Shogen A 8. Kaifuku Dokuhon Zenshi goroku 1R WA ETFEER. 1708.

Dokutan
Dokutan Shokei S8 25. Obaku Dokutan Zenshi zenroku TEEER AT £5%. n.d.

95



Patricia FISTER

Fukuta 1999
Fukuta Ajio ¥&8H 7 ¥ # et al. Nikon minzoku daijiten H 7 RAB K EE#. Yoshikawa Kobunkan, 1999.

Furuta 1988
Furuta Jokin w7 FH#BJX et al. , comp. Bukkyd daijiten {L3CK##3. Shogakukan, 1988.

Gettan 1697
Gettan Dochd FEEE. Gazan ko F1l1F5. 1697.

Gettan 1710
Gettan Dochd H (BB . Shinge joroku [~3ER5%. 1710/1721.

Hirai 1996
Hirai Shinji *FH48 Z. Ki no daihyakka K DK E #}. Asakura Shoten, 1996.

Houn 1695
Hdun Myodo £ Z . Koju Houn Zenshi zokuroku [H 3 E4E i, 1695.

Ikomazan H6zanji 2001
Ikomazan Hozanji 891 E 1135, Ikomazan Hozanji to Tankai Risshi: Bunka to rekishi "B E I3 & i
W AT—3C 1k & B, Ikomazan Hozanji, 2001.

1td 1997
1tS Akiko 8% F-. “Obaku-shii Ry00 Zenshi saikd no kinsei jiin Tokudaiji no rekishi chosa.” F &85 7§58
WA LD S R B [ 6K <7 | D FE SR FRAE. Obaku bunka BEESTAL117 (1995-1997), pp. 118-132.

Kaio 1944
Kaid Hoko Mz E 8. Horin zatsuroku: Kaio Osho goroku {E654%  MESSHIYEESE. 1944,
Handwritten manuscript in the Bunkaden at Manpukuji.

Kato et al. 1975
Kato Bunnd, Tamura Yoshird, and Miyasaka K&jird, trans. The Three Fold Lotus Sutra. Weatherhill, 1975.

Kimura 1709
Kimura KA. Rinkytji Honaishinno gyogyoki ¥k =358 F4T3£32.1709.
Unpublished document in the collection of the Bunkaden, Manpukuji.

Konjaku monogatari shu
Konjaku monogatari shi 5 & )FE%. In Shin Nihon koten bungaku taikei ¥t B A1 130 % K3 35.

Kosen 1684
Kdsen Shoton & 5= 8. Kosen Zenshi goroku & 5 8 HlEESF. 1684.

Kosen 1690
Kosen Shoton &R Y. Kosen Zenshi sen unshi R MR E4E. 1690.

Murakami 1991

Murakami Takao F 12K, comp. Chiigoku yayd shokubutsu zukan FE4& FIAEY X4 Hirokawa Shoten,
1991.

96



From Sacred Leaves to Sacred Images

Nara National Museum 1991
Nara Kokuritsu Hakubutsukan %% E. [ 37 #4788, ed. Danzo: Byakudanbutsu kara Nihon no mokuchobutsu he
1% B 5 HARDARL. Nara Kokuritsu Hakubutsukan, 1991.

Okuda 1997
Okuda Shigetoshi B HE % ed. Nikon yasei shokubutsukan B A E A FEH)4E. Shogakukan, 1997.

Otsuki et al.1988
Otsuki Mikio AH##RER, Kato Shoshun & IE4, and Hayashi Yukimitsu %5 ¥, eds. Obaku bunka jinmei
Jjiten EEEAL A& &8 Shibunkaku Shuppan, 1988.

Otsuki 1990
Otsuki Mikio KHLERER, ed. Tetsugyu Doki Zenshi nenpu $5 2 EHERET4EZE . Choshdin, 1990.

Rekicho Kontokuroku Henshukai 1913
Rekichd Kontokuroku Henshiikai FEEA I fE 4R 15 S . Rekichd kontokuroku FEERIRTEER.
Rytibunkan Kabushiki Kaisha,1913.

Ry35 1701
Ryd0 Dokaku T 4518 5. Tenshin Ryoo Zenshi kinenroku KE. T §51E AL £ 8%, Vol. 3 of Ryood
Zenshi sharoku T Fi R4 F%.1701.

Shii miyako meisho zue 1787
Shiii miyako meisho zue 518282 FTX#. Koto Shorin, 1787. Repr. in Shinshii Kyoto sosho FH 5 Gl #E.
Rinsen Shoten, 1967.

Tanabe 1988
Willa J. Tanabe. Paintings of the Lotus Sutra. Weatherhill, 1988.

Tetsugyu 1700.
Tetsugyt Doki $§4-184%. Tetsugyn Zenshi goroku 8521 RlizE$%. 1700.

Uehara 1961
Uehara Keiji "JEEX . Jumoku dai zusetsu 1t A K [X35. Ariake Shoten, 1961.

von Siebold 1996
P.F.B.von Siebold 7 * > - ¥ — 3K }. Shiboruto: Nihon no shokubutsu H A D). Comp. by Oba
Hideaki K575 % and trans. by Sekura Masakatsu & IE 7. Yasaka Shobd, 1996.

Waku 1979
Waku Hakuryt FI A K. Bukkyo shokubutsu jiten {LBHEY#E8. Kokusho Kankdkai, 1979.

Watson 1993
Burton Watson. The Lotus Sutra. Columbia University Press, 1993.

97



Patricia FISTER

98

[(EE]

MER [F] POMBELRAX—TUN !
TREOBIEROEREL TOMEL

NEYTT - T4 RY—
ERE AL > & —

TEOMEI L W) BFIBREREOBE TH 5 BBILTCHE (1634~ 1727) 13 IEH (B /- 40
RTHY, BFITTL2EMLALERMMETRR L, BKRREDELT, 31ED
BRICEERE ST, 20%, BARRKEDI1680FIITL R o 2BICHE L, BLIIER
ELTELALNTEY, BIENE T AU W AREIERo TWb, ZOMLEIE, FIZ
FEEBBEOFITHONTWT, HERDOMO#M L TLROND, L LRI E - -8
g, BICRBEDTVHIGN TRV, ZOBEMEEESL 7O ATFEFEICL=—
7T, FNDOWTIIMADL OEEHMENFL(EWTHRRTNE, 2O 7O XA L,
FIH(LER) EVIORDPLELZED T, FEL[BIEFEE | L VIR TEEE, TOE
EBMEICT B, MERICLA-D DI (L, HMEO—HETHo7), MOBRBFLREBE—H
WIRE SN, PNESVWEBBEETEORIZ AN N TGERSNZ, TNHOE8EHIE, HEH10
Ly FHINT, BELBIHEN, HIFEHFICL AL, TEBREI=FT=G=1T§E%*
ol dNTWE, LEL, B ETZD) LOREFMBEOUYEIHR I N TV EDH
THo7zo FRISENE, TREBLBERDH - HiHBEEOFT, ZOBEHEEES Lo
Motze FONDMPENrIE, bLdEFOERILLIEONIZLDTHS, TOEKT
X, TEEOEMLE., BITO—2THE/NEVEBTEEZDO 7T L AIIDVTELEL
THv, 72, COBEEOMBTHIBOELIAEDEREZE X TR,



