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Arts of Japan

Throughout its history, Japan has swung between seclusion and
openness, alternately embracing and spurning foreign ideas
and innovations. Through a unique interplay of selective
borrowing, creative modification, and its own innovations,
Japan has produced artistic expressions of astonishing depth
and variety.

Japan borrowed heavily from the cultural and artistic
achievements of China and Korea, especially Buddhism and its
associated arts. At the same time, it nurtured a long and
intimate relationship with its own physical environment—in
Shinto, the native belief system, natural phenomena such as
towering waterfalls, massive boulders, and ancient trees and
mountains are considered manifestations of divinity. Nature
and seasonal change became major themes in Japanese art and
literature, and artists showed great respect for the inherent
qualities of their natural materials.

***Indicates objects whose label text differs from what
is currently in the gallery
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Gallery 205: Art of Prehistoric Japan

Japan’s prehistory is divided into three eras, each with its own distinctive culture and artistic tradition. Not much remains of the hunters and gatherers of the
Jomon period, except for their pottery, which they decorated by pressing rough ropes into the clay. Jomon culture endured in the Japanese islands for about
ten thousand years until the agricultural Yayoi peoples arrived in the third century BCE with more sophisticated earthenware vessels to store and cook their
produce. The subsequent introduction to Japan of new continental Asian mortuary practices in the third century CE marks the beginning of the Kofun period,
named for the large keyhole-shaped burial mounds (kofun in Japanese) that were filled with low-fired earthenware objects.

Joémon period (14,000-300 BCE)
***Figurine of a Female, 1000-800 BCE
Earthenware

The John R. Van Derlip Fund 2016.46

Over the years, archaeologists have uncovered many different kinds of clay figurines—dogt—dating
to Japan’s prehistoric Jomon period. The most diverse forms have been excavated in northeastern
Japan, where this figurine of a female was discovered. Some are seated, others standing, some have
heart-shaped heads while others have round heads and wear headpieces, some have little or no
surface decoration, and others, like this example, known as a shakoki or “goggle-eyed” type, have
distinctive large eyes and are adorned with color and complex carved decorations. No one knows for
sure how these figurines were used, but there are several theories. The prevailing theory holds that
they served as talismans related to health and childbirth, and that after use they were purposefully
broken and disposed of, which may account for the fact that dogti are often found with missing limbs
or other seemingly purposeful breaks.

Kofun period (ca. 250-538 CE)

Haniwa of a Female Shrine Attendant, 6th century
Earthenware

The Christina N. and Swan J. Turnblad Memorial Fund 97.38

This haniwa, or clay funerary figurine, represents a female figure. Her necklace of magatama (claw- or
fang-shaped jewels of special protective power) tells us that she is a miko, or shrine attendant, a
respected position in early Japanese society. Traces of red pigment on her cheeks indicate tattoos or
ceremonial face paint. In her original state she most likely wore a wide, flat hairdo that extended over
her forehead. Her right arm, although now broken, once held a cup, an indication that she was
responsible for preparing medicinal or magical potions.




Jomon period (14,000-300 bce)

***Deep Bowl with Four Projections, 2500-1500 bce
Earthenware

The Ethel Morrison Van Derlip Fund 82.9.1

Japan'’s first ceramic culture, the Jomon, produced strongly tactile pottery over 3,500 years ago. This
lavishly decorated bowl was probably used during religious ceremonies. Its flamboyant rim, a typical
feature of the middle period of Jomon pottery, is known as the “fire-flame” type, because the coils of
clay resemble leaping flames. The word jomon, after which the historical period is named, means
“cord markings” and derives from the distinctive patterns produced by rolling a rope-wrapped stick
across the surface of the clay. The lower portion of this vessel bears these markings, together with
whimsical designs carved into the surface of the clay.

Yayoi period (300 BCE -250 CE)

Ritual Bell (dotaku), 1st century BCE-1st century CE
Bronze

The William Hood Dunwoody Fund 64.1

Among the most impressive examples of early bronze casting in Japan are large, bronze bells like this
one, known as dotaku. Metallurgy, together with wet-rice cultivation, was probably first introduced to
Japan by a new wave of immigrants from the Korean peninsula around 200-300 BCE. Although
dotaku resemble Chinese bells in overall shape, most lack musical resonance because of the thinness
of their casting. Instead, they seem to have been ritual objects and symbols of political authority. This
bell was one of fourteen excavated in 1881 on Mount Oiwa in Shiga Prefecture.

Jomon period (14,000-300 BCE)

Jar with Broken Rim, 11th-5th century BCE

Earthenware

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation 2015.79.271

This short, bulbous jar, probably used to store liquids, features several levels of decorations between
the neck and shoulders, around the body, and around the base. These designs were carved into the
clay when it was leather hard, but before firing. Although the rim is almost entirely missing, the
remaining section reveals the protruding ornamentation that once covered it.




Yayoi period (300 BCE -250 CE)

Wide-mouthed Jar, 1st century BCE-1st century CE

Earthenware

The Ted and Roberta Mann Foundation Endowment Fund 2011.10

Earthenware vessels of the prehistoric Yayoi period are distinguished by their simple and elegant
designs that emphasize the shape of the vessel rather than surface decoration. These simple vessels,
with their boldly swelling bodies and flaring necks, were coil built but finished on the potter’s wheel,
giving them graceful symmetry. The dry clay was then rubbed with a smooth tool before firing,
resulting in a smooth, slightly polished surface.

Kofun (ca. 250-538 CE) or Asuka period (538-710)

Jar, 3rd-7th century

Sue ware; stoneware with flaking ash glaze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation 2015.79.275

Sue ware such as this jar was shaped on a wheel and fired in kilns reaching above 1800°F. Because
they are easily damaged by heat, Sue-ware vessels were primarily intended for storage or decoration
rather than cooking.

Kofun period

Jar with Flared Mouth, 5th century

Sue ware; stoneware

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation 2015.79.274

Long-necked jars like this one, which features an opening on the side, have been excavated from sites
that are generally dated to the prehistoric Kofun period (250-650). The opening was probably used
as a spout for pouring liquids. This type of vessel originated in Korea and likely was adopted in Japan
between 300 and 400 CE.




Asuka period (538-710)

Recumbent Vessel (yokobe) with Long Neck, 7th century

Sue ware; stoneware with natural ash glaze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation 2015.79.273

This type of vessel is known as a “recumbent vessel,” or yokobe. Its asymmetrical body indicates it
was meant to be placed on its side—it was probably intended for storing sake (rice wine). Natural ash
glaze, pooled on its surface, creates a pleasing mottled effect on its shoulders and a pattern of drips
along a portion of the jar’s irregular, bulging body.




Gallery 220: Sacred Arts of Buddhism and Shinto

Japan’s two major belief systems, Buddhism and Shinto, have coexisted and shaped one another for all of Japan’s history. Shinto, the “way of the gods,” is
indigenous to Japan and refers to an array of localized beliefs and rituals, as well as the ceremonial structure of the state and emperor. Buddhism arrived from
mainland Asia in the 500s, promising protection in this lifetime and salvation in the next. Through painted images and sculptures, Buddhism introduced a
diverse cast of deities who were themselves already fused with religious figures found in India, China, and Korea. The Japanese applied these new ideas to
Shinto gods, giving them visual form for the first time. Over time, they created an increasingly intricate system of interrelated Buddhist-Shinto deities, the
complexity of whose backgrounds and identities is matched only by their staggering diversity of form.

Nanbokuché period (1336-1392)

***Vajra Warriors, mid-14th century CE

Japanese cypress (hinoki) with lacquer and color
Gift of funds from the Regis Corporation 83.76.1-2

Two vajra warriors (in Japanese, Konga rikishi), better known as the Two Kings (Nid), guard the
entrances of many Japanese Buddhist temples. Befitting their role as protectors of the dharma, or
Buddhist law, they are ferocious, seminude figures with exaggerated musculature and facial
expressions. The extreme realism of these figures was achieved through the yosegi technique of
multiple-block construction, meaning they were carved in smaller sections and then assembled into
the large figure. Originally, both warriors would have been first covered in a layer of shiny black
lacquer, and then colorfully painted. Years of exposure to the elements have revealed the carved
cypress wood beneath. The shape of their mouths indicate that they are speaking the cosmic sounds
of “ah” (open-mouthed) and “un.” These are the first and last letters of the Sanskrit alphabet,
symbolizing the beginning and ending of all things, thus reminding us of the brevity of life.

Heian period (794-1185)

Seated Amida Buddha, early 12th century

Japanese cypress (hinoki) with traces of color and gold leaf

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.256a-c

Amida Nyorai, the Buddha of Limitless Light, is the salvific central figure of Pure Land Buddhist
teachings. Believers who call on the name of Amida will be greeted by him and his retinue at the
moment of death and transported to the western Pure Land. In this sculpture, which reflects the
influence of the master Japanese sculptor Jocho (d. 1057), Amida is seated with legs crossed in the
full lotus position. He joins the index fingers and thumbs of both hands in a mudra (sacred gesture) of
welcoming. Traces of the gold foil that once fully covered Amida’s skin and the green, red, and black
pigments of his clothing remain.




Kamakura period (1185-1333)

Taima Mandala, early 14th century

Hanging scroll; ink, color, gold, and cut gold leaf (kirikane) on silk
Gift from Mary Griggs Burke in memory of Jackson Burke 85.9

This mandala is a representation of the Western Pure Land, the paradise of the Buddha Amida, the
most important Buddha of the Pure Land sect of Buddhism. Amida appears at the very center of the
mandala flanked by his attendants, the bodhisattvas Kannon and Seishi. Enthroned within a vast
palatial setting, they are surrounded by a retinue of dozens of other celestials. This type of mandala,
now commonly known as a “Taima Mandala,” was introduced to Japan from China along with Pure
Land Buddhist teachings in the eighth century. The earliest Japanese example, a massive hand-woven
tapestry, belongs to the Pure Land temple Taimadera, from which the name of the iconographic type is
derived.

Kamakura period (1185-1333)

***Wisdom King of Awe-Inspiring Power (Daiitoku My66), second half of 13th century

Wood with metal, color, gold, and inlaid crystal

Gift of the Clark Center for Japanese Art & Culture; formerly given to the Center in 2000 in honor of Dr.
and Mrs. Sherman Lee by the Clark Family in appreciation of the Lees’ friendship and help over many
years 2013.29.1a-g

Daiitoku Myo66 is meant to be intimidating. He is also known as the Wisdom King of Awe-Inspiring
Power, and it is his job to defeat evil. This Buddhist guardian deity’s intense rage is manifested by his
wild appearance: six legs, six arms carrying an assortment of weapons, and six glaring faces backed by
a halo of flames. Daiitoku My66 does not act alone but is one of the Five Great Wisdom Kings (Godai
My66). Four of the Wisdom Kings guard the cardinal directions surrounding the central fifth king. Each
of them also guards its own buddha. Since Daiitoku occupies the west, he is associated with the wrath
of Amida Buddha, whose abode is a paradise known as the Western Pure Land.




Nanbokuché period (1336-1392)

Parinirvana of Sakyamuni, the Historical Buddha, 14th century
Hanging scroll; ink, color, and gold on silk

Gift of Mary Griggs Burke 94.85

Tradition holds that on a moonlit night some 2,500 years ago, the historical Buddha, Sakyamuni,
passed away, lying on a couch in a grove of holy sala trees in the Himalayan foothills. As this sacred
painting shows, a diverse host of mourners—humans, divine beings, all variety of animal life—
witnessed his passing. The Buddha had taught them that his death was not to be mourned. After all, he
achieved the state of nirvana in this life, thus freeing himself from the endless cycle of rebirth and
suffering. His death would mean the attainment of Parinirvana, a state of perfect bliss. Some of those
in attendance could not comprehend his teaching, however, and can be seen wailing in grief.

In Japan, paintings of this type are displayed annually on the fifteenth day of the second lunar
month, when the Nirvana Assembly (nehan-e) is held to commemorate the Buddha's death.

Higo Busshi Jokei, active late 13th century

Kamakura period (1185-1333)

Guardian of the North (Bishamonten), late 13th century

Wood with color, gold leaf, metal, and inlaid crystal

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.260a-f

In Hindu mythology, each of the four directions is protected by a specific god. These four gods were
incorporated into Buddhism as guardian kings at an early period and came to be known in Sanskrit as
Lokapalas, or Shiten’nd in Japanese. This sculpture of a warrior represents Bishamonten, the Guardian
of the North. The north was believed to be the most dangerous of the cardinal directions and so its
protector, Bishamonten, is the strongest of the four guardian kings. Here, wearing heavy armor and
carrying a lance and miniature stupa, Bishamonten stands atop two demons, representing threats from
the North that he has overpowered.




Heian Period (794-1185)

Guardian Figure, late 10th century

Japanese cypress (hinoki)

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation 2015.79.261

This Buddhist guardian figure, which could be a depiction of Bonten (the Hindu deity Brahma), stands
at attention, wearing a suit of armor and a robe with a shawl. His hair is tied in a topknot. Although now
missing both arms and ravaged by insects, this guardian dates from around 950 to 1000, when
Buddhist sculptors turned away from the forceful and menacing figures of an earlier style of Buddhist
sculpture in favor of a gentler demeanor such as this. Use of the ichiboku technique, whereby the main
body of the sculpture was carved from a single block of wood, also points to this date.

Momoyama period (1573-1603)

Portrait Sculpture of the Priest Gyoki, early 17th century
Wood with gesso, lacquer, color, and gold

The Ethel Morrison Van Derlip Fund 95.85a-c

Gyoki (668-749) was one of the most celebrated Buddhist priests of the Nara period (710-794),
revered as much for his spirituality as for his social and civic accomplishments. His most monumental
undertaking was the casting of the colossal bronze Buddha at the temple Todaiji in Nara, then the
capital of Japan.

This statue of Gyoki was created nearly a thousand years later, when interest in the life of the priest
was rekindled during the renovation of Todaiji and the temple’s Great Buddha sculpture. Based on an
earlier portrait sculpture made in the 1200s and now owned by another temple Toshodaiji in Nara,
Gyoki’s face in this work suggests his stern personality and fierce determination. Highly accomplished
priests were believed to be living deities. After such a priest died, portrait sculptures were created and
placed in special worship halls where monks made ritual offerings and performed daily religious
devotions.




Kamakura period (1185-1333)
***Jiz6 Bosatsu, early 13th century
Wood, lacquer, color, and gilt

Gift of funds from Anne de Uribe Echebarria in honor of her husband, Luis de Uribe Echebarria, Mary
Livingston Griggs and Mary Burke Foundation, Mary Griggs Burke, The Putnam Dana McMillan and
William Hood Dunwoody Funds 86.7a-c

Since the 900s, the bodhisattva Jizo has been portrayed as a young traveling monk who carries a
pilgrim’s staff and a wish-granting jewel. He is popularly believed to assist the wayward souls of
deceased children and those condemned to the torments of hell. This statue shows Jizo descending
from the heavens, as suggested by the cloud bank that supports his lotus pedestal. The exquisite
workmanship and extreme elegance of the figure, particularly the serene beauty of the face, are
elements associated with the Kei school of sculptors active during the Kamakura period.

Heian period (794-1185)

Manifestation of Mt. Kinpu (Zad Gongen), 12th century

Wood with traces of pigment

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.267

This unhappy-looking fellow with large pointed ears and sporting a conical cap is Zaé Gongen. He is a
guardian deity of the Shugendo ascetic practice, who is said to live in the Yoshino Mountains in the
rugged interior of the Kii Peninsula south of the ancient capital of Nara. A rare example of a religious
figure of purely Japanese origin, Zad Gongen is believed to have originally appeared to En no Gyoja
(634?-7017), the founder of Shugendo, atop Yoshino's Mount Kinpu. Mount Kinpu itself was believed
to have been formed from the merging of three Buddhist deities (the historical Buddha Shaka, the
Buddha of the Future Miroku, and the bodhisattva Kannon). The figure of Za6é Gongen itself is believed
to be a manifestation of the spirit of Mount Kinpu.

10



Heian period (794-1185) or Kamakura period (1185-1333)

Shinto God and Goddess, 12th-13th century

Wood with color

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation
2015.79.265.1a-c; 2015.79.265.2a,b

Shinto deities most commonly appear in the form of Japanese courtiers. The attire of this god and
goddess, however, reflects an unusual blend of foreign and native dress. Rather than wearing the garb
of a man of the court, the male deity with his exposed chest and elaborate crown appears more like a
Buddhist bodhisattva. The female deity wears a robe with pleated sleeves and frilled collar, which
reflects Chinese dress of the Song dynasty (960-1279) instead of the voluminous, multilayered robes
of a Japanese court lady. Carved from single blocks of wood, each deity sits before separate wooden
plaques with painted decorations.

Momoyama period (1573-1603)

Manifestation of Mt. Akiba (Akiba Gongen), 17th century

Wood with color and gold leaf

Gift of the Clark Center for Japanese Art & Culture 2013.29.112a-c

This deity, known as the Manifestation of Mount Akiba in Echigo Province, is worshipped as a
protector against fire. Also called Akiba Gongen, the deity is commonly portrayed as a figure with
elements of the Shinto tengu, the Buddhist Wisdom King Fudé My66, and the Hindu goddess Dakini.
Shinto tengu are fierce, long-beaked, and winged goblins with a bird’s face and a human body, and we
can see those features here. Like the Buddhist Wisdom King Fudo My66, Akiba Gongen is dressed as a
Buddhist monk and holds a double-edged sword and a rope. Dakini is a Hindu goddess who rides on a
white fox and flies through the sky, just as Akiba Gongen does.

11



Heian period (794-1185)

Chapter 78 of the Greater Sutra of the Perfection of Wisdom, 12th century

Handscroll; gold and silver on indigo-dyed paper

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.20

This handscroll is a copy of a single chapter of the Greater Sutra of the Perfection of Wisdom, or
Daihan’nya haramittakyo, a sacred Buddhist scripture that is the opening text of the Buddhist canon,
commonly known as the Tripitaka. To create this version, a calligrapher brushed the text by hand in
silver paint (a pigment created by mixing crushed silver leaf with animal-fat glue) on paper dyed with
indigo. The frontispiece, painted in both silver and gold paints, shows an image of the Buddha
surrounded by a host of divinities and devotees below a distinctively shaped mountain known as
Vulture Peak, where the Buddha is said to have preached. For its creator (or commissioner), the
production of this scroll would have meant the accumulation of merit, or good karma, essential for
enjoying a higher status in the next life and, ultimately, escaping the cycle of death and rebirth entirely.

Heian period (794-1185)

Cylindrical Sutra Container, first half of the 12th century

Bronze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.429a,b

According to Japanese Buddhist belief, the year 1052 marked the beginning of a degenerative era
known as mapp0, the Latter Days of the Buddhist Law. During these so-called Latter Days, the practice
of the Buddhist Law (or “dharma”) would die out, preventing anyone from gaining enlightenment and
escaping the cycle of death and rebirth. The arrival of Miroku, the buddha of the future, at the end of
ten thousand years would return the dharma to legitimacy. In response, Japanese Buddhists set out to
preserve the dharma through the zealous copying of Buddhist scriptures (sutras), which were enclosed
in sutra containers and buried in sutra burial mounds (kydzuka).

Muromachi period (1392-1573)

Five-Pronged Vajra, late 14th century

Gilt bronze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.434

A vajra (thunderbolt) is a ritual implement used in Esoteric Buddhist ceremonies. Originally a weapon
carried by ancient Indian gods, it was adopted into Buddhism as a symbol of the indestructible truth of
the Buddha’s teaching. Five-pronged vajras are said to represent the Five Wisdoms of the Five Cosmic
Buddhas. This is an unusual example with its prongs positioned closely together and, in fact, attached
to the tip of the central prong. This arrangement is said to suggest the nascent enlightened mind.

12



Kamakura period (1185-1333)

Incense Burner, 13th century

Gilt bronze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.431a-c

In Buddhist ritual, burning incense before a holy image is one of six devotions that enable the
practitioner to accrue religious merit. The diffusion of fragrant smoke symbolizes the permeation of
Buddhism throughout the universe. This elegant example consists of a middle chamber that holds hot
coal, a bottom chamber for ash, and the upper portion into which a powdered incense or a piece of
fragrant wood would be placed. The dome is decorated with a pierced design of drifting clouds, while
the knob takes the shape of a “wish-granting jewel” or lotus bud.

Nanbokuché period (1336-1392)

Container for Rubbing Incense, 14th century

Gilt bronze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.432a-c

Powdered incense is mixed with liquid to form a thick paste or rub called zukd, and it has several ritual
uses in Buddhism. Practitioners apply it to their bodies and to icons to remove any uncleanliness. It is
also offered to the Buddha as one of the “five types of offerings” (go-kuyd), along with incense,
foodstuff, candles, and adornments. Containers for rubbing incense, such as this gilt-bronze example,
are thus an essential implement in Buddhist ritual, especially for sects like Shingon and Tendai that
employ complex, esoteric practices.

Edo period (1603-1868)

Ritual Bell with Handle in the Shape of a Vajra, 18th century

Bronze

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke Foundation 2015.79.441

In Esoteric Buddhist ritual, a priest places five bronze bells on the main altar table. Each bell’s handle is
a unique symbolic shape. Together they represent five manifestations of the Buddha that each
represents a distinct form of wisdom, the so-called Five Wisdoms of the Five Cosmic Buddhas. The
bell placed at the center of the table represents Dainichi Nyorai, the Supreme Buddha of the Cosmos
and possessor of complete wisdom. Its handle is shaped like a stupa, a building that holds relics and is
a place for meditation. The remaining four bells, including the five-pronged version here, are placed at
the four corners of the table to represent the active/unrestricted wisdom of Fukajoju Nyorai, the mirror
wisdom of Fudé My66, the equality wisdom of Hosho Nyorai, and the observational wisdom of Amida
Nyorai.

13



Momoyama period (1573-1603)

Buddhist Reliquary in the Shape of a Wish-Granting Jewel, late 16th or early 17th century
Gilt bronze and rock crystal

The Louis W. Hill, Jr. Fund and gift of funds in memory of John Austin O'Keefe 2006.42

Keeping relics (objects of worship that contain body parts of deceased religious figures) has been an
important part of Buddhism since the death of the historical sage, Sakyamuni, in the 500s BCE.
Sakyamuni is the man who first spread the teachings of what would become Buddhism. He was the
first person to reach enlightenment, transcend suffering, and become a buddha. According to
tradition, the cremated remains of the Buddha were divided into nine groups, and memorial stupas
(shrines with domed roofs topped with a spire) were created to house them as places of worship.
Some 230 years later, King Asoka is said to have divided the nine groups of relics into 84,000, which
he used to create stupas throughout India. This custom spread with the transmission of Buddhism
throughout Asia. At some point, polished pebbles, stones, bits of sand-worn glass, and possibly bits of
bone from high-ranking Buddhist priests began to serve as substitutes for actual relics from the
Buddha. This Buddhist reliquary takes the shape of a wish-granting jewel (hoju). Such jewels are
frequently encountered as an attribute of Buddhist deities and symbolize their ability to respond to the
prayers of devotees.

14



Gallery 219: Native Sensibilities

Throughout history, Japanese artists borrowed heavily from neighboring cultures of the Asian mainland, but, as the works in this gallery demonstrate, they
always adapted what they learned to fit their own needs and sensibilities. This often meant an abandonment of the lofty ideals and somber restraint of
Chinese art in favor of more emotional responses to the intricacies of human affairs and the beauty of the natural world. In the classical Heian period (794-
1185), the Japanese developed their own script, kana, and painting style, yamato-e, both ultimately derived from Chinese precedents but transformed in
Japan to accommodate local tastes and tendencies. Kana script and yamato-e, or “Japanese-style painting,” thus came to be recognized as native art forms,
influencing generations of artists and enduring through many successive waves of influence from the mainland.

Muromachi period (1392-1573)

Mountain Valley in Autumn and Winter, 16th century

Six-panel folding screen; ink, color, and gold on paper

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.28

This work—which would have been paired with a right-hand screen depicting
spring and summer—is representative of folding screens painted from about
1500-1550 depicting Japanese landscapes of the four seasons in the so-called
yamato-e (“Japanese painting”) style, in contrast to the Chinese-style ink
paintings of nonnative scenery that were also prevalent at this time. This left-
hand screen depicts a stream that meanders through the foreground from right
to left, past a hill crowned by a profusion of autumn grasses—Eulalia grass,
bellflower, bush clover, Patrinia—and toward another promontory, this one
laden with snow and capped by a barren tree, bamboo grass, and Ardisia. A few
faint lines indicate a patchwork of harvested rice fields in the middle ground.
Farthest back are mountains topped with trees and snow, visually separated
from the rest of the image by a bank of golden clouds.




Hasegawa School

Momoyama (1573-1603) or Edo period (1603-1868)

Cherry and Willow, first half 17th century

Pair of six-panel folding screens; color, gold paint, gold leaf, and moriage on

paper

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.255.1-2

The overhanging limbs of a willow with recently sprouted leaves, branches of a
cherry tree in full bloom, and the top of a clump of flowering grasses are the
only painted motifs in this pair of folding screens. There is much more to be
uncovered, however, when we look closely. An invisible breeze moves in from
the left, causing the willow branches to reach slightly to the right. The grasses
and cherry branches in the right screen, too, are in movement, seemingly lifted
up by a wind from below. The missing tree trunks and the hidden base of the
clump of grass suggest that we, the viewers, see all of this from some high
point, looking down through the branches toward the expanse of gold foil,
interrupted only by ambiguous gold forms—created by building up shell-white
pigment (gofun) on the paper surface and then covering it in gold—that also
appear to move across the surface, as if driven by the wind. Are they clouds?
Mist? Or do they represent the shimmering, rippling surface of some body of
water far below?

16



Tawaraya Sosetsu, active 17th century

Edo Period (1603-1868)

Flowers of Autumn and Summer, first half 17th century
Hanging scroll; ink, color, and gold on paper

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.81.1-2

Colorful wildflowers of summer and autumn abound in this pair of hanging
scrolls by an early painter of the Rinpa school, a lineage of painters of the Edo
period (1603-1868) that engaged with classical Japanese themes and designs
to create a distinctively decorative style of painting. The right scroll is
dominated by large white cockscomb, blue gentians and irises, and red azaleas.
At left orange lilies, red magnolia, and white clematis bloom beneath the branch
of a chestnut tree.

Sosetsu was a follower of Sotatsu, the leader of the Tawaraya studio now seen
as the progenitor of Rinpa-style painting. Sosetsu also used his master’s large,
round seal (read “I’'nen”) that can be seen on the lower outside corners of each
of the present scrolls.
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Edo period (1603-1868)
Kimono (furisode), late 18th century
Gift of funds from Ellen Wells 2006.23

During Japan’s Edo period, it was customary for young, unmarried women to
wear furisode, a type of robe with long, hanging sleeves. Young women of the
merchant and warrior classes preferred opulent, even somewhat flamboyant
designs. The design and decoration of this robe suggest that it was once a
furisode for a younger woman who kept wearing it after she was married but
shortened its sleeves to reflect her new status. It is lavishly decorated with an
overall pattern of peonies, chrysanthemums, wisteria, and chikei (a type of
folding fan). The underlying silk was dyed with safflower to produce the robe’s
reddish-orange color, often used for young women'’s clothing.

Edo period (1603-1868)

Wedding Robe (uchikake), 18th century

Figured satin with embroidered and dyed designs
Gift of funds from the Asian Arts Council 98.165

Toward the end of the 16th century, the fashionable wives of Japan's military
elite began to wear unbelted robes, known as uchikake, over their regular robes
during the autumn and winter months. As the outermost garment, uchikake
were lavishly decorated and the hem was padded, thus adding the weight
necessary to keep it from slipping off the shoulders. In the Edo period, uchikake
were worn by wealthy women of all classes, and they became a standard part of
the wedding ensemble. This example features an overall pattern of blossoming
tree peonies, rendered in stencil resist, embroidery, and gold couching.

(no photo)
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Momoyama period (1573-1603)

***Writing Box with Pines, Plum, Chrysanthemums, and Paulownia, late 16th
century

Black lacquer with gold maki-e, pear-skin ground (nashiji), and pictorial pear-
skin ground (e-nashiji)

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.407a-f

Writing boxes (suzuribako) were used to hold an assortment of writing utensils,
including an inkstone, a water dropper, brushes, and sticks of ink. On each side
of the bold zigzag is a combination of auspicious floral motifs in maki-e, or
“sprinkled picture,” a technique in which artists apply metallic flakes or powder
on the lacquer surface before it fully dries. On the upper left are seen pine trees
and plum blossoms on a black-lacquer background, and on the lower right
chrysanthemums and paulownia decorate a red background created with the
nashiji (pear-skin) technique. The zigzag is a unique design feature of lacquer
objects created in the so-called Kodaiji style, which developed in the late 1500s
and was associated with the temple Kodaiji in Kyoto.

Tray Box (midare bako) with Design of Peonies and Autumn Plantson a
Divided Ground, 17th century

Black lacquer with sprinkled gold

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.406
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Edo period (1603-1868)

Ewer with Design of Willow Boughs and Plum Blossoms, early 17th century
Mino ware, Oribe type; stoneware with underglaze iron oxide

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.309a,b

Oribe ceramics, which were made from the late 1600s to early 1700s at kilns in
the area of Mino Province in central Japan, often feature colorful, sometimes
abstract designs and take whimsical, asymmetrical forms. Oribe ware takes its
name from Furuta Oribe (1544-1615), a famous master of the Japanese tea
ceremony whose particular aesthetic taste is said to have influenced the
development of these ceramics. Although the exact function of Oribe ewers
remains unclear, they may have been used during the tea ceremony to replenish
larger basins of water.

One side of this ewer features young willow boughs, while the other side shows
falling plum blossoms. Willow and plum, both drawn in underglaze iron oxide,
are classic decorative motifs that celebrate the fleeting beauty of early spring.

Edo period (1603-1868)

Set of Serving Dishes (mukozuke) with Design of Willow Boughs, Gourds,
and Geometric Patterns, c. 1610-1630

Mino ware, Yashichida-Oribe type; glazed stoneware with designs in red slip
and underglaze iron oxide

Gift of funds from the Friends of the Institute 2007.43.1-5

Sets of small individual serving dishes, called mukozuke in Japanese, are used
during the elaborate meal that takes place before tea service during a Japanese
tea ceremony. Seasonal delicacies would be placed on the two tiers of these
plates, which are decorated with drawings of willow branches and vining
gourd—motifs indicative of summer.

The thin walls of these dishes, along with the addition of intricate
drawings in iron oxide and red clay slip are characteristic of Oribe pottery made
by artists working at the Yashichida kiln in what is now Gifu Prefecture. This kiln
was active only from around 1610 until 1630.
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Gallery 219, Window Case: Nabeshima Porcelains

In the late 1600s and 1700s, the most refined Japanese porcelains were produced under the strict supervision of the lords of the powerful Nabeshima clan at a

single private kiln located in Hizen Province. The Nabeshima lords sent only the very finest of their porcelains to Edo (present-day Tokyo), where they were

presented to the ruling elite to be used as tableware. Nabeshima wares often depict scenes from the natural world or motifs that mirror those seen on textiles

of the time in subdued tones of blue, blue-green, red, and yellow.

Edo period (1603-1868)

Plate with Folded Fans and Geometric Design, late 17th century
Nabeshima ware; porcelain with underglaze cobalt-blue and celadon glaze
Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.312

The blue and white medallion pattern upon which the fans appear to float was
created by a technique called “resist-drawing,” whereby a design is drawn in ink
and then completely covered with a layer of cobalt-blue glaze. During firing in
the kiln, the ink burns away, taking the cobalt blue with it and leaving the type
of white-on-blue pattern seen here.

Edo period (1603-1868)

Plate with Baskets and Cherry Blossoms, late 17th century-early 18th century
Nabeshima ware; porcelain with underglaze blue and overglaze enamels

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.313
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Edo period (1603-1868)

Plate with Autumn Grasses, 17th-18th century

Nabeshima ware; porcelain with underglaze cobalt blue and celadon glaze
Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.316

For this large plate, the light-green celadon glaze serves a pictorial purpose, a
representation of autumn mist moving among clumps of autumn plants,
including pampas grasses, bellflowers, and chrysanthemums. The same type of
lozenge-shaped mist can be seen in textile design and paintings in the so-called
yamato-e style, or “Japanese-style painting.”

Edo period (1603-1868)

Plate with Peonies, c. 1720

Nabeshima ware, porcelain with underglaze blue

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.315
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Galleries 221 and 222: The Kano House of Painters

The paintings in this gallery were each created by an artist of the Kano house, a school of painters with its roots in a medieval family atelier. This family studio
expanded into a multibranched network of painting studios, and, despite regime changes, dramatic economic shifts, and changing artistic taste, remained the
most powerful force in Japanese painting until the modern period. Kano Masanobu (1434-1530) established the Kano atelier in Kyoto in the final years of the
1500s and received commissions from important Buddhist temples and the Ashikaga, Japan’s military leaders. Masanobu’s son Motonobu (1476-1559)
greatly expanded the Kano house’s repertoire, and Motonobu’s grandson Eitoku (1543-90) was Japan’s most influential painter during the late 1500s. When
the Tokugawa clan took control of Japan at the beginning of the 1600s, the main branch of the Kano house relocated to the new capital, Edo (present-day
Tokyo). Leading painters such as Kano Tan’yii (1602-74) and his successors served as painters-in-attendance to the Tokugawa. In addition to famous Kano
painters like those mentioned here, many of early-modern Japan’s best-known painters received their initial training in Kano studios.

Kano Yukinobu, c. 1513-1575

Muromachi period (1392-1573)

Hawk, mid-16th century

Hanging scroll; ink on paper

Gift of the Clark Center for Japanese Art & Culture 2013.29.93

Kano Yukinobu closely adhered to the ink-painting styles developed by his
better-known older brother, Kano Motonobu (1476-1559), second-generation
head of the Kano house. Although Yukinobu never took a leading position in the
studio, he participated with his older brother and other Kano painters on
numerous commissions. This painting of a hawk, perched on the branch of an
old tree and possibly eyeing some prey below, might have appealed to one of
the Kano house’s military patrons. The hawk’s feathers, meticulously rendered
in fine brushwork over various shades of ink wash, are a demonstration of
Yukinobu'’s skill in the painting of birds, a key subject in the Kano repertoire.
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Kano School, mid-16th century

Muromachi period (1392-1573)

Landscape of the Four Seasons, mid-16th century

Pair of six-panel folding screens; ink, color, and gold on paper

Gift of funds from Louis W. Hill, Jr., and the John R. Van Derlip Fund 77.50.1-2

By the 1500s, Japanese painters had become adept at producing landscapes
based on the imagined mountains and rivers of China. They based their works
on prototypes produced by famous painters from Chinese antiquity, including
Ma Yuan (c. 1160/65-1225) and Xia Gui (active ¢. 1195-1230). Stylistically,
however, the Japanese approach—particularly that of artists associated with
the Kano house—was more decorative, especially when applied to the large
format of folding screens. Painters sharply outlined their trees and rocks and
textured them with rhythmic patterns of dots and dashes. They also applied
washes of gold for dramatic effect.

This pair of screens displays a compositional mode frequently used by Kano
painters—framing a misty waterway with mountains. By varying seasonal motifs
from right to left, artists could suggest the passage of the seasons, from the new
leaves of spring at far right to the icy peaks of winter at far left, a technique that
can be seen in this pair of screens.
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Style of Kano Motonobu, 1476-1559

Momoyama period (1573-1603)

Bulbul on a Plum Tree; Geese and Reeds, late 16th century

Pair of hanging scrolls; ink on paper

Mary Griggs Burke Collection, Gift of the Mary and Jackson Burke Foundation
2015.79.58.1-2

This pair of hanging scrolls juxtaposes birds associated with spring and autumn:

at right a bulbul on a plum tree in full bloom (spring) and at left a family of wild
geese on a beach near drying reeds (autumn). The bulbul and one of the geese
appear to call out to one another, an indication that these hanging scrolls once
flanked a central devotional image of a Buddhist deity or patriarch. Although
each painting is impressed with the seals of the second-generation Kano leader
Motonobu (1476-1559), they were probably painted by a Kano painter active a
generation or two after the master’s death and working in his style. The
anonymous painter may even have used Motonobu’s sketches as a reference.
Generations of Kano painters looked to the works of earlier painters, especially
Motonobu, as models for their own paintings.

Kano Tan’ya, 1602-1674

Edo period (1603-1868)

Eight Views of Xiao and Xiang, mid-17th century

Album; ink and color on silk and paper decorated with gold

Mary Griggs Burke Collection, Gift of the Mary and Jackson Griggs Burke
Foundation 2015.79.65

The Eight Views of the Xiao and Xiang Rivers was a popular theme in East Asian
painting and poetry. It celebrated the beauty of a region in southeast China
where the two rivers converge. This album consists of eight paintings by Kano
Tan'yQ, a central figure of the Edo-period Kano house. When he was only fifteen
years old he was named goy®o eshi, or painter-in-attendance, to the Tokugawa
shoguns (military commanders) in the capital city of Edo. In order to produce a
wide variety of paintings for the shogun, Tan’yd had to be fluent in an array of
Chinese and Japanese styles. The eight paintings in this album are in the
“splashed-ink” style of the Chinese painter Yujian (active late 1200s), who was
beloved in Japan. Sometime after Tan’yli completed these paintings, they were
inserted into this album and paired with poems brushed on elegant paper
decorated with various kinds of gold.
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Kano Sansetsu, 1589-1651

Edo period (1603-1868)

Moonlit Scene, first half 17th century

Hanging scroll; ink and light color on paper

Gift of the Clark Center for Japanese Art & Culture; formerly acquired by the
Center with the kind assistance of Carol Brooks and Prof. James Cahill in honor
of George Schlenker 2013.29.35

Between two mountains we can see the entrance to a countryside villa tucked
into a grove of pine trees. The dark, distant peak and subtle glow around the
architectural structures suggest a nighttime scene.

At the beginning of the 1600s, the main branch of the Kano house relocated to
the new capital, Edo (present-day Tokyo), and received the patronage of the
new military rulers, the Tokugawa. One branch of the Kano remained in Kyoto
and received commissions from aristocratic families and temples in the old
capital. This branch, known as the Kyogano-ke, or “Kyoto Kano house,” was led

first by Sanraku and his adopted son, Sansetsu, who painted this hanging scroll.

Kano Hogai, 1828-1888

Meiji period (1868-1912)

Eagle Threatening Monkeys, second half 19th century

Hanging scroll; ink on paper

Gift of the Clark Center for Japanese Art & Culture; formerly given to the Center
in memory of Gail Liebes, a woman with a passion for art and a love of Japan,
from her husband John, and her children Alison and Christopher 2013.29.171

A large, sharp-clawed eagle has caught sight of a family of monkeys who cower
in a rocky cave, visible at the bottom right of this scroll. The eagle is 