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EMBODYING THE BUDDHA: THE PRESENCE OF WOMEN IN JAPANESE
BUDDHIST HAIR EMBROIDERIES, 1200-1700

Carolyn Wargula, PhD

University of Pittsburgh, 2020

This dissertation explores the patronage, materiality, and ritual function of Buddhist embroideries
in premodern Japan. It traces the shifting meanings attributed to embroideries from their use in
memorial services during the Kamakura period (1185-1333) to objects metonymic of devout
female patrons during the Muromachi period (1333-1573). In past scholarship, Buddhist hair
embroideries were evaluated as mere copies of painted masterpieces and thus remain little studied.
This study, however, will emphasize materiality over iconography and practice over doctrine to
show that Buddhist embroideries uniquely supported the soteriological needs and ritual practices
of Japanese women. Each chapter demonstrates that embroidered Buddhist icons enabled women
to subvert religious doctrine concerning the impurities of their sex, form a bond with the Buddha,
and establish female presence in an otherwise male-dominated space. Chapter Two traces the
cross-cultural movement and adaptation of Kannon (Sk. Avalokitesvara, C. Guanyin)
embroideries from China to Japan and considers how the ritual use of these embroideries in Japan
differed from those on the continent. Chapter Three examines the development of Japanese
Buddhist images embroidered with hair in the late twelfth century to show how this medium was
thought to accrue worldly and soteriological merit for women. Chapter Four focuses on the ritual
significance of hair embroideries attributed to Chijohime (753?-7817?) a legendary aristocratic
woman credited with attaining enlightenment after commissioning the famous Taima mandara

tapestry. These chapters employ methods of social history, material culture studies, and the history



of the body to examine Buddhist hair embroideries not simply for their artistic value (iconography
and visuality), but also their cultic value within ritual contexts. Such theories provide a framework
for understanding why women were encouraged to express religious devotion through practices
that emphasized the sacrifice and denial of their bodies. This dissertation ultimately challenges the
assumption that female devotees were marginalized figures in Buddhist communities and
contributes an art historical approach to growing scholarship in the fields of history and religious

studies on the agency of premodern Japanese women.
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1.0 INTRODUCTION

“A woman’s body is filthy and thus cannot attain enlightenment. 1

This passage from the Devadatta Chapter of the Lotus Sutra (hokkekyo £#E#E) was

frequently quoted by founders of Heian- (794-1185) and Kamakura-period (1185-1333) Buddhist

schools to justify the exclusion of women from sacred spaces like Mt. Koya 7= %7 (LI and Mt. Hiei
FEBX L. Monks claimed that the female body was polluted and promoted the belief that women

were incapable of attaining enlightenment after death. While Buddhist doctrine therefore seems to
suggest that Japanese nuns and laywomen were suppressed in their religious communities, recent
studies on patronage practices reveal women as active participants, sponsoring ritual ceremonies
and founding temples.2 These studies show that women did not accept and internalize exclusionary
ideology. Yet, the many creative ways that women complicated or sidestepped Buddhist discourse,
remains not fully understood. My dissertation aims to contribute to this discussion by tracing the
multiple significances embroidered Buddhist icons accrued as they were created and rediscovered,

venerated and replicated by women.

1 Burton Watson, trans., The Lotus Sutra (New York: Columbia University Press, 1993), 186.

2 These studies include Barbara Ruch, Engendering Faith: Women and Buddhism in Premodern Japan (Ann Arbor:
University of Michigan, 2002); Bernard Faure, The Power of Denial (Princeton: Princeton University Press, 2003);
Nomura Ikuyo ¥4I &, Bukkyo to onna no seishinshi {62 & 22 OFE# 5 (Tokyo: Yoshikawa kobunkan, 2004;
Hank Glassman, “Chinese Buddhist Death Ritual and the Transformation of Japanese Kinship,” in The Buddhist Dead:
Practices, Discourses, Representations, eds. Bryan Cuevas and Jacqueline Stone (Honolulu: University of Hawai’i
Press, 2007), 378-404; Keller Kimbrough, Preachers, Poets, Women, and the Way: 1zumi Shikibu and the Buddhist
Literature of Medieval Japan (Ann Arbor: University of Michigan, 2008); Patricia Fister, Amamonzeki: A Hidden
Heritage — Treasures of the Japanese Imperial Convents (Tokyo: Sankei Shinbunsha, 2009); Lori Meeks, Hokkeji and
the Reemergence of Female Monastic Orders in Premodern Japan (Honolulu: University of Hawai’i Press, 2010);
Christina Laffin, Rewriting Medieval Japanese Women: Politics, Personality, and Literary Production in the life of
Nun Abutsu (Honolulu: University of Hawai’i Press, 2016).

1



This dissertation is an exploration of the patronage, ritual use, and materiality of
embroidered Buddhist icons in medieval Japan. Most scholarship on these images provides a
detailed technical examination, which while informative does not offer a perspective on the varied
meanings and functions that these objects acquired through time. Embroidered images typically
replicate the iconography of funerary paintings, such as the Welcoming Descent of the Amida

Buddha Triad (Amida raigozu Fif7RFEiHI[X]), but their materiality reveals that these costly

textiles were deeply personal objects incorporating the hair of female patrons. Women’s hair,
bundled together and sewn into the silk ground, was used to represent the most sacred parts of the
image—Amida Buddha’s (Sk. Amitabha) hair and robes, Sanskrit seed-syllables, and excerpts
from sutras—while multicolored silk threads were used to depict worldly elements like kneeling
human figures and arabesque motifs near the border of the embroidery.

This study seeks to uncover the soteriological significance and ritual use of embroidered
Buddhist icons. These textiles were not static and unchanging but accumulated new meanings
according to the changing status of women in medieval Japan over time. In the hands of a bereaved
husband or wife, Buddhist hair embroideries functioned as objects of memory and reminders of a
loved one’s lost presence. Later, Buddhist hair embroideries said to be created by saintly women
were venerated at pilgrimage sites like Taimadera = J#=F as proof that women were capable of
attaining enlightenment. The ritual act of making or venerating hair embroideries, then, had crucial
soteriological significance in enabling women to achieve salvation in the Pure Land and assisted
women in creating a karmic connection (kechien ###%) with the divine.

Japanese embroidered Buddhist icons were, therefore, not simply copies of painted icons,

but also sites that facilitated female intervention in particular ideological and social structures.

Stitch by stitch, women incorporated their hair into embroideries as a way to defy Buddhist



teachings concerning the impurities of their female bodies. Women also used Buddhist hair
embroideries in their devotional practices as tools to achieve enlightenment, to literally and
figuratively merge with the Buddha, and to establish a corporeal presence in male-dominated
spaces. Indeed, as | argue throughout this dissertation, women were encouraged to express
religious devotion through such practices that emphasized the sacrifice and denial of their bodies.
The act of sheering and stitching one’s hair into an image then reenacted a performance of bodily
sacrifice and transformed female hair, a frequently aestheticized and sexualized material, into
meritorious matter suitable for depicting the divine.

The study of embroidered Buddhist icons raises the following pertinent questions. Why
was the medium of embroidery selected by women for embroidered icons? What does the
materiality reveal about the meaning and use of these works? Where were these embroidered icons
displayed and to what kind of audiences? By delving into these questions, it becomes clear that
women in medieval Japan used embroidered Buddhist icons to respond to the worsening state of
their social position and to express their struggles for bodily agency. This research then provides
a premodern Japanese case study that will contribute to the growing scholarship on the ways

women employed their bodies to circumvent religious and social prohibitions.

1.1 PRESENT SCHOLARSHIP

The study of Japanese Buddhist embroideries is a neglected topic in both Japanese and
English scholarship. One of the main reasons for this lack of attention paid to Buddhist
embroideries has to do with the modern distinction and bias between “high art” and “craft.” The

American art critic, Clement Greenberg, for example, claimed that textiles served as “superficial



surface embellishments” and were “merely decorative” works of “skilled labor” rather than the
creative output of an “artistic practice.”3 Because of this duality between high art and craft,
embroidered Buddhist images were historically viewed as objects not within the realm of serious
inquiry by Buddhist art historians.4 To this day, embroidered Buddhist icons continue to be

classified as craft (kogei T.5<) in Japanese museums despite the fact that these images depict the

same genre and identical iconographies as their painted counterparts, which are classified as art

(bijutsu 3£7f7).s Buddhist embroideries have also been neglected in scholarship because few of

these works survive. Approximately 150 premodern embroidered Buddhist icons, created between
the seventh to the eighteenth century, survive today in Japan.e Due to their fragile material,
Buddhist hair embroideries are rarely exhibited by temples. These textiles remain obsolete and
hidden to the general public and their existence remains unknown even to many scholars of
Japanese art.

My main criticism of the few studies on Japanese Buddhist embroideries is that they
heavily rely on technical analyses. This study diverges from that earlier research by applying a
contextual approach to the study of embroidered Buddhist images to consider their multiple ritual
functions and meanings. In doing so, this dissertation reinstates the central role of women in the

creation, propagation, and veneration of these embroidered icons. By considering the roles women

3 Elissa Auther, String, Felt, Thread: The Hierarchy of Art and Craft in American Art (Minneapolis: University of
Minnesota Press, 2010), 9-15.

4 Nishimura Hyobu PEA E5, “Shishabutsu Fffi{L,” Nihon bijutsu kogei 348 (1967): 7-25.

5 Since the academic discipline of Japanese art history derived from this twentieth-century Western art historical
tradition, paintings and sculptures have been prioritized over craftworks such as ceramics and textiles. See Doshin
Sat6, Modern Japanese Art and the Meiji State: The Politics of Beauty (Los Angeles: Getty Research Institute, 2011),
56-70.

6 Nara National Museum Z= B [E S EWIAE, Ito no mihotoke: kokuho tuzureori Taima mandara to shibutsu: shiri
kansei kinen tokubetsuten sk @ Z 1% &0 F ¢ [E Rk E R 2 AR & BRAL - AEPRSEREE R (Nara: Nara
National Museum, 2018).



played as creators and patrons, recipients and venerators of Buddhist hair embroideries, this study
offers a nuanced understanding of gendered Buddhist ritual practices. Before discussing my
methodology and approach, I will outline the present scholarship of two subfields that are crucial

to this work: Buddhist embroideries as well as women and Buddhism.

1.1.1 Buddhist Embroideries

The Nara National Museum organized the first exhibition on Buddhist embroideries in
1963, displaying over one hundred textiles together for the first time in a museum context.7 Prior
to this exhibition, many of these textiles were concealed within temple repositories for centuries.
This exhibition contributed significantly to our understanding of Japanese embroidered images
because the curators surveyed, catalogued, and photographed the objects for the first time. Ishida
Mosaku, the co-curator of the exhibition, argued that the veneration of Buddhist embroideries was
inextricably linked to Pure Land Buddhist devotional practices because most of the surviving
images depict the Amida Buddha, the central deity of this sect. He claimed that embroidered
Buddhist images must have served as the icons of commoners because of the long-held view that

Pure Land Buddhism functioned as a faith of “Buddhism for the masses” (minshii bukkyo FH&{L

#).s

7 Ishida Mosaku 7 FH/%/F and Nishimura Hydbu Va7 S5, Shibutsu it (Tokyo: Kadokawa, 1964).

8 The Marxist mode of analysis dominated postwar scholarship on medieval Japan. Ishida Mosaku’s interpretation of
Pure Land Buddhism likely stems from this approach. Pure Land Buddhism was described as an “ideological weapon”
to fight against the elitist “old Buddhism” of the Heian period. Current scholarship has attempted to revise and
complicate this opposition between the “elitist old Buddhism” and the “new Buddhism for the masses.” See Kazuhiko
Yoshida, “Revisioning Religion in Ancient Japan,” Japanese Journal of Religious Studies 30, no. 1 (2003): 1-26;
Tomoko Yoshida, “Kuroda Toshio (1926-1993) on Jodo Shinshai: Problems in Modern Historiography,” Japanese
Journal of Religious Studies 33, no. 2 (2006): 379-412.



The 1963 exhibition served as a further catalyst for technical study of Buddhist
embroideries by textile conservators. Nishimura Hyobu, a curator of craft and decorative arts at
the Nara National Museum, published a general survey on Buddhist embroideries in 1967 in which
he examined the various stitching techniques and weave structures of these textiles to more
accurately date the images and identify areas that were previously repaired.e By analyzing extant
examples, Nishimura argues similarly to Ishida that embroidered Buddhist icons gained wide
popularity during the Kamakura period. He suggests that future scholars should build upon
previous technical analysis of Buddhist embroidered icons. He writes that scholars should consider
the social factors that led to the popularity of this medium in Japan at the beginning of the twelfth
century.

Scholars of Japanese embroidered images have primarily focused on the Tenjukoku shiicho

mandara K # [E#filk = 45 4, a set of draperies that were commissioned to memorialize Prince
Shotoku F27E K7~ (574-622). This mandara survives today as an assemblage of fragments from

two different sets--the seventh-century original textile and the thirteenth-century reconstructed
version—randomly arranged and mounted together on a single fabric. Both textile specialists and
art historians have sought to investigate the embroidery’s puzzling composition.10 By examining
the ground fabric and stitching techniques, they have come to understand which fragments are part
of the original and which were added later. Buddhologists, philologists, and historians of ancient

Japan, on the other hand, have been more concerned with understanding the context of the

o Nishimura PG4, “Shishiabutsu FIFH1L,” 7-25.

10 For studies on the Tenjukoku Shiiché mandara, see lida Mizuho £ F 5ii#, “Tenjukoku Shiichd mei o meggutte KX
FFERIESE 2 6 < > C,” Kobijutsu 11 (1965): 43-47; Sawada Mutsuyo IR [ #»->1X;, “Tenjukoku Shiichd no genjo
K7 EHME O TLIK,” Museum 495 (1992): 4-25; Ohashi Katsuaki K& —32, Tenjukoku Shiicho no kenkyi RKFF[E
TR DAL (Tokyo: Yoshikawa kobunkan, 1995); Mita Kakuyuki — M % 2, “Tenjukoku Shiichd no genkei to
shudai ni tsuite X7 Ef#E ORI & FE/EIZ->TC,” Bijutsushi 57, no. 2 (2008): 265-282.

6



embroidery’s creation and the meaning of its composition.11 An inscription on the textile identifies
this space as a representation of “tenjukoku,” one of the realms of the afterlife, yet scholars have
been unable to determine which of the pure lands in Buddhist scriptures it represents because there
is no doctrinal basis for this term. Scholars have examined the formal elements along with textual

evidence to suggest three likely theories: tenjukoku refers to Tosotsuten 53 K (S. Tusita Heaven)
of Miroku 7:#)) (S. Maitreya) which is the realm of the Buddha of the Future, the Western Pure

Land of Amida, or an idealized representation of India.12 More recent scholarship on the
iconographical program of the Tenjukoku mandara has also demonstrated that tenjukoku may not
even be a Buddhist realm at all, but a representation of a space based on indigenous Chinese
religious beliefs that were transmitted to Japan by continental immigrants.13

The meaning and ritual function of the Tenjukoku Shiicho mandara has been an extensive
topic of debate, yet | have deliberately excluded this embroidery from discussion in this
dissertation for three reasons. First, as Chari Pradel convincingly demonstrates, the embroidery
with its non-Buddhist funerary imagery cannot necessarily be considered an embroidered Buddhist
icon because there is little proof that the textile was associated with Buddhist beliefs in its original
context. It is more likely that the textile was given a Buddhist identity later when it was

rediscovered by the nun Shinnyo 134N (1211-?) at Chiiguji = <F in 1274.14 Second, | did not

11 For studies on the significance of the term “tenjukoku,” see Tokiwa Daijo 7% K iE, “Tenjukoku ni tsuite K7 [E
\ZDUNT,” in Shina bukkyé no kenkyii X BMAZL DML vol. 1 (Tokyo: Shunjiisha, 1939); Shigematsu Akihasa &
FRBYK, Nihon jodokyé seiritsu katei no kenkyii B A5V 128U 182 DA 5T (Kyoto: Heirakuji Shoten, 1964); Ono
Tatsunosuke KEFiE 2 B, Shotoku Taishi no kenkyii: Sono Bukkyé to seiji shiso BETEKRT DU « = DILE & B
1R 848 (Tokyo: Yoshikawa kobunkan, 1970).

12 Chari Pradel, Fabricating the Tenjukoku Shiichd mandara and Prince Shotoku’s Afterlives (Leiden: Brill, 2016), 7-
8.

13 Pradel, Fabricating the Tenjukoku Shiiché mandara and Prince Shotoku’s Afterlives, 84-87.

14 Hosokawa Rydichi #fi)I1{—, Chiisei no Risshii jiin to minshii O f572 35t & 4% (Tokyo: Yoshikawa
kobunkan, 1987), 114-115.



include the Tenjukoku Shiicho mandara as a case study because | wanted to limit the discussion in
this dissertation to the medieval period of Japan. Third, the focus of my study is on the materiality
and the use of hair in Japanese embroideries. Accordingly, the Tenjukoku mandara was omitted
because it does not contain human hair nor is there evidence that human hair was originally
incorporated within the embroidery.

The study of medieval embroidered Buddhist icons was limited in both the fields of
Japanese textiles and Buddhist art history until the early twenty-first century. In 2005, Itd Shinji
reignited interest in the art form by grappling with the question of what merits embroidered
Buddhist icons could offer worshippers that painted or sculpted icons could not. He was not
convinced by Ishida’s argument that embroidered icons were preferred by commoners because
textual sources indicated that both commoners and elite were fervent supporters of Pure Land
Buddhism. He examined the formal and material splendor of Buddhist embroideries to argue that
these objects were likely considered even more auspicious and ritually efficacious than painted

icons due to their magnificent ornamentation (shogon 1:j&%) and time-consuming production.1s He

writes that the power of embroidered Buddhist icons stemmed from their material and visual
splendor as vibrant glossy silk threads were sewn to add texture to an otherwise two-dimensional
surface, the scroll fixtures were inlaid with silver and crystal, and human hair was incorporated to
add a personal dimension to the image.16 By taking the matter and materiality of Buddhist hair
embroideries into consideration, Itd challenged previously-held assumptions that embroidered

icons were simply diminutive copies of paintings and demonstrated that Buddhist embroideries

15 For a discussion on the meaning of shogon in a Japanese Buddhist context, see Chapter Four.

16 Ito Shinji {J1#%(5 —, “Chisei shiibutsu no ‘shdgon yoshiki’ ni tsuite H (A D DHEARER] (22T, in
Yoshikiron: Sutairu to modo no bunseki ¥E=G : A Z A /v & E— K D43#7, ed. Hayashi On (Tokyo: Chikurinsha,
2012), 390-407.



are a topic worthy of scholarly attention within the larger field of Japanese Buddhist art history
and religion.

Elizabeth ten Grotenhuis is the only scholar who has published on medieval Japanese
Buddhist embroideries in English. Ten Grotenhuis agrees with Ishida that the use of embroidered
Buddhist images was popularized within Pure Land Buddhist devotional practices but is skeptical
about associating this medium specifically with this sect of Buddhism. She examined embroidered
mandalas from the esoteric tradition that were also sewn with human hair, such as the Mandala of

the Two Worlds (ryokai mandara Wi 5t 2 %), to suggest that a number of Buddhist hair

embroideries show an interplay between Pure Land and esoteric ideology.17 Ten Grotenhuis points
out possible Pure Land Buddhist doctrinal justifications for incorporating human hair into

embroidered icons, such as the monk Shokd’s FiEZZ (1177-1247) interpretation of reciting the
nenbutsu 7&x{4, or the name of the Amida Buddha, as a religious practice to form a union between

the believer and the Buddha.1s She suggests that believers may have found alternative methods
beyond simply reciting the nenbutsu that could enact this union between believer and the Buddha.
One of these methods, she argues, is by physically merging one’s hair into textiles depicting
images or the name of the Amida Buddha. While Shokii’s ideology may have been a catalyst for
the development of Buddhist hair embroideries, Ten Grotenhuis notes that the symbolism and

association of hair with sexuality, fertility, and death stem from the basic substratum of ancient

17 Elizabeth ten Grotenhuis, “Collapsing the Distinction Between Buddha and Believer: Human Hair in Japanese
Esotericizing Embroideries,” in Esoteric Buddhism and the Tantras in East Asia, eds. Charles Orzech et al. (Leiden;
Boston: Brill, 2011): 876-92.

18 For discussion on Shokii’s interpretation of the precepts, see Tanabe Hideo FHiZJ#:K, “Chiisei Seizanha-shi ni
okeru Ao no Komy®dji ni tsuite "7 [LIYR ST I 1T 2 ZEAEDEIHSFIC DU T, Seizan Gakuho 48 (2000): 95-105.
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Japan.19 Ten Grotenhuis has contributed significantly to our understanding of the meaning behind
incorporating hair within Buddhist embroideries. Nevertheless, she does not address who made
these textiles and why, information that is crucial for understanding the ritual function of these
icons.

Hioki Atsuko is the first scholar outside of the fields of textile history and Buddhist art
history to critically examine Buddhist images embroidered with hair. She has furthered our
understanding of the meaning of Buddhist hair embroideries by analyzing extant textiles from the
late seventeenth century and records concerning their ritual use. In Taima mandala to Chiijohime

Wk A5 & HPRHIE, Hioki analyzes three extant Taima mandara hair embroideries that were
created by the monk Kiinen ZZ:& during his travels across Japan to proselytize the cult of

Chajohime and Pure Land Buddhist doctrine.20 She mentions that Pure Land Buddhist believers
donated their hair to Kiinen so that he could incorporate these strands within textiles that he
dedicated to each of the temples on his journey. Hioki notes that Kiinen primarily visited temples
on the periphery of Japan, which was critical to his teachings because he argued that the veneration
of Buddhist hair embroideries accrued merit similar to taking a pilgrimage to sacred Buddhist sites.
Thus, by contributing their hair, commoners far from Kyoto or Nara could make the pilgrimage to
Taimadera mentally without moving. It is clear from Hioki’s research that both male and female
devotees participated in the creation and veneration of embroidered Buddhist icons during the Edo

period. What remains unexamined, however, is the fundamental role that Buddhist hair

19 On the symbolism of hair in ancient Japanese folktales and literature, see Gary L. Ebersole, “’Long Black Hair Like
a Seat Cushion’: Hair Symbolism in Japanese Popular Religion,” in Hair: Its Power and Meaning in Asian Cultures,
eds. Alf Hiltebeitel and Barbara D. Miller (Albany: State University of New York Press, 1998): 75-104.

20 Hioki Atsuko H 81, Taima mandara to Chiijohime 4 Ff 2 %5 & HIHi (Tokyo: Benseishuppan, 2010), 285-
293.
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embroideries played in the ritual practices of women during the medieval period and why even
men began to embrace needlework as a devotional practice during the late seventeenth century.
In 2018, the Nara National Museum organized a major exhibition on Buddhist textiles to
commemorate the restoration of the original Taima mandara tapestry. 138 objects were displayed
in the exhibition including twenty premodern embroidered Buddhist icons recently rediscovered
in Japanese temples by the scholar, Itd Shinji. The articles in the accompanying catalogue examine

issues that are predominately technical, discussing the use of gold thread (kinshi 4:-%) in textiles

and developments in embroidery techniques between the Asuka period (538-710) and the Nara
period (710-794).21 The articles also serve as conservation reports outlining the condition of these
embroidered icons and the restoration methods that were employed to restore the images.22 This
exhibition has led to a better understanding of the technical aspects of embroidered Buddhist icons.

In this dissertation, | hope to apply an integrated approach that builds upon these technical
studies. | aim to shed light on the historical circumstances of the production, ritual use, and
reception of Buddhist hair embroideries. My contribution to the field is twofold. First, 1 will
examine Buddhist hair embroideries from a gendered lens to highlight how women used textiles
to respond to changes in their social position and to express their struggles for bodily agency. Not
only have scholars overlooked textual sources discussing Buddhist hair embroideries, but they

have also deemphasized the crucial role that women played as patrons and recipients, creators and

21 For example, see Sawada Mutsuyo I HH £p-21X;, “Asuka kara Nara jidai ni okeru shishii to kinshi no gihd no hensen
BB BRI DM & 48 DFEEDISE,” in Ito no mihotoke: kokuho tuzureori Taima mandara to
shitbutsu: shiiri kansei kinen tokubetsuten R DIHIE LT« EERRRE BRS 25 & WL - (EESERGGL SRR,
ed. Nara National Museum Zs B [E 714 #E (Nara: Nara National Museum, 2018): 224-227.

22 For example, see Naitd Sakae PNJ#E%E, “Shishii Shaka Nyorai seppdzu (Nara Kokuritsu Hakubutsukan shozd) no
shiiri ni tsuite FIHHGIANFIEK (5 RENAEWEETE) OEBRIZ-D\WT,” in Ito no mihotoke: kokuho
tuzureori Taima mandara to shitbutsu: shiiri kansei kinen tokubetsuten 52 DIE & 1T« [EERRREE PRS2 HE &6
4 AEFRSERCEL SRR, ed. Nara National Museum 7% B [E] S71# 47 (Nara: Nara National Museum, 2018): 236-
239.
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venerators of these icons. Second, this dissertation demonstrates that the use of Buddhist hair
embroideries was not limited to the Pure Land Buddhist sect. Although medieval embroidered
images of the Amida Buddha most commonly survive today, my study makes clear that Buddhist
hair embroideries were made and used in a variety of other schools of Buddhism, such as the

Kegon #£Ji%, Shingon .5, Tendai X 15, and Zen fi# sects.

1.1.2 Women and Buddhism

Medieval Japanese women undeniably faced social as well as soteriological challenges due
to their gender. During the Kamakura and Muromachi periods, monks propagated Buddhist
discourses on women that were often negative and overtly misogynistic. The notions of the five
obstructions and three obligations were used to prove the inferiority of women to men and to
demonstrate that women were incapable of achieving enlightenment.2s The Devadatta chapter of
the Lotus Sutra, which gained popularity during the Heian period, presented a possible avenue for
female salvation, but only through rebirth into a male body.22 Over time, this disparaging attitude
towards the female body extended further with claims that women were inherently polluted due to
menstruation and that they could not enter sacred sites such as Mt. Koya and Mt. Hiei due to bodily
pollution. Despite this negative view of women in Buddhist doctrine, recent research has

demonstrated that female devotees played active roles in Buddhist institutions as patrons of images

23 The five obstructions refer to the five states of superior being—Brahma, Indra, King Mara, a Cakravartin King, and
the Buddha—that women were perceived to be incapable of attaining. The three obligations refers to the belief that
women were subordinate to their fathers, their husbands, and their sons when they reached old age. Thus, women were
placed under protection of men and forced to take a dependent role within the family. For further discussion, see
Yoshida Kazuhiko, “The Enlightenment of the Dragon King’s Daughter in the Lotus Sutra,” in Engendering Faith:
Women and Buddhism in Premodern Japan (Ann Arbor: University of Michigan, 2002): 309-11.

24 Yoshida, “The Enlightenment of the Dragon King’s Daughter in the Lotus Sutra,” 306-17.
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and rituals. These studies make clear that Japanese women considered Buddhist teachings and
devotional practices to be deeply meaningful and even empowering in their everyday lives.
Interest in premodern women grew in Japan during the 1980s under second-wave
feminism. The few studies that were produced at this time offered discussion on the everyday lives
of all socioeconomic classes of women from aristocrats to commoners. In 1984, Osumi Kazuo and
Nishiguchi Junko organized a research group to study women and Buddhism. They eschewed
studies on sectarian histories or debates on Buddhist doctrine that were popular topics at this time,
arguing that this type of research inadvertently and inevitably was male-centric. The goal of Osumi
and Nishiguchi was to go beyond a male-centered history of Japanese Buddhism. They published

a four-volume collection of essays entitled Shirizu josei to Bukkyo > U — Xt & 1A%,

covering topics such as the history of convents, biographies of nuns, Buddhist teachings related to
women, gendered devotional practices, and female deities.2s Over a decade later, a portion of these
essays were translated into English to be made available to scholars working outside the field of
Japanese Buddhism.2s

During the 1980s and 1990s, the study of women and Buddhism flourished and developed
into a vibrant field. In Japan, Hosokawa Ryoichi and Katsuura Noriko wrote extensively on

nunhood and the roles of women in nunneries.2z Many scholars writing in English were also

25 Osumi Kazuo KFEF1KE and Nishiguchi Junko P8 FIE--, eds. Shirizu josei to Bukkyo > V) — Rt & {L#
(Tokyo: Heibonsha, 1989). (Vol. 1: Ama to amadera J& & J&=F; Vol. 2 Sukui to Oshie 5\ & 2% ; Vol. 3 Shinjin to
kuyo 50> & 3%, Vol. 4 Miko to megami AL %z & #4#).

26 Many of these translated essays were featured in Barbara Ruch’s edited volume. See Osumi Kazuo, “Historical
Notes on Women and the Japanization of Buddhism,” in Engendering Faith: Women and Buddhism in Premodern
Japan (Ann Arbor: University of Michigan, 2002) and Nishiguchi Junko, “Where the Bones Go: Death and Burial of
Women of the Heian High Aristocracy,” in Engendering Faith: Women and Buddhism in Premodern Japan (Ann
Arbor: University of Michigan, 2002).

27 For examples, see Hosokawa Rydichi fl)I|5—, Onna no chiisei: Ono no komachi, tomoe, sono ta Zz @ Hi it : /)5
FF/NET « [« Z O (Tokyo: Nihon Edaitasukiiru, 1989); Katsuura Noriko [ 4, Onna no shinjin: Tsuma ga
shukke shita jidai Zc D150 : ZEAHF L 72 FEL (Tokyo: Heibonsha, 1995).
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interested in reconstructing the lives of medieval Buddhist women. Most notably, Barbara Ruch

published a monograph in Japanese on the life and portraits of the Zen abbess, Mugai Nyodai &
A0k (1223-1298) in 1991 and later established the Institute for Medieval Japanese Studies at

Columbia University and an auxiliary center in Kyoto to support research on women and
Buddhism and the preservation of Japanese convents.2s

During the early 2000s, scholars began to question whether to characterize Buddhist
institutions as oppressive spaces or places of liberation for medieval Japanese women. Barbara
Ruch has argued for the latter claiming that convents functioned as safe havens for women in
distraught circumstances. In the volume Engendering Faith: Women and Buddhism in Premodern
Japan, which she edited in 2002, several scholars discuss the active role that premodern women
played in Japanese Buddhism. The volume is divided into five sections considering topics such as
1) the role of aristocratic women in propagating Buddhism during the seventh to the ninth centuries
2) the role of nuns and nunneries 3) doctrinal issues surrounding female salvation 4) female deities
and icons commissioned by women and 5) female ritual practices and practitioners. Bernard Faure,
a scholar of religion, however, has argued for a more fluid interpretation of the history of Buddhist
women. He has argued that the role of women in Buddhist institutions was not linear from an
oppressive to a liberated state. By examining several written sources, Faure argues against a
singular category of “Buddhism” and even “women.”29 He shows that medieval Japanese women
were not so different from their modern counterparts; some female devotees actively challenged

Buddhist discourses, while others were passive victims.

28 Barbara Ruch, Mo hitotsu no chiiseizo: Bikuni, otogi zoshi, raisei & 9 —>O g : (L8 - #NE 1 - 3k
1 (Kyoto: Shibunkaku Shuppan, 1991).
29 Faure, The Power of Denial, 1-30.
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These studies inspired a plethora of further research that delved more deeply into the active
role of Buddhist women as writers, scholars, and practitioners. Lori Meeks’ work on the revival
of the Hokkeji convent during the medieval period has shown that female devotees were active
participants in ordination practices and even in institutional leadership.zo Women, Rites, and Ritual
Obijects in Premodern Japan, a volume of ten scholarly essays edited by Karen Gerhart, considers
the roles that both nuns and laywomen played in the performance of Buddhist rituals.s1 Christina

Laffin’s in-depth examination of the literary works of the nun Abutsu [f[{A (1225-1283) and Kato

Mieko’s work on blood sutra beliefs and childbirth have also offered proof that women were not
simply subjugated within Buddhist institutions.s2

In the museum context, there was also great interest in examining the role of premodern
Buddhist women as artists and patrons. In 2003, both the Nara National Museum and the Nomura
Art Museum organized exhibitions on works of art created by Buddhist nuns. The former

exhibition entitled “Women and Buddhism” (Josei to Bukkyo #ci#: & {LZ) displayed over 194

artworks including objects that were owned by Buddhist women and artworks representing female
devotees.33s The Nomura Art Museum’s exhibition entitled “Art by Buddhist Nuns: Treasures from

the Imperial Convents of Japan” (4ma monzeki to nisé no bijutsu J&.FI#F & JEfE D 3E7fr) focused

on objects made by aristocratic nuns during the Edo period (1603-1868).34 Both exhibitions

commented on the active roles that women played as creators and patrons of Buddhist art and

30 Meeks, Hokkeji and the Reemergence of Female Monastic Orders in Premodern Japan.

31 Karen Gerhart, ed. Women, Rites, and Ritual Objects in Premodern Japan (Leiden: Brill, 2018).

32 Laffin, Rewriting Medieval Japanese Women: Politics, Personality, and Literary Production in the life of Nun
Abutsu; Katd Mieko NN FE -, Nihon chilsei no bosei to kegarekan B ASFHEDREVE & B (Tokyo: Hanawa
shobo, 2012).

33 Nara National Museum %3 | [ 571846, Tokubetsuten josei to bukkya: inori to hohoemi 4531 i 2ot & (L2 -
VWD Y & 1E1E % A (Nara: Nara National Museum, 2003).

34 Patricia Fister, Art by Buddhist Nuns: Treasures from the Imperial Convents of Japan (New York: Institute for
Medieval Japanese Studies, 2003).
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showed that women were also responsible for the teaching and the shaping of Buddhist practices
in Japan.

This study builds upon previous research by scholars on women and Buddhism to consider
how hair embroidered icons functioned as embodied implements that enabled women to intervene
in ideological structures. My dissertation approaches Buddhist hair embroideries from a gendered
lens in order to refine our understanding of the crucial role these textiles played in the devotional
practices of medieval women. My integrated analysis of the materiality and ritual use of Buddhist
hair embroideries gives a fuller picture of how these objects served as tools for women to deal with
teachings concerning the impurities of their female bodies, to achieve enlightenment, and to

establish corporeal presence in male-dominated spaces.

1.2 APPROACHES AND METHODOLOGICAL FRAMEWORK

Since my research is interdisciplinary and contributes to the study of art history, women’s
history, and Buddhist ritual practices, my approaches to Buddhist hair embroideries draws from
various methodologies. Recent theoretical approaches to ritual studies, female agency, and
material culture studies have most importantly shaped my interpretation of Buddhist hair
embroideries and provide a foundation for understanding why embroidered Buddhist icons exerted
such a significant impact on female devotees and played an active role in women’s devotional

practices.
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1.2.1 Ritual Studies

The study of ritual has been an important focus in diverse fields including anthropology,
art history, and religious studies as a means to understand cultural dynamics. In the 1910s, Emile
Durkheim conducted one of the earliest studies on rituals, claiming that these acts were a means
of expressing social cohesion and preserving social solidarity.ss Cultural anthropologists, Victor
Turner and Clifford Geertz, expanded upon Durkheim’s theoretical approach to argue that rituals
were a means of resolving social conflicts.ss Since the 1970s, several scholars including Catherine
Bell, Jonathan Z. Smith, Thomas Lawson, and Robert McCauley have provided influential theories
on ritual, yet there is still no consensus on how exactly to define the term.s7 To complicate matters
even further in the field of Japanese studies, there is no direct translation in Japanese for the English

term “ritual,” but rather more general terms such as etiquette (reigi L&), ceremony (gishiki &=
), and practice (girei {#+L). In the context of this dissertation, I use the term “ritual” to refer to a

set of prescribed actions that are performed to appeal to the supernatural. These rituals could be
both public and private in the sense that such ceremonies were conducted for the recipients of
Buddhist hair embroideries. These textiles could be displayed in state funerals or could be
performed in one’s private quarters.

The study of the ritual use of Buddhist images has become critical in the fields of Japanese

art history and Buddhist studies. In the edited volume, Living Images: Japanese Buddhist Icons in

35 Emile Durkheim, Elementary Forms of the Religious Life (London: Allen & Unwin, 1954).

36 Victor Turner, Schism and the Continuity in an African Society: A Study of Ndembu Village Life (Oxford,;
Washington, D.C.: Berg, 1996); Clifford Geertz, Negara: The Theatre State in Nineteenth-Century Bali (Princeton:
Princeton University Press, 1980).

37 For examples of scholarly definitions, see Ronald L. Grimes, The Craft of Ritual Studies (Oxford: Oxford University
Press, 2013): 189-193.
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Context, Robert Sharf and Elizabeth Horton Sharf challenged the previously held assumption that
only ignorant laymen venerated Buddhist images. In Robert Sharf’s discussion of the Mandala of
the Two Realms, he emphasizes that the relationship between ritual and image was often
muddled.ss He argued that the mandala does not necessarily explain the ritual nor do ritual manuals
usually mention the ritual’s direct correlation with the Buddhist image. Thus, he proposes that
Buddhist icons do not merely serve as tools in visualization practices or proselytizing but were
perceived as divine presences of deities. The study of the ritual function of Buddhist icons then
enables scholars to understand the ontological status attributed to these images and challenges the
one-dimensional view that these icons simply served as didactic tools in proselytizing, teaching,
and visualization practices. Sharf’s approach has been useful for expanding my understanding of
the relationship between ritual and Buddhist hair embroideries. In this dissertation, | aim to situate
these textiles within their original ritual context in order to explore how embroidered Buddhist

icons were used to generate merit for a female patron or recipient.

1.2.2 Female Agency in Religious Spaces

This dissertation also draws upon methodologies and scholarship on female agency, power,
and religious practice outside of a premodern Japanese context. In her groundbreaking book,
Politics of Piety: The Islamic Revival and the Feminist Subject, the social anthropologist, Saba
Mahmood, provides a theoretical framework for examining the relationship between female

agency and religious practice in a non-Western context. Mahmood critically examines the lives

38 Robert Sharf, “Visualization and Mandala in Shingon Buddhism” in Living Images: Japanese Buddhist Icons in
Context, eds. Robert H. Sharf and Elizabeth Horton Sharf (Stanford: Stanford University Press, 2001), 151-98.
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and motivations of contemporary pious Muslim women in Cairo, Egypt to propose that liberal
feminist discourses on agency and ethics must be critically reevaluated. Mahmood argues that
women’s agency is not always directly linked to resisting or subverting social norms, particularly
within a non-liberal context.ss Through her detailed analysis of the ritual lives and religious
practices of women involved in the Islamic moral reform movement, Mahmood argues that these
pious women found satisfaction in submitting to social norms that historically secured their
subordination to men, a fact that poses a dilemma to the secular-liberal feminist paradigm on
agency. Mahmood’s research is critical in that she points out shortcomings and assumptions that
are made in contemporary western thought concerning modalities of agency, power, and freedom
and she provides an alternative approach to agency that can be applied even to a premodern
Japanese context.

Dorothy Ko, a historian of late imperial China, also rejects the long-held assumption that
late imperial women were oppressed and silenced victims within the Confucian system. In
Teachers of the Inner Chambers: Women and Culture in Seventeenth-century China, Ko argues
that women in late imperial China found satisfaction and meaning not by actively resisting social
constraints within the Confucian family system, but by contributing to this dominant social order.4o
In particular, she examines the lives and writings of elite women in seventeenth-century Jiangnan
to support her claim that these women used their writings to articulate women’s culture and
celebrated gendered practices such as footbinding. The works of both Mahmood and Ko are useful

models for my research because they provide a deeper understanding of how women’s agency can

39 Saba Mahmood, Politics of Piety: The Islamic Revival and the Feminist Subject (Princeton: Princeton University
Press, 2012): 5-10.

40 Dorothy Ko, Teachers of the Inner Chambers: Women and Culture in Seventeenth-Century China (Stanford:
Stanford University Press, 1994).
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also align with dominant systems of power. Their work also explains why medieval Japanese
women actively participated and willingly contributed to Buddhist institutions that perceived them
as inferior to men.

Historians of medieval Europe have also called into question the notion that Christian nuns
lacked agency within convents. Scholars have frequently turned to the study of images as a means
to reconstruct Christian female devotional practices and to understand how nuns shaped, viewed,
and responded to their cultures.41 The art historian, Jeffrey Hamburger, points out that an analysis
of female monastic imagery provides an understanding of women’s agency and religious
experiences during the Middle Ages that an analysis of doctrinal texts written by women could not
as these accounts were often mediated and filtered by men. In The Visual and the Visionary: Art
and the Female Spirituality in Late Medieval Germany, Hamburger demonstrates that women
played a critical role in the development and dissemination of devotional images in the German-
speaking late Middle Ages and shows how nuns exercised significant influence even outside the
convent walls.42 Hamburger’s gendered analysis of art then provides an important case study on
how to reconstruct the voices and practices of medieval women even within a Buddhist context.

In Reassessing the Roles of Women as ‘Makers’ of Medieval Art and Architecture, a
collection of essays edited by Therese Martin, scholars have also examined female agency by

considering the roles of women in artistic production during the fifth to the fifteenth century within

41 See for example Marilyn Dunn, “Nuns as Patrons: The Decoration of S. Marta al Collegio Romano,” Art Bulletin
70 (1988): 451-77; Caroline Walker Bynum, Fragmentation and Redemption: Essays on Gender and the Human Body
in Medieval Religion (Cambridge, Mass.: Zone Books, 1991); Craig A. Monson ed., The Crannied Wall: Women,
Religion, and the Arts in Early Modern Europe (Ann Arbor: University of Michigan Press, 1992); Ann E. Matter and
John Coakley eds., Creative Women in Medieval and Early Modern Italy (Philadelphia: University of Pennsylvania
Press, 1994).

42 Jeffrey F. Hamburger, The Visual and the Visionary: Art and Female Spirituality in Late Medieval Germany
(Cambridge, Mass.: Zone Books, 1998).

20



Christian, Jewish, and Islamic contexts.43 The volume aims to restore medieval women’s presence
in cultural activities and is divided into six broad thematic categories: 1) display and concealment
2) ownership and community 3) collaboration and authorship 4) family and audience 5) piety and
power and 6) memory and motherhood. This research on women’s involvement in cultural
production through patronage, consumption, and production of art is a valuable project as it
uncovers women’s perspectives. By applying these approaches to my study on premodern Japan,
| aim to reintroduce women’s contributions to Buddhist institutions by making and venerating

embroidered Buddhist icons.

1.2.3 Matter & Materiality

Over the past few decades, there has been renewed interest surrounding the materiality and
agency of “things” within the humanities and the social sciences. This material turn is
characterized by the belief that objects possess agency and vitality and that they have the capacity
to act and alter the course of events. Scholarship on the material world can broadly be distinguished
into two categories: studies of material culture and studies of materials themselves. While material
culture studies are focused on the relationship between people and things, studies of materials are
more concerned with the broader understandings and implications of particular materials within a
work of art. Both approaches are useful in this dissertation for revealing the cultural significance
of embroidered Buddhist icons and for understanding how the women who produced,

commissioned, and venerated these images responded to these textiles.

43 Therese Martin, Reassessing the Roles of Women as “Makers” of Medieval Art and Architecture (Leiden: Birill,
2015).
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In Art and Agency: An Anthropological Theory, Alfred Gell develops a theoretical
approach for understanding the ways in which visual art mediates social agency. Since Gell is an
anthropologist, he is not concerned with the meaning and debates surrounding aesthetics, but rather
focuses on the ways in which artworks stand in a network of social relations. Gell created an
analytical framework called the “Art Nexus” which involves two components acting upon each
other as agent and patient.s4 With his Art Nexus, he is interested in exploring why objects have the
power to compel and captivate viewers as these works are produced, circulated, and/or received.
“The basic thesis of this work,” Gell argues, “is that works of art, images, icons, and the like have
to be treated, in the context of an anthropological theory, as person-like; that is, sources of, and
targets for, social agency.”ss Gell’s approach is a valuable tool for examining premodern Japanese
Buddhist art because he is concerned with the efficacy of objects and provides a framework for
understanding why Buddhist images were approached as active agents by practitioners. I apply his
approach to this study in order to shed light on relationships between agencies of power.

Bruno Latour and Ian Hodder, crucial thinkers in the fields of New Materialism, also
discuss the dynamic interaction between human and non-human things. Like Gell, these scholars
emphasize that objects do not simply reflect culture but are active agents in social and economic
relations. Hodder writes, “material culture transforms, rather than reflects, social organization
according to the strategies of groups, their beliefs, concepts and ideologies.” 46 While Latour
interprets the relationship between things and humans as an interconnective network, Hodder

argues that the relationship can be better described as an “entanglement” of dependence and

44 The four types of components are 1) artists 2) artworks 3) art audiences (or recipients) and 4) models which he
refers to as prototypes. Any of these components can be in a relationship with one another.

45 Alfred Gell, Art and Agency: An Anthropological Theory (Oxford; New York: Clarendon Press, 1998), 96.

46 lan Hodder, Symbols in Action: Ethnoarchaeological Studies of Material Culture (Cambridge: Cambridge
University Press, 1982), 212.
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dependency.47 In order to comprehend this reliance between humans and things, Hodder claims
that scholars should examine the physical properties of objects, the “non-human ecologies in which
they interact, and their fluctuating hold over humans.”4s

These materialist approaches provide an understanding of why medieval Buddhist
practitioners approached Buddhist images as living entities. Embroidered Buddhist icons did not
simply reflect or symbolize a deity. In Buddhist Materiality: A Cultural History of Objects in
Japanese Buddhism, Fabio Rambelli examines the writings by Buddhist monks to understand what
made practitioners believe that these sacred objects had special powers.49 He writes that the

Shingon monk, Inyd FIf# (1435-1519), for example, used the metaphor of moonlight to explain

the ontological status of Buddhist images. Inyii claimed that, while the moon is like the true body
of the Buddha, Buddhist icons are the unconditioned image within which the moon’s light is stored.
Buddhist images then were not seen as mere objects arbitrarily made by artists, but as samples of
“Mahavairocana’s empowerment and externalizations of his inner enlightenment.” 50 These
perspectives on Buddhist images compel us to approach embroidered Buddhist icons not as mute
objects but as icons that had the capacity to act upon society. In effect, Buddhist hair embroideries
were created and venerated by women because these objects were thought to actively carry out
their desires to achieve Buddhahood and complicate notions that they were incapable of attaining

enlightenment.

47 lan Hodder Entangled: An Archaeology of the Relationships between Humans and Things (Malden: Wiley-
Blackwell, 2012); Bruno Latour, “Where are the Missing Masses? The Sociology of a Few Mundane Artifacts,” in
Shaping Technology/Building Society: Studies in Sociotechnical Change, Wiebe Bijker and John Law eds.
(Cambridge, Mass.: MIT Press, 1994): 225-258.

sgHodder Entangled, 93-94.

49 Fabio Rambelli, Buddhist Materiality: A Cultural History of Objects in Japanese Buddhism (Stanford: Stanford
University Press, 2007).

50 Fabio Rambelli, “Secret Buddhas: The Limits of Buddhist Representation,” Monumenta Nipponica 57, no. 3 (2002):
289.
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In addition to these theoretical frameworks which treat artworks as person-like social
agents, I have found approaches that highlight the material qualities of objects as equally important
to the study of embroidered Buddhist icons. In the field of art history, the materiality of objects
has been of interest to many scholars in recent years. In 2013, the Art Bulletin invited eleven
scholars from across the discipline to formulate a working definition of “materiality” within their
subfield.s1 Then in 2019, the journal published a series of articles that take materiality as a serious
and legitimate art historical approach.s2 By addressing materiality as well as the sensory and
physical aspect of objects as a primary concern, art historians have begun to pay close attention to
topics such as material culture and decorative arts that were previously only tangentially
acknowledged within the field.

The significance of the materiality of Buddhist images has been explored by several
scholars in the context of medieval Japan. Christian Boehm, for example, has investigated how
sandalwood was considered the most suitable material for carving Buddhist statues due to its
pleasant fragrance and medicinal properties.s3 In Hiraizumi: Buddhist Art and Regional Politics in
Tvelft-Century Japan, Mimi Yiengpruksawan has also looked at the meaning of gold pigment as
it was applied to Buddhist icons and other funerary objects.s4 She argues that gold pigment was
generously applied to counteract impurities related to death that were intrinsic to mortuary temples

as well as to assist the deceased in rebirth into the Pure Land. This dissertation follows in the same

51 Martha Rosler, Caroline Walker Bynum, Natasha Eaton, Michael Ann Holly, Amelia Jones, Michael Kelly, Robin
Kelsey, Alisa LaGamma, Monika Wagner, Oliver Watson, and Tristan Weddigen, “Notes from the Field: Materiality,”
Art Bulletin 95, no. 1 (2013): 10-37.

52 Nina Athanassoglou-Kallmyer, “Materiality, Signs of the Times,” Art Bulletin 101, no. 4 (2019): 6-7.

53 Christian Boehm, The Concept of Danzé: ‘Sandalwood Images’ in Japanese Buddhist Sculpture of the 8t 10 14t
Centuries (London: Saffron Books, 2012).

s4 Mimi Hall Yiengpruksawan, Hiraizumi: Buddhist Art and Regional Politics in Twelfth-Century Japan (Cambridge,
Mass.: Harvard University Asia Center, 1999).
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vein to illustrate that the power of Buddhist hair embroideries stemmed also from their materiality
with the use of costly strands of silk-thread and personal corporeal matter of human hair.

I use the term materiality in this dissertation to argue that the materials used (silk and
human hair) enhanced the function and meaning of Buddhist images in a way that form,
iconography, inscriptions, and the process of making could not. My overall approach to
understanding the significance of the materiality of embroidered Buddhist icons draws largely
upon the work of the archaeologist, Tim Ingold. In “Materials against materiality,” Ingold argues
that we should redirect our attention from objects to the properties of the materials that make up
these objects themselves.ss He claims that, “things are alive and active not because they are
possessed of spirit... but because the substance to which they are comprised continue to be swept
up in circulations of the surrounding media.”seé According to Ingold, then, scholars should focus
on the materials that the artist acknowledges and the devotee experiences when encountering
objects. Thus, this dissertation applies Ingold’s approach to Japanese Buddhist hair embroideries
to emphasize the makers’ relationship to the materials (hair, silk, and gold thread) with which they

worked to create these images.

1.3 TEXTUAL SOURCES AND INSCRIPTIONS

Textual sources that | have consulted for this study include temple records, historical

chronicles, diaries of courtiers and monks, setsuwa 7t 74 tales, Buddhist preaching texts

55 Tim Ingold, “Materials against Materiality,” Archaeological Dialogues, 14 (2007): 12.
s6 Tim Ingold, Being Alive: Essays on Movement Knowledge and Description (London: Routledge, 2011), 29.
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(kangebon #l{tA), commentaries on the ritual use of images, and miraculous origin stories of

embroidered Buddhist icons. Since ritual is one of the primary lenses through which I view these
textiles, court diaries and temple records have been particularly useful for this study. These diaries,

such as Teishinkoki B 15 /AL, written by Fujiwara no Tadahira fzJ5 8- (880-949), and Shoyiki
/NAFFL, written by Fujiwara no Sanesuke Ji i 5<% (957-1046), include information on the

memorial services of Heian-period royal mothers for which embroidered Buddhist icons were
frequently commissioned. These documents describe in great detail the rituals performed and the
people in attendance at these ceremonies. Therefore, despite the paucity of surviving Japanese
embroidered Buddhist images before the thirteenth century, these records have enabled me to
reconstruct the form, ritual use, and meaning of early textiles. Later Buddhist textual sources such

as Shinsen gjoden Fi1EA/R and Kaicho danwa BRAWEFSFE also describe the use of Buddhist

hair embroideries in proselytization activities and embodied ritual practices, and thus, can provide
a nuanced interpretation of these images in their original context.
Poetry and secular literature such as the eighth-century collection of Japanese waka, the

Manyoshii 7734, and the eleventh-century Tale of Genji (Genji monogatari JREC#JEE) have

also been essential for uncovering the multiple meanings, from beauty and sexuality to impurity
and death, associated with female hair in premodern Japan. There are no records that describe
exactly when women began incorporating their hair into embroideries. However, | examine Song
Dynasty (960-1279) tales concerning Chinese women who incorporated their hair into Buddhist
images to articulate some of the broader ideological implications of this practice.

Inscriptions frequently located on the back of Buddhist hair embroideries or on the box that
holds the image are also examined in this study. These inscriptions usually record the textile’s date

and location of production, the objectives that motivated its creation, the materials such as hair
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stitched into the image, and the identity of the patron and/or the recipient. Inscriptions are certainly
invaluable resources for providing context to an embroidered Buddhist icon, but these sources
should not be trusted blindly. The inscription on a Descent of Shaka Triad embroidery from

Shinshii-Gokurakuji & 1Ef#3, for example, indicates that this image was mistaken for an

image of the Descent of Amida Triad and was venerated as such. Therefore, | combine analyses of
inscriptions and textual sources with a close examination of the style and form of embroidered
Buddhist icons. In the course of researching this dissertation, | was able to examine firsthand many
of these textiles. The documentation of these inscriptions, however, remains brief and incomplete
and so, in the Appendices, | have transcribed these sources and provided short English translations.

In some cases, however, legends and fabricated stories are useful to gain a picture of how
Buddhist hair embroideries served the needs of women at a given time, place, and community.
While most of the patrons and recipients recorded in inscriptions are obscure women whose
identities do not exist in historical sources, some of them are well-known political figures, such as
Ho6j6 Masako, and saintly legendary figures, such as Chijohime. Over a dozen Buddhist hair
embroideries survive across Japan today with inscriptions claiming that Chiijohime created the
image. Yet, stylistic analysis dates these embroideries at least four hundred years after her alleged
death and so the attribution is illogical and the inscriptions are fallacious. In Chapter Four of this
study, however, it is inconsequential whether or not these sources are credible. My concern is not
in the legitimacy of these inscriptions, but rather, with how early modern viewers came to interpret
these images as objects created by Chijjohime and why they considered these embroideries as
worthy of devotion.

Inscriptions of sutras and liturgical texts stitched on the borders surrounding the image are

also crucial sources when considering the subject matter and significance of an embroidered
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Buddbhist icon. It is true that there is not always a direct correspondence between what is described
in these texts and what is pictured in the Buddhist image.s7 Yet these inscriptions also signaled to
the viewer the prescribed actions that should be performed in front of the image. As Claude
Gandelman writes, “inscriptions can also be said to represent the ‘performative’ aspect of the work
of art in the literal meaning of this word; that is they are used to direct the gaze of the observer to
specific spots within the painting and are part of the manipulative strategy of the painter.”ss
Therefore, whenever possible | consult both textual sources and the inscriptions on the front and

back of these textiles to reconstruct the history of embroidered Buddhist icons.

1.4 OUTLINE OF CHAPTERS

This dissertation consists of five chapters, including an introduction and conclusion, each
of which consists of a case study to demonstrate that the materiality, ritual use, and visuality of
Buddhist hair embroideries enabled women in premodern Japan to transform their physical bodies
into devotional objects. These chapters focus on the ways that women used Buddhist hair
embroideries to shape new attitudes towards female devotion and reassess their role within the

larger Buddhist community.

57 Elizabeth ten Grotenhuis, Japanese Mandalas: Representations of Sacred Geography (Honolulu: University of
Hawai’i Press, 1999): 74.
58 Claude Gandelman, “By Way of Introduction: Inscriptions as Subversion,” Visible Language 23, no. 3 (1989): 140.

28



1.4.1 Chapter Two. The Making of a Female Bodhisattva in Chinese and Japanese

Embroidered Images of Kannon

This chapter traces the adoption and adaptation of embroidered images depicting the

bodhisattva Kannon %13 (C. Guanyin Sk. Avalokite$vara) from China to Japan. I examine the

origin and early function of Guanyin embroideries at the Mogao Caves of Dunhuang and then their
use in state rituals at Japanese Buddhist temples during the eighth century. With a critical and
comparative examination of Kannon hair embroideries and historical records on both the continent
and in Japan, | show that the form, use, and meaning of these textiles differed by cultural context
and even by Buddhist sect. Chinese embroideries of Guanyin were often sewn by women in the
privacy of their homes as a personal devotional act to express their piety towards this bodhisattva.
The value of Guanyin hair embroideries in China stemmed from the image’s painful and time-
consuming creation process. In contrast, embroidered icons of Kannon in Japan were displayed
in public rituals and frequently reference a specific motif from sutras, such as the Dragon Princess
from the Devadatta chapter of the Lotus Sutra. These hair embroideries also frequently depict
Nyoirin Kannon and show that the creation of these textiles were central to its cult. This interplay
between text and image then aimed to convey a message that would attract female devotees to

pilgrimage sites and Buddhist temples.

1.4.2 Chapter Three. From Recipient to Patron: Strands of Women’s Devotion in

Embroidered Buddhist Images

In this chapter, | examine Buddhist embroideries that were commissioned for royal mothers

in the Heian period and the development of Buddhist images that were embroidered with hair
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during the late twelfth century. Combining a comprehensive analysis of visual and written sources,
this chapter demonstrates that Buddhist embroideries were thought to accrue merit for women in
Japan in both this life and the next. In particular, | focus on a Lotus Sutra mandala dedicated by

H6jo Masako LR BL1- (1156-1225) for the one-year memorial service of her husband, Minamoto
no Yoritomo J%HF] (1147-1199), the founder of the Kamakura warrior government. This

mandala complicates the notion that Buddhist embroideries were commissioned solely to
memorialize the deceased because Masako’s dedication of the Lotus Sutra (hokke mandara 4%
= 25 %%) hair embroidery also served to establish her authority as Yoritimo’s proxy and signified
her right to rule over his domain of Izu Province. An embroidered Buddhist icon, then, also served

as a visual marker for a widow to establish herself as the primary mourner of her husband and to

gain economic stability after his death.

1.4.3 Chapter Four. The Chiijohime Cult and the Veneration of Her Body in Early Modern

Hair Embroideries

Chapter Four examines the ritual significance and efficacy of hair embroideries attributed

to Chijohime H 4 (753?-7817?), a legendary aristocratic woman credited with attaining

[~

enlightenment after commissioning the famous Taima mandara ‘= J#k = 5% 5 tapestry. Dozens of
hair embroideries attributed to Chiijohime survive today in convents, temples, and at pilgrimage
sites, yet we do not fully understand how and why these textiles became central to her cultic
practices. The first part investigates texts, setsuwa tales, and images of Chiijjohime from the twelfth
century onward and explores possible reasons for Chiijohime’s association with these textiles. The

second part identifies the hair embroideries attributed to Chiijohime and analyzes the iconography
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and patronage of these textiles to consider the varied ritual uses of the images. By exploring the
use of Chiijohime’s hair embroideries in proselytization activities, I argue that Pure Land Buddhist
temples promoted the veneration of these hair embroideries as a direct response to the
popularization of the Blood Bowl Sutra. This text asserted that women required monastic
intervention to be saved from their impending destiny in the Blood Hells due to their bodily
impurity. The hair embroideries purported to have been sewn by Chiijohime, however, were

intended to counter the Blood Bowl Sutra (ketsubon kyo IfiZ:#%) and suggest that women were

capable of attaining enlightenment. The conclusion then summarizes the previous chapters and
discusses the contributions that this study makes in various fields. Finally, | put forward questions

and directions for future research on embroidered Buddhist icons.
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2.0 THE MAKING OF A FEMALE BODHISATTVA IN CHINESE AND JAPANESE

EMBROIDERED IMAGES OF KANNON

2.1 INTRODUCTION

Kannon (#1%& Ch. Guanyin Sk. Avalokite$vara) is unique among all Buddhist deities

because this bodhisattva can take on the appearance of multiple female forms.se The bodhisattva
was widely venerated across East Asia particularly by women who felt that Kannon was
sympathetic towards their sufferings and comprehended their desires. As the bodhisattva gained
popularity, the deity’s iconography, gestures, and attributes evolved to fit local beliefs and a wide
array of forms. Scholars of medieval Japan have accomplished the daunting task of surveying
painted and sculpted images of Kannon, tracing the development of Kannon imagery, and
analyzing devotees’ motives for participating in pilgrimages related to Kannon across Japan.eo
How embroidered images of Kannon contributed to these changes in cultic practice, however,
remains overlooked.

This absence in scholarship is not surprising since, compared to the dozens of Descent of

Amida Triad (Sanzon Amida raigozu — B[] 55 FE R H X)) embroideries housed in temple

59 The feminization of the deity Avalokite$vara is thought to have occurred in the Song dynasty along with the
emergence of other goddess cults in China.

60 See Sherry D. Fowler, Accounts and Images of Six Kannon in Japan (Honolulu: University of Hawai’i Press, 2017);
Chelsea Foxwell, “’Merciful Mother Kannon’ and Its Audiences,” The Art Bulletin 92, no. 4 (2010): 326-47; Samuel
C. Morse, “The Buddhist Transformation of Japan in the Ninth Century,” in Heian Japan: Centers and Peripheries,
eds. Mikael S. Adolphson, Edward Kamens, and Stacie Matsumoto (Honolulu: University of Hawai’i Press, 2006),
153-78; Cynthea J. Bogel, “Canonizing Kannon: The Ninth-Century Esoteric Buddhist Altar at Kanshinji,” The Art
Bulletin 84, no. 1 (2002): 30-64; Mark W. MacWilliams, “Temple Myths and the Popularization of Kannon Pilgrimage
In Japan: A Case Study of Oya-ji on the Bandd Route,” Japanese Journal of Religious Studies 24, no. 3 (1997): 375-
411.
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collections and museums today, only three embroidered images of Kannon survive from the
thirteenth to the fifteenth centuries. In contrast, there are various extant Guanyin embroideries and
numerous textual sources describing the creation process of these embroideries in China, notably
those from the Song Dynasty (960-1279) to the Qing Dynasty (1644-1912).61 If the bodhisattva
Kannon was so popular with women in Japan, particularly during the medieval period, why do so
many sculpted and painted images of this bodhisattva survive and yet so few embroidered images?
How did the function and creation process of embroidered images of this bodhisattva differ
between China and Japan? Most importantly, what could an embroidered image of Kannon offer
to believers that painted and sculpted icons of the bodhisattva could not?

This chapter examines the development in the ritual use and meaning of embroidered
images of the bodhisattva Kannon in China and Japan by analyzing embroideries of the deity

owned by temples of three different sects: Zen #i, Tendai X5, and Ritsu f. | argue that the

medium of embroidery enabled artists to express their own doctrinal needs and reconstruct
multiple meanings for a single subject. Thus, Japanese embroidered images of Kannon could be
used for a variety of ritual settings, whereas embroideries of the Descent of Amida Triad tended to
be limited to funerary and memorialization contexts because the bodhisattva Kannon was said to
save all sentient beings from various forms of suffering, whereas Amida Buddha was called upon
only at times of death.

Furthermore, a comparison between embroideries of the bodhisattva in Japan and China
enables us to see the varied meanings attributed to these images in each context. While

embroideries of Kannon in Japan illustrated a specific scene from Buddhist doctrine and were

61 The Chinese pronunciation for the bodhisattva Kannon is Guanyin. When | refer to objects of Chinese origin, 1 will
use the term Guanyin. When referring to objects of Japanese origin, | will use the term Kannon.
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meant to be publicly displayed in ritual settings, Chinese embroideries of Guanyin were products
expressing private devotion where what mattered was not the final image, but the devotional act
of the embroidery itself. This chapter then focuses on the plurality and multiplicity of meanings
associated with the embroideries of Kannon as proof that the bodhisattva did not have the same

significance to devotees in China and Japan.

2.1.1 Introduction to the Kannon Bodhisattva

A bodhisattva is a being who achieved the ten perfections and is on the path towards
enlightenment, but voluntarily postpones Buddhahood to stay in this world and help all sentient
beings attain rebirth.e2 Bodhisattvas are central to the teachings of Mahayana Buddhism, which
spread from India in the first century and later flourished across East Asia. Jataka tales record the
past lives of these bodhisattvas to highlight their compassionate and merciful nature. In these
stories, bodhisattvas endure extreme bodily deprivation and mental anguish—they sacrifice their
flesh to hungry tigers to satiate them or their eyeballs to blind men so they can see—to show that
they attained essential virtues like generosity, truthfulness, and equanimity on the path towards
Buddhahood.

Countless bodhisattvas exist within the Mahayana tradition, but the most prevalently
depicted one in India, China, and Japan is Kannon, the bodhisattva of compassion. The name of

this bodhisattva is composed of two Chinese characters, "kan" #i, meaning to observe, and "on"

62 Not all Buddhist texts claim that the bodhisattva postpones their own on enlightenment. The Astasahasrika
Prajnaparamita Sutra, for example, claims that the bodhisattvas actually attain Buddhahood but then revoke this status
so they can better guide sentient beings towards enlightenment. See Leon Hurvitz, Scripture of the Lotus Blossom of
the Fine Dharma (New York: Columbia University Press, 1976), 316-19; Nancy Lethcoe, “Some Notes on the
Relationship between the Abhisamayalankara, the Revised Paficavirnisatisahasrika, and the Chinese Translations of
the Unrevised aficavirniSatisahasrika,” Journal of the American Oriental Society 96 (1976): 499-511.
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&, meaning sound, as a reference to the belief that this deity can hear and respond to the cries of

all sentient beings in distress.e3 It is unclear when the bodhisattva Kannon first appeared in
Buddhist thought, but the deity was formalized by 300 CE when the first sutras about the
bodhisattva’s many salvific powers were first written in India.e4 These sutras, such as the Kannon
Sutra (Kannon gy #5#%), the Infinite Life Sutra (Muryojukyo T&&75#% SK. Sukhavativyitha
Sutra), and the Flower Garland Sutra (Kegon gyo #ejk#% Sk. Avatamsaka Sutra), describe the

three primary roles of Kannon as the savior of sentient beings, the attendant of Amida Buddha

(Amida Nyorai F[#RFE4NK Sk. Amitabha), and as lord over the sacred island of Mt. Potalaka
(Fudarakusen f#iFEV% 111).65

While there are multiple iconographical types of Kannon, two out of the three extant

Japanese Kannon embroideries depict the form of Nyoirin Kannon (40 & #if #1 &% Sk.

Cintamanicakra-avalokite$vara), one of the six types of Kannon that rescues beings from the Six

Realms (rokudo 7538). His name derives from two of his accoutrements—the wish-fulfilling jewel
(nyoi ZN) and the Dharma wheel (rin #ii)—which became formalized features of Nyoirin Kannon

during the eighth century.ss The Guanzizai Ruyilun Guanyin pusa yugie fayao (Jp. Kanjizai nyoirin

63 The Sanskrit name, Avalokite§vara, also has multiple meanings such as the "Lord who sees” and the “Lord who is
seen.” Gotd Daiyd % B K, Kanzeon Bosatsu no kenkyii #1352 5E D4 (Tokyo: Sankibo Busshorin, 1976), 1-
17.

64 These sutras concerning Kannon include the Sukhavativyiha Sutra, the Mahavastu, the Cheng-chii kuang-ming
ting-i-ching, the Druma-kinnara-raja-pariprccha Sutra, the Lotus Sutra, and the Heart Sutra. On the role of these
sutras in the development of the figure Avalokite$vara in India, see Chiin-Fang YU, Kuan-yin: The Chinese
Transformation of Avalokitesvara (New York: Columbia University, 2001), 7-8.

65 The Kannon Sutra, which was originally the twenty-fifth chapter of the Lotus Sutra, claims that the bodhisattva
Kannon takes on thirty-three different manifestations to rescue all sentient beings from the seven difficulties, three
poisons, and two misunderstandings. The Infinite Life Sutra states that Kannon serves as one of Amida Buddha’s
attendants in the Pure Land, and the Flower Garland Sutra offers evidence that Kannon reigns over the mythical island
of Mt. Potalaka.

66 Rituals connected to the Six Kannon Cult were performed to alleviate a wide variety of concerns for this world and
for the afterlife. People venerated these images to save beings from the Six Realms, avert calamities, and assure safe
childbirths. The six realms of existence in the afterlife include the Hell Realm (jigokudo #%ki&), the Hungry Ghosts
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bosatsu yuga hoyo B F 7E 40 B iy % pE g {4 2), translated by the Indian monk Vajrabodhi

(671-741), is the first text to describe Nyoirin Kannon’s six arms and golden body.s7 Images of
Nyoirin Kannon typically have six arms with each one representing a different realm.

All bodhisattvas, in theory, transcend gender, but Kannon is distinct as the deity takes on
a masculine, an androgynous, and a female form. One reason for this feminization of Kannon is
that the bodhisattva was thought to have the capacity to transform into a total of thirty-three

different manifestations (keshin {t.£) of which seven were female. For the sake of clarity,

however, I will only use “he/his” pronouns when referring to the bodhisattva Kannon, even if the

deity takes on a female appearance.

2.2 BUDDHIST EMBROIDERIES IN CHINA

2.2.1 Early Royal Patronage and Continental Buddhist Embroideries

The earliest embroidered Buddhist images were not made in China, but rather created in
India and then transferred to other Buddhist kingdoms. The Ekottaragama sutra, an early
Mahayana Buddhist scripture from India, is the oldest text to mention the creation of Buddhist

embroideries and offers proof that some of the earliest images of the Buddha were embroidered.ss

Realm (gakido f##.15), the Animal Realm (chikusho % 4:18), the Asura Realm (shurado & ##3E), the Human Realm
(ningendo A [H1iH), and the Heavenly Realm (tends KiH). See Fowler, Accounts and Images of Six Kannon in Japan,
14-48.

67 Fowler, Accounts and Images of Six Kannon in Japan, 27-28.

68 The Ekottaragama sutra is among one of the oldest extant Buddhist texts, so it is impossible to give a precise date
for its creation. Scholars, though, have discovered that this sutra was translated into Chinese around the fourth or fifth
centuries. See Tse-fu Kuan, “Legends and Transcendence: Sectarian Affiliations of the Ekottarika Agama in Chinese
Translation,” Journal of the American Oriental Society, 133, no. 4 (2013): 607-634.
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This text discusses the creation process of the first Buddhist image, a five-foot sandalwood

sculpture of the historical Buddha, Sakyamuni (Shaka nyorai R340 3&), which was created

during the Buddha’s lifetime. The legend states that King Udayana commissioned this image
because he was distressed that Sakyamuni briefly left this world to preach the Dharma law to his

mother in the Trayastriméa Heaven (Toriten [JJF]2KX).60 The sutra then proceeds to discuss the

merits of image-making and claims that all images of the Buddha, whether cast in metal or carved
in wood, embroidered with pearl or silk, or assembled with mud and ash, are worthy of devotion.

The biography of the monk Daoan j& % (312-385) contains the earliest record of a
Buddhist embroidery in China and offers proof that the first embroideries were brought to China

by rulers and traveling monks. According to this account, an envoy of Fu Jian 15752 (338-385), the
founder of the Qiangin A2 kingdom, presented Daoan with five Buddhist images acquired from

foreign lands.7o Two of these Buddhist images were painted with added gold-leaf, one was woven,
and the remaining two were embroidered with lavish materials of pearls and gold thread.7:1 The
record discusses the form of only one of the Buddhist images—the pearl-embroidered image—

which depicts the future Buddha, Maitreya (Miroku bosatsu #R&h2p%). This embroidery reflected

69 For a discussion on this tale and the animacy of early Buddhist images, see Robert H. Sharf, “The Scripture on the
Production of Buddhist Images,” in Religions in Chinese Practice, ed. Donald S. Lopez, Jr. (Princeton: Princeton
University Press, 1996), 262.

70 The exact origin of these Buddhist images is unknown, but It6 Shinji suggests that they were created in the western
regions of modern-day China. The measurements of these Buddhist images are also unknown except for one of the
gold-leaf Buddhist paintings which is recorded as seven-feet high. See Itd Shinji {JH/#{5 —, Nihon no Bijutsu H A<D
£7fF 470 (2005): 18.

71 Gold thread is created by beating gold metal sheets onto paper or animal membranes. These sheets are then cut into
strips and either used flat or wrapped around thin silk threads. See James CY Watt, When Silk Was Gold: Central
Asian and Chinese Textiles (New York: Metropolitan Museum of Art, 2013), 213.
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Daoan’s own religious interest as he was the founder of the Maitreya cult in China and emphasized

the worship of this deity for rebirth in the Tusita heaven (Tosotsuten F£3 X).72

Many rulers in northern Chinese kingdoms converted to Buddhism by the sixth century.
They declared the faith as the state religion and commissioned monumental embroidered Buddhist

images to convey their devotion. Xiao Zhangmao i &4 (Crown Prince Wenhui 3CE K +-; 458-

493), the ruler of the Southern Qi, for example, promulgated the faith by inviting eminent monks
to his kingdom to give public lectures and commissioning a Buddhist embroidery that was five-

and-a-half meters tall.7s Yuwen Yong =3 & (Emperor Wudi 2075 r. 543-578), the ruler of the

Northern Zhou Dynasty, also commissioned an embroidered image of Sakyamuni and attendants
that was over three-and-a-half meters tall in 560 CE after ascending to the throne.74 Fourteen years
later, however, this same emperor launched a severe persecution of Buddhism due to the expanding
economic growth and political power of the monastic community.7s Emperor Wudi confiscated
temple properties and destroyed Buddhist images and sutras until 577 CE, assuring prolonged
consequences. This extensive destruction led to the pessimistic belief that the world had entered

an apocalyptic and degenerative age known as mofa (Ri% J. mappao).76

72 For a discussion on Daoan and the Maitreya Cult, see Dorothy Wong, “Four Sichuan Buddhist Steles and the
Beginnings of Pure Land Imagery in China,” Archives of Asian Art 51 (1998-99): 56-79.

73 The record claim that the measurements for the embroidery were 1 jo 8 shaku. Nara National Museum %% B [E 37 1#
WIRE, Ito no mihotoke: kokuho tuzureori Taima mandara to shitbutsu: shiiri kansei kinen tokubetsuten 8 D IE &
T E R R A L L AEPRSERGE /SRR (Nara: Nara National Museum, 2018), 7.

74 The record claim that the measurements for the embroidery were 1 j6 6 shaku. Although the embroidery no longer
survives, it was likely created using the chain stitch because this was the predominate technique used before the Tang
Dynasty. See Nara National Museum 7= B [ENZ {9, Ito no mihotoke >k D A1E & )« [EE Rk e 255 &
i1, 7, 224.

75 For a discussion on the politics behind the early persecution of Buddhism in China, see Livia Kohn, Laughing at
the Tao: Debates among Buddhists and Taoists in Medieval China (Princeton: Princeton University Press, 1995).

76 Amy McNair, Donors of Longmen: Faith, Politics and Patronage in Medieval Chinese Buddhist Sculpture
(Honolulu: University of Hawai’i Press, 2007), 89.
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The widespread belief in mappo transformed Chinese imperial patronage practices and
royal responsibilities during the Sui (581-618) and early Tang Dynasties (618-907). The age of
mappo, or the “End of the Buddhist Law,” is characterized as a corrupt and immoral era and is

considered the third and final stage after Sakyamuni’s death. The Chinese monk Nanyue Huisi /5
B EE B (515-577) calculated the beginning of mappé to 434 CE and warned believers that all

Buddhist laws would vanish at the end of this era in ten thousand years’ time.77 Buddhist rulers of
Chinese states came to believe that they were divinely appointed to preserve the faith and took it
as their responsibility to prevent the disappearance of Buddhist thought. They commissioned
Buddhist images and sutras carved out of stone to utilize the durability and longevity of this
material. The power and magnificence of embroidered images, however, was not unforgotten.zs

Records claim that, during the reign of Emperor Wen [& 357 (541-604, r. 581-604) of the Sui

Dynasty, countless woven and embroidered Buddhist images were displayed at court.79

Under the patronage of Empress Wu Zetian #(HI| X (624-705), the sheer number and scale

of embroidered Buddhist images served a political function to convey that China was the center of
the Buddhist world and that Wu governed this center. Confucian doctrine had long prohibited
female sovereignty, but Empress Wu usurped the throne after her husband, Emperor Gaozong’s

= 5% (628-683) death and relied on Buddhist ideology to legitimate her rule by claiming to be the

reincarnation of Maitreya. In addition to commissioning several Chinese translation projects of

77 This third and final age is mentioned in a variety of Buddhist scrultpures such as the Lotus Sutra, the Diamond Sutra
(Kongohannya kyo ARI%F % SK. Vajracchedika Prajiiaparamita Sutra), and the Nirvana Sutra (Daihatsunehan
gvo KIRTEAERE SK. Mahaparinirvana Sutra). See Sofukawa Hiroshi &7 )11 &, “Kyodozan sekkutsu ko 2452|1147
ff,” The Toho Gakuho: Journal of Oriental Studies, Kyoto 62 (1990): 165-207.

78 Katherine R. Tsiang, “Monumentalization of Buddhist texts in the North Qi Dynasty: The Engraving of Siitras in
Stone at the Xiangtangshan Caves and Other Sites in the Sixth Century,” Artibus Asiae, 56, no. 3 (1996): 233-261.

79 Nara National Museum 7= B [E 2 4#£, Ito no mihotoke Sk D71 E & 1T, 7.
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sutras, Empress Wu focused her zealous patronage on images of the bodhisattva Guanyin to justify

female rule.so After receiving a painting of the Thousand-Armed Guanyin (Senju Kannon Bosatsu
T8 %pE) from an Indian monk, Empress Wu instructed court ladies and craftsmen to make

an assortment of embroidered and painted images of the deity to propagate the cult.s1 Empress Wu
also commissioned one thousand embroidered images of the Eleven-Headed Guanyin (Jizichimen

Kannon +—m#i %) in 686 CE to generate karmic merit for her deceased husband.s2 These

embroideries no longer survive so it is difficult to reconstruct their iconography and style, but relief

sculptures of the Eleven-Headed Guanyin on the Tower of Seven Treasures (Qibaotai - =) that

were also commissioned by the empress may provide some insight.ss The bodhisattva Guanyin,
depicted standing on a lotus pedestal, holds a lotus flower in his raised right hand and a vase in his
left. He wears a conical-shaped three-tiered headdress with five heads depicted on the bottom tier,
four in the middle, and one at the top.s4 Empress Wu’s devotional activities may have impacted
the populace at large because the patronage of the Eleven-Headed Guanyin reached an all-time

high in China during the late seventh century.

go Harry N. Rothschild, Emperor Wu Zhao and Her Pantheon of Devis, Divinities, and Dynastic Mothers (New York:
Columbia University Press, 2018).

81 In addition to embroideries of Kannon, Empress Wu commissioned four hundred embroidered images depicting he
Pure Land. Nara National Museum 7= E [ESZ##7£E, Ito no mihotoke s DA 1Z & 1T, 7.

82 A wide-array of sewing techniques were used in Tang-Dynasty Buddhist embroideries including satin, split, and
long and shot stitches. Embroiderers in Tang-Dynasty China likely learned to adopt similar techniques as those used
in Persian and Sogdian embroideries. Watt, When Silk Was Gold, 23, 168-175.

83 Dorothy C. Wong, “Reassessing the Wall Paintings of Horyiji,” in Horyiji Reconsidered 15Me<F D FRET, eds.
Dorothy C. Wong and Eric M. Field (Newcastle: Cambridge Scholars, 2008), 178-80.

84 There are many theories concerning the meaning of Kannon’s eleven heads. Some scholars argue that they represent
the eleven stages on the path of enlightenment. Other scholars argue that the eleven heads stem from the tale that
Kannon shattered his head into eleven fragments to save an increasing number of sentient beings. Fowler, Accounts
and Images of Six Kannon in Japan, 22-23.
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2.2.2 The Function of Embroidered Buddhist Images on the Silk Road

Although royal patrons seemed to prefer Buddhist images carved in stone for their
durability to outlast the age of mappa, records reveal that all types of mediums—sculpted icons,
painted murals, woven and embroidered images—adorned the Mogao Caves of Dunhuang, a
pilgrimage site on the Silk Road. Each medium, then, likely had a distinct use and significance.ss

Song Yun #ZE (fl. C. 518-522) and Hui Sheng Z/E, two traveling monks in the early sixth

century, describe feeling overwhelmed by the sheer number of textiles at this pilgrimage site. They

claim in the Record of Buddhist Temples in Luoyang (Luoyang gielanji #&[5{I#E:5E;) that “tens

of thousands of colored hanging canopies [were displayed at Dunhuang]... and embroidered
images of the Buddha as well as statues of the Buddha were displayed whenever the Dharma was
preached.”ss Embroidered Buddhist images were also displayed in ritual services at Chinese
Buddhist sites like Lelin Temple J$4£=F, Yongning Temple 7k % <F, and Shengguang Temple fi%
J=F .87

Textual and visual evidence reveal that Buddhist embroideries at Dunhuang did not

function as the main icon, but rather, as meta-images and representations of a patron’s devotion.

A large-scale Buddhist embroidery discovered by Sir Aurel Stein (1862-1932) in the “Secret

85 According to Yuhang Li, Buddhist embroideries were often displayed as a pair alongside woven images as early as
the Eastern Jin and Sixteen Kingdoms period (317-420). One example is at the Buddha Hall of Yongning Temple in
Luoyang. Yuhang Li, “Gendered Materialization: An Investigation of Women’s Artistic and Literary Reproductions
of Guanyin in Late Imperial China” (PhD diss., University of Chicago, 2011), 94.

8s James CY Watt, China: Dawn of a Golden Age, 200-750 AD (New Haven: Yale University Press, 2005), 172.

87 The embroidery at Lelin Temple depicts the Amida Buddha and was comissioned by a nun named Shibaoyuan X
FEJ§A of the Southern Qi in 486 CE. Five Buddhist images embroidered with gold thread were enshrined in Luoyang's
Buddha Hall of the Yongning Temple in 516 CE of the Northern Wei Dynasty. At Shengguang Temple, there was an
embroidery of the Sakyamuni Buddha that was almost five meters in height. Nara National Museum %3 [ [E 37 f#4)
i, Ito no mihotoke 5A D AIX & (7, 7.
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Library” Cave during one of his expeditions in Dunhuang serves as evidence of this first type. This

monumental image, over 2.4 meters high and 1.6 meters long, dates to the late seventh or early
eighth century and depicts a central Buddha wearing a red monk’s surplice (kesa Z2%%) standing

on a lotus pedestal. The figure lowers his right hand to his side while his left hand holds the hem
of his robes near his chest in a gesture of preaching. Art historians have claimed that this
embroidery depicts Sakyamuni preaching at Vulture Peak, a rocky terrain in India, due to the
gathering crowd of monks, bodhisattvas, and laymen in the foreground and the depiction of a
boulder in the background. Wu Hung, however, has argued that the boulder represents Mt. Yugu
of Fanhe, China where a miraculous image appeared to pilgrims.ss Although the correct subject of
this “meta-image” is unknown, it serves as a deliberate representation of a particularly important
scene, whether that is the preaching Sakyamuni or the appearance of a miraculous icon. The
embroidery, then, is not meant to be worshipped, but rather serves as a visual reminder of a crucial
event.

The second type of embroidered Buddhist images at Dunhuang was frequently donated by
aristocrats to signify their devotion to the Buddhist faith. Although surviving in fragments, the
earliest extant Buddhist embroidery in China is an example of this latter type and was gifted by a
prince to Dunhuang in 487 CE.se This embroidery, predominately sewn in split stitch, depicts a
Buddha wearing a red kesa seated on a lotus pedestal while preaching to a group of devotees

portrayed at the bottom of the image. Although only a fragment depicting the hem of green robes

88 The monk Liu Sahe predicted the appearance of this miraculous image at Mt. Yugu right before his death. A record
written by Daoxuan 15 & (596-667) reveals that Emperor Yang of Sui 54577 (569-618) then ordered craftsmen to
copy and circulate this miraculous image in 609 CE. Wu Hung, “Rethinking Liu Sahe: The Creation of a Buddhist
Saint and the Invention of a ‘Miraculous Image,”” Orientations, 27, no. 10 (1996): 34-39.

89 Watt, China, 172.
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survives to the left of the central Buddha, we can conjecture that this clothing belonged to one of
the bodhisattvas that are frequently depicted flanking a Preaching Buddha. The portion above the
Buddha in the embroidery no longer survives, but based on extant paintings, the top of the image
likely depicted flying apsaras and other celestial beings. The bottom right of the embroidery

depicts two men identified as Prince Guangyang &[5 of Huian and a monk based on the

inscription and their clothing. The bottom left depicts four women and the inscription states that
they are a nun, the prince’s mother, wife, and his two daughters. Although the inscription on the
embroidery claims that Prince Guangyang bestowed this embroidery to Dunhuang, it is unlikely
that he took the arduous journey there himself. He more likely sent the embroidery with a Buddhist
monk as an envoy. Many donors to Dunhuang likely selected embroidered images like this over
painted or sculpted mediums because silk was considered a superior and precious material that

was more widely used as currency than coins until the end of the Tang Dynasty.

2.2.3 Gender Differences in the Making of Chinese Embroidered Buddhist Images

Records indicate that the populace, and not just emperors and monks, created embroidered
Buddhist images in China by the eighth century. These texts also show that both men and women
commissioned embroidered Buddhist images and picked up needle and thread to create their own
textiles to express their personal devotion. For example, in the poem “The Eight Immortals of the

Wine Cup (Yinzhong baxian £k H/\1il1),” Du Fu 8 (712-770) uses the phrase changzhai xiufo

R 75k to describe the great piety of the immortal Su Jin #% % .01 He writes that Su Jin,

90 Angela Sheng, “Determining the Value of Textiles in the Tang Dynasty: In Memory of Professor Denis Twitchett
(1925-2006),” Journal of the Royal Asiatic Society 23, no. 2 (2013): 175-95.

91 Li, “Gendered Materialization,” 101.
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“persistently maintains a vegetarian diet and embroiders images of the Buddha.”s2 Dugu Ji I\
K (725-777) also discusses the creation of an embroidered Buddhist image by He Changxi {i] &
%, the country magistrate from Anyang and writes that he embroidered a life-sized image of

Guanyin when he was sixty-years-old to liberate himself from worldly suffering. 93 Thus,
originally, the act of creating Buddhist embroideries in China was not gender specific.

The practice of creating embroidered Buddhist images as an expression of one’s faith likely
spread across China along with Chan Buddhist doctrine, which emphasized the importance of the
repetitive and meditative nature of embroidering images of the Buddha. Chan texts claim that each
stitch made by an embroiderer represents the body of the Buddha, and, by creating more stitches,
one can reproduce more Buddhas and thus, accumulate additional merit.o4 This thinking could
explain why early Buddhist embroideries were often fully covered in stitches in a type of

embroidery known as manxiu Ji% .

A poem by Su Shi #F#i (1037-1101) entitled “A Eulogy for Embroidered Kannon Done
by Madam Xu from Jing’an County,” (Jing 'an xian jun Xushi xiu Guanyin zan #2257 2 Bl
B &) describes the fictional figure of Madame Xu making countless stitches to create an image

of Guanyin and manifest the form of the divine. Su Shi claims that Madame Xu created this
embroidered image in the hopes of expressing and delivering the appearance of the bodhisattva

Guanyin’s form through “all six senses.” He emphasizes the laborious process of stitching

92 The phrase Changzhai xiufo is interpreted differently in some English translations of this poem. In the alternate
interpretation, these scholars think that the statement means that Su Jin keeps up a vegetarian diet in front of an
embroidered image of the Buddha, not that he embroiders the Buddhist image himself.

93 L1, “Gendered Materialization,” 97-98.

94 Yuhang Li, “Sensory Devotions: Hair Embroidery and Gendered Corporeal Practice in Chinese Buddhism,” in
Sensational Religion: Sensory Cultures in Material Practice, ed. Sally M. Promey (New Haven: Yale University
Press, 2014): 369.
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Buddhist embroideries and states, “...How many times to prick the needle? Even a person good
with almanacs cannot calculate this. If the needle were a Buddha, there should be ten million
Buddhas...”9s In this way, the finished embroidered image is not the only expression of one’s
devotion, but each stitch made by the embroiderer was considered a devotional act. The more
stitches one made, the more merit one accumulated.

While both men and women during the Tang and Song Dynasties embroidered Buddhist
images as an expression of their own faith, women in various tales from these periods made
Buddhist images also to pray for the safety and security of their family. For example, “The Eulogy
and Preface of the Embroidered Icon of Bhaisajyaguru” (Yaoshi rulai xiuxiang zan bing xu Z&gifi
A4 e 1) describes how the wife of Li Wen (=L (772-811) devoted herself to the task
of making an embroidered image to assure her husband’s safe return from an official mission to
Tubo.9s She took part in all aspects of creating an embroidery of Yakushi nyorai Z£Ffiznzk (Ch.
Yaoshi Sk. Bhaisajyaguru) by weaving the background, twisting and dyeing the silk threads, and
embroidering stitch by stitch the image of this Buddha. Once the Buddhist embroidery was
complete, she gave offerings to the icon and venerated it day and night until her husband’s safe
return.

The moral of this story emphasizes a Confucian value that the wife’s dedication to

“womanly work” (Ch. nligong %z T"), or textile making, was a method to assure the safety of her
husband. In Lessons for Women (N Jie %), the female historian, Ban Zhao ¥R (45-116),

considers textile-making to be “womanly work” and argues that it is one of the four Confucian

95 L1, “Gendered Materialization,” 89-90.
96 Li, “Gendered Materialization,” 95-96.
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virtues that women should develop as wives.os7 Women of all classes participated in the various
aspects of clothmaking—hatching silkworm eggs, twisting fibers, dyeing threads, weaving cloth,
sewing fabrics, and embroidering embellishments and designs—to create clothing for their
household and supply silk fabrics, cloth, and yarn to be given as state taxes.ss In this way, from the
Zhou (1046-256 BCE) until the late Ming Dynasties (1368-1644), women contributed to the
household economy by supplying textiles as taxes.

Women in premodern China often merged their religious beliefs and practices from
Buddhism with their roles in society as virtuous women under Confucian discourse. During the
sinification process of Buddhism, they were encouraged to uphold Confucian virtues of filial piety
and loyalty while expressing these values through Buddhist religious practices and behaviors.s9
The story of Liit Wen’s wife then emphasizes her female virtues in both the Confucian and Buddhist
traditions by demonstrating that she relied on the womanly work of textile production.

Many women likely turned to embroidery when creating Buddhist images because this
medium enabled them to express their Confucian virtue as well as their cultivated status. The act
of embroidery was considered a female substitute for literacy and was regarded as a refined and
civilized pastime for women especially during the late imperial period.100 Embroidery was also

perceived as an erotic act, as the Chinese verb to embroider (xiu i) served as a homophone for

97 The other three virtues are womanly speech, womanly deportment, and womanly virtue. For further discussion on
the Four Virtues, see Dorothy Ko, Teachers of the Inner Chambers: Women and Culture in Seventeenth-Century
China (Palo Alto: Stanford University Press, 1994), 172-176.

98 Francesca Bray, Technology and Gender: Fabrics of Power in Late Imperial China (Berkeley: University of
California Press, 1997), 184-87.

99 Bret Hinsch, “Confucian Filial Piety and the Construction of the Ideal Buddhist Woman,” Journal of Chinese
Religions 30 (2002): 161-88.

100 On embroidery and personal cultivation of women in late imperial China, see Bray, Technology and Gender, 266.
Dorothy Ko also writes that Chinese brides-to-be were expected to embroider shoes for their future mother-in-laws
and female relatives. These embroidered shoes became a method for judging the moral cultivation of their prospective
daughter-in-law. See Ko, Teachers of the Inner Chambers, 92, 170.
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sexual intercourse. Paintings of beautiful women often depict court ladies in elaborate dress
absorbed in their needlework. 101 By creating embroidered images of the Buddha, women
transformed sewing from an erotic to a devotional act and their finished object from an item that

supported the finances of the home to a talisman that supported the welfare of their household.

2.2.4 Chinese Buddhist Hair Embroideries of Guanyin

Guanyin was the most popular subject for Buddhist embroideries in China followed by
images of the Buddha and the Arhats.102 Guanyin received wide support from women because it
was believed that the bodhisattva empathized with their suffering and concerns. The form of
Guanyin gradually became feminized in the Song Dynasty when embroidered Buddhist images
were popularized. The feminized form of Guanyin, as mentioned previously, likely stems from the
belief that the bodhisattva could transform into seven different female manifestations, but the
women who commissioned and embroidered images of Guanyin may have also contributed to the
association of Guanyin with women in China.

The earliest surviving example of a Guanyin embroidery in China is attributed to the female

artist Guan Daosheng & 1B - (1262-1319) in 1309.103 The embroidery depicts the bodhisattva

Guanyin standing alone in a vast open space while his long, thick hair and simple white robes

101 Susan Mann, Precious Records: Women in China’s Long Eighteenth Century (Stanford: Stanford University Press,
1997), 147-60.

102 Arhats are a group of the Buddha’s disciples who achieved enlightenment. They are often depicted as a group of
sixteen elders and are thought to have been handpicked by Sakyamuni to protect and disseminate his teachings after
his death.

103 The inscription on this embroidery claims that this image was created by Guan Daosheng, but the authenticity of
this claim remains debatable. There are very few artworks that survive today that are proven creations of Guan
Daosheng. This image could be the work of an entirely different artist, it could be an embroidered copy of one of Guan
Daosheng’s paintings of Guanyin, or it could be the embroidered work of Guan Daosheng herself. It would not be
surprising that Guan Daosheng was skilled in embroidery as well as painting because embroidery was considered a
cultivated past-time for well-to-do-women.
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appear to be blown by a strong gust of wind. He holds prayer beads in the left hand while his right-
hand clasps his left wrist. Although the form of this Guanyin does not seem decidedly masculine
or feminine, the moustache with which the male-form of this bodhisattva is often depicted is
omitted. While this embroidery uses black silk floss to depict the outlines of Guanyin’s robes, face,
and body, the bodhisattva’s hair, eyebrows, and eyelashes incorporate human hair to form a
hyperrealistic image. It is unclear whose hair was used, but most likely the artist used her own hair.
Guan Daosheng was an accomplished painter, poet, and calligrapher who even commissioned
works for the emperor, but she is also remembered for living a pious Buddhist life.104 She was
well-connected with Chan Buddhist monks and nuns and even painted murals for temples.
Therefore, Guan Daosheng may have participated in the art of Buddhist hair embroidery along
with other members in the Chan Buddhist community.

Tales of women creating Buddhist objects with their own hair were written in China as
early as the Song Dynasty and express this tension women likely felt between Confucian filial
piety and Buddhist devotion.1o0s In the earliest surviving tale, a young girl named Zhou Zhenguan

J& H# created the copy of the Lotus Sutra with her hair and blood to memorialize her deceased

parents and demonstrate her filial piety. Zhou Zhenguan lost her father at the age of six, and, since
she did not have any brothers, she intended to stay unmarried and support her mother who also
passed away years later. With no material offerings to provide her parents for their posthumous
merit, Zhou Zhenguan decided to use her own body-parts to create a Buddhist sutra. She pricked

her tongue to draw blood and splits the hairs from her head to write and stitch 70,000 characters

104 For a discussion on Guan Daosheng’s artistic career, see Marsha Weidner, Views from the Jade Terrace: Chinese
Women Artists, 1300-1912 (Indianapolis: Rizzoli, 1988), 66-70.
105 L1, “Gendered Materialization,” 123-29.
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of the Lotus Sutra. She began the project at age thirteen and at the age of twenty-three, she
completed this sutra made from her hair and blood and, moments later, took her last breath in a
seated cross-legged pose to suggest that she attained enlightenment in the afterlife.

Buddhist hair embroideries in China likely often depict Guanyin because the theme of
sacrificing one’s body to express Confucian filial piety was central to the tales of Princess

Miaoshan #$#, a female manifestation of this bodhisattva.10s Princess Miaoshan’s father suffered

from an incurable disease and healers claimed that only the eyes and hands of one without anger
could cure it. Princess Miaoshan, a virtuous being, cut off her hands and gouged out her eyes and
then she gave these body parts to her father to save his life. When her father, the king, expressed
his gratitude to Princess Miaoshan, she revealed herself as a manifestation of Kannon and her
father converted to Buddhism as a result of her pious act.

The story of Princess Miaoshan likely resonated with women who embroidered images of
Guanyin with their hair as a means to cure the illnesses of their parents or themselves. For example,

a woman named Wang Yuan £ from the early Qing Dynasty created a hair embroidery of
Guanyin to heal the illness of her sick parents.i07 A courtesan named Lin Jinlan #k4:ff also

created a Guanyin hair embroidery in 1480 on the bodhisattva’s celebrated birthday of 2.19 in an
attempt to cure her own eye disease. Embroidering Buddhist images with hair also substituted for

the Confucian practice of gegu #I/1%, a filial practice of incorporating one’s flesh into medicine as

a means to heal sick parents and other family members.108 Women plucked their own hair from

106 This tale of Princess Miaoshan likely developed to explain the reason behind the iconography of the Thousand-
Eyed and the Thousand-Armed Kannon. In some versions of this tale, Princess Miaoshan sprouts a thousand eyes and
a thousand arms after sacrificing her hands and eyes for her father. See YU, Kuan-yin, 293-350.

107 Li, “Sensory Devotions,” 364-365.

108 Jimmy Yu, Sanctity and Self-Inflicted Violence in Chinese Religions, 1500-1700 (Oxford: Oxford University Press,
2012), 62-88.
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their heads to exemplify this practice of “slicing one’s flesh,” perhaps to associate with the pain
and bodily sacrifice that Princess Miaoshan felt after severing her hands and gouging her eyes.109
Experiencing pain, then, was part of the devotional act of embroidering images of Guanyin and it
offers proof that the process of embroidering was more important than the completed image in
China.

The act of embroidering images of Guanyin was also particularly popular among widowed
and unmarried women because Princess Miaoshan rejected her father’s wishes for her to marry

and become a mother in order to retain her purity. For example, a widow named Ni Renji fii{ &

(1607-1685) from Pujiang embroidered images of Guanyin with her hair.110 Ni Renji married at
seventeen and though her husband died two years later, she refused to remarry. Coming from an
affluent household, Ni Renji had the economic means to remain single and cultivate her talents in
Buddhist embroidery as an expression of her devotion.

As can be seen from these examples, the reasons for embroidering images of Guanyin
cannot be placed under a specific category. Both men and women following Chan Buddhist
doctrine took part in the creation process of Buddhist embroideries as an expression of their faith.
Women predominately took part to fulfill their duties of womanly work, to associate with Princess

Miaoshan, or to offer merit to their sick or deceased parents.

109 Li, “Sensory Devotions,” 362.
110 Ko, Teachers of the Inner Chambers, 172-173.
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2.2.5 The Chinese Prototype: An Embroidered Image of the Willow-Branch Guanyin

The Willow-Branch Guanyin (yoryit kannon #5141 ) embroidery is a prototype of some

of the embroidered Buddhist images that were brought to Japan from China. This embroidery

depicts the twenty-eighth scene from the Nyiihokkai-bon Ni%k5Fi, (SK. Gandavyiiha Sutra), an
early Buddhist text about the youthful Zenzai D6ji’s 354 % ¥ (Sk. Sudhana-sresthi-daraka) visits

with fifty-three deities on his path towards enlightenment. This embroidery represents the acolyte’s
meeting with Guanyin from this text. Guanyin is depicted seated in the royal-ease pose in the
center of a three-tiered boulder meant to represent Mt. Potalaka.111 Guanyin wears a dazzling white
robe under a kesa-like outer garment along with a jeweled pendant and ornate earrings. Unlike the
other Chinese embroidered images of Guanyin, this image represents the bodhisattva wearing a

large bejeweled crown that depicts a kebutsu ({t.{4 Sk. Nirmana-buddha) in the center with lotus

flowers and jewels decorating the sides.112 Although the crown protrudes upward as if to cover
most of Guanyin’s thick hair, six stylized blue locks cascade downward onto his shoulders. To
Guanyin’s right side is a willow branch depicted inside a water vessel on the edge of the boulder.
Guanyin places his right arm on this rock while his left hand limply rests on his raised left leg.
Although the bodhisattva is depicted shifting his weight onto his left leg, his gaze rests in the
opposite direction towards the youthful Zenzai D6ji on the bottom righthand corner. The acolyte

clasps his hands together in prayer and gazes reverently upward at the bodhisattva Guanyin. He

111 Kirihata Ken argues that the boulders depicted in this embroidery are based on stylized depictions of taihu stone
(taikoseki “KiH4), a type of porous limestone found at the foot of Dongting Mountain {filjzZ (1! in Suzhou, China. See
Kirihata Ken BJfif&, “Gentei gannen san shishii yoryl kannonzo (Kyoto Kokuritsu Hakubutsukan) ni tsuite J¢ 8T
FEEAHALIELE 1, GUERERLEWER) (2o T,” Gakuso 2 (1980): 89-100.

112 Kebutsu means “manifestation of the Buddha” and are considered emanations of Buddhist deities frequently
depicted on the crown or mandorla of Buddhas and bodhisattvas. The kebutsu depicted on Kannon’s crown is often
Amida Buddha.
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stands on a single lotus petal in the ocean which is represented in this embroidery in a stylized
rhythmic wave pattern.

The Willow-Branch Guanyin embroidery is currently housed within the Kyoto National
Museum’s collection, but its provenance history remains unknown. The only record we have is
that the Kyoto prefectural governor gifted this embroidery in 1891, along with 1,075 other objects,
to the museum that was referred to at the time as the Imperial Museum of Kyoto (teikoku Kyoto

hakubutsukan 77 [E R &R IE ) £E). Although much remains unknown about how this embroidery

ended up in the governor’s hands, the inscription written in nine columns at the top of the image

reveals that the calligraphy was done by a Chinese monk named Yuji Zhihui E#REE (ca. 1215-
1300) on 1296.1.1.113 Yuji Zhihui was a Chan Buddhist monk from Jingci monastery 7524 in
Zhejiang Province and his name and seal can be found on other ink paintings such as the figure
painting of Jittoku (Ch. Shide #57%), a popular Zen Buddhist figure, currently housed in the Yale

University Art Gallery.114 It is unlikely that Yuji Zhihui himself embroidered this Willow-Branch
Guanyin image because it is sewn by an expert hand. Instead, Yuji Zhihui was probably
commissioned by the embroiderer to write a poem on the top of the image or added the inscription
himself at a later date.

The extravagant use of gold thread in the Willow-Branch Guanyin embroidery sets this

textile apart from other Chinese embroidered images of Guanyin.115s The embroidery is done by an

113 The inscription describes Zenzai Ddji’s encounter with Kannon. It states, [ 135463 [aI8H. - O & S A ZEEH -
R - MER D ERA - BEUETLM. SPEERHELE - =l - g am oo - —4fFocH
B

114 Kanzan (%11 Ch. Hanshan) and Jittoku were two popular eccentric figures in Zen Buddhist painting. They are
frequently depicted as a pair wandering in nature with a cheerful disposition. See Helmut Brinker, Hiroshi Kanazawa,
and Andreas Leisinger, “ZEN Masters of Meditation in Images and Writings,” Artibus Asiae 40 (1996): 89-100.

115 The Willow-Branch Kannon was also a popular form of the deity in Korea during the Goryeo period (918-1392).
See Foxwell, “’Merciful Mother Kannon’ and Its Audiences,” 326-47.
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accomplished artist who incorporated two materials—flat silk threads (hira ito *f~>%) and gold

thread—and predominately used two embroidering techniques: the long-and-short stitch and the
couching stitch which holds the gold threads in place. The gold thread is carefully entwined to
create leaf and hexagon patterns on Guanyin’s robes and to reproduce the water vessel, the wave
patterns, Guanyin’s jewelry, Zenzai Doji’s clothing along with his lotus petal base, and the outline
of the boulder.116 Guanyin and Zenzai D6ji’s mandorlas were also originally embroidered with

gold thread, but most of the stitches in this area have fallen out, so gold-leaf (kinpaku 4¢%) has

been overlaid on top of the mandorla’s gold thread, either by the original artist or by a restorer at
a later date.117 Textiles incorporating gold thread became increasingly popular in early eleventh-
century China. The Song imperial court repeatedly prohibited the public from making gold
ornaments and manufacturing clothing and fabrics embroidered or woven with gold thread, but
these textiles continued to be widely consumed by society.118 The abundant use of gold thread in
the Willow-Branch Guanyin embroidery then conveys that the patron of this image had the
economic means and political power to bypass these imperial regulations and sumptuary laws.
Another crucial difference between the Willow-Branch Guanyin embroidery and the other
embroidered images of Guanyin from China is that this image does not incorporate human hair.
Tales concerning the creation of embroidered images with hair emerge as early as the Song
Dynasty, so hair embroidery was an accepted practice by the time the Willow-Branch Guanyin

embroidery was sewn. The Guanyin hair embroideries mentioned earlier, however, were made in

116 Kirihata B4, “Gentei gannen san shishii yoryii kannonzd (Kyoto Kokuritsu Hakubutsukan) ni tsuite 7t B o455
IR IVELE G Gl ENLEWAR) (2o T, 95.

117 We know that the mandorlas were also originally embroidered with gold thread because a few stitches remain on
the Zenzai Dgji’s mandorla.

118 For a discussion on sumptuary laws and the use of gold in Song Dynasty China, see Christian de Pee, “Purchase
on Power: Imperial Space and Commercial Space in Song-Dynasty Kaifeng, 960-1127,” Journal of the Economic and
Social History of the Orient, 53, no. 1 (2010): 149-84.
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the context of personal devotion. The Willow-Branch Guanyin embroidery may have not
incorporated human hair into the image because it served the Jingci Monastery as a whole perhaps
in meditation rituals, unlike the previous embroidered images which served the private needs of a
specific devotee.

The official title of this embroidery is the Willow-Branch Guanyin, but the image in reality
is a combination of Willow-Branch Guanyin and the Guanyin of the South Sea iconographic forms.
The Willow-Branch Guanyin is one of the thirty-three manifestations of this bodhisattva and

appears in two early Buddhist scriptures; the Senkogen kanjizai bosatsu himitsu hokyo Tt H #l
H7E 3 FE M {542 and the Dai hishin dharani X 5.0 FE#E 2 110 This form of Guanyin is
sometimes called the Medicine-King Guanyin (yakué kannon 3 F4#13%) since he is associated

with healing, with the willow branch that he holds being thought to cure all illnesses.120 The
landscape elements, such as the waves and the isolated boulder, however, link this embroidery to
the iconography of Guanyin of the South Sea where the deity is thought to reside on Mt. Potalaka.
Although Mt. Potalaka was considered an otherworldly realm, it was believed that the island
existed in the East China Sea. This iconography became especially popular in China during the
sixteenth century, but Guanyin in these later versions is depicted with a female body, whereas in
this embroidery, Guanyin is represented in an androgynous manner. 121 Furthermore, while

Guanyin in later images is depicted as a maternal figure of Zenzai Doji, this embroidery places a

119 Kirihata B4, “Gentei gannen san shishii yoryii kannonzo (Kyoto Kokuritsu Hakubutsukan) ni tsuite 7€ B ST
FIFIEIBLE S GOl ENLEER) (2o T, 90.

120 From the Tang Dynasty onward, the willow branch became the established attribute for the bodhisattva Kannon.
While early Chinese images of Kannon usually depict the bodhisattva holding the willow branch, in later versions, he
is usually depicted alongside it. In Japanese images of Kannon, however, the willow branch is not always depicted.
See Y, Kuan-yin, 78-79.

121 YU, Kuan-yin, 87
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respectful distance between the two figures to demonstrate that their relationship is more formal
than familial.122

The exquisitely fine stitches as well as the style of the Guanyin’s figure in this embroidery
suggest that it may have been created earlier than the 1296 CE date on the inscription. In the Notes
on Silk and Embroidery (Sixiu biji ##if#i 2% 5l; 1930), Zhu Qigian describes Song-Dynasty
embroidery as finely detailed and full of vitality.123 He writes that Song-dynasty embroiderers used
hair-thin needles to create fine details that rivaled an ink brush. Zhu Qigian states that Yuan-
yynasty embroidery, in contrast, was coarse with uneven stitches and he reprimands these later
embroiderers for depending on an ink brush to execute fine lines on a silk ground. Since black ink
is also used in the Willow-Branch Guanyin embroidery to portray the folds of the bodhisattva’s
ornate robes, this image likely straddles the Song and the Yuan dynasties in terms of style and
technique. Secondly, many Chinese images of Guanyin from the late thirteenth-century onward
depict the bodhisattva in a decidedly feminine manner and the attire is much more simplified. 124

In a late thirteenth-century ink painting of the Water and Moon Guanyin (Suigetsu Kannon 7k A
#1%) from the Nelson-Atkins Museum, for example, Guanyin is depicted with a round face and

contemplative gaze as if the bodhisattva is a courtesan and wears a headdress and veil that covers
most of his hair. The artist also emphasizes the natural landscape in the background of the ink
painting by depicting the full moon, a tall pine tree, and a waterfall. These details though are starkly

absent in the Willow-Branch Guanyin embroidery.

122 For a study on the maternal figure of Kannon, see Foxwell, “’Merciful Mother Kannon’ and Its Audiences,” 326-
47.

123 Zhu Qigian (1872-1964) was a leading scholar on Chinese textiles in the twentieth century. Kirihata BJJH, “Gentei
gannen san shishii yoryil kannonzo (Kyoto Kokuritsu Hakubutsukan) ni tsuite T B o flAA0ELE 15 (U8R
FENZIEE) 12D C,” 96,

124 On the iconographical development for the Water and Moon Kannon, see Y, Kuan-yin, 251-53.
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While Kirihata argues that the lack of a natural landscape in the background of the Willow-
Branch Guanyin is the result of limitations in the embroidered medium, | argue that this absence
is deliberate to highlight the Chan/Zen Buddhist ideal of emptiness. Chan Buddhism emphasized
the teaching of emptiness which is the belief that all reality is illusory and the phenomenal world
is made up of nothingness.12s Chan (Zen) Buddhists used meditation as a practice to contemplate
this inherent emptiness of all things. The artist of the Willow-Branch Guanyin embroidery may
have kept the background bare to express the teaching of nothingness that makes up the natural
world. Although the provenance of this embroidery is unknown, it likely belonged in a Chan
Buddhist temple, possibly even Jingci Monastery itself, because the iconography of Guanyin
seated alongside a water vessel on a boulder is frequently found in Zen Buddhist temples across
China and Japan.126 The serene posture and calm expression of the bodhisattva Guanyin was likely
the ideal state that Zen Buddhists aimed to achieve through meditation. Chan and Zen monks may
have found this subject especially appealing as a model for both meditation practice and the
reclusive ideal.

If this Willow-Branch Kannon embroidery originally belonged to Jingci Monastery, then
the scene depicted in the image must have personally resonated with the monks, as it was believed

that Zide Huihui (1090-1159 [ #3E5Hi#), the abbot of the monastery, also visited Mt. Potalaka in

1137.127 Zide Huihui claimed that the island of Mount Putuo (Putuo Shan £ (L1) in the East

125 Chan Buddhism is the predecessor to Zen Buddhism in Japan. The name in Chinese and Japanese differ because
the character zen (# Ch. Chan) is transliterated differently in Chinese and Japanese. Chan Buddhism gained wide
popularity by the sixth century in China and this doctrine was adopted in Japan later during the twelfth century.

126 A famous example of this iconography is the Guanyin, Crane, and Gibbons ink-painting created by the Chan
Buddhist monk Mugi (%8 Jp. Mokkei). The hanging scrolls are currently housed within Daitokuji &7&=F, a Zen
Buddhist temple in Kyoto, Japan.

127 YU, Kuan-yin, 386.
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China Sea was the residence of the bodhisattva Guanyin, and he attracted many pilgrims to the
island by promoting the sanctity of the site. The Willow-Branch Guanyin embroidery, then, may
have served as a representation of the magnificent scene Zide Huihui witnessed upon visiting
Mount Putuo. The embroiderer must have also retained the emptiness of the background as a means
to focus the viewer’s gaze on the interaction between the bodhisattva Guanyin and the acolyte; a

crucial encounter for both Chan/Zen Buddhist thought and the Jingci Monastery.

2.3 EMBROIDERIES OF KANNON IN JAPAN

2.3.1 Early Records of Buddhist Embroideries in Japan

Empress Suiko #£ i K B (554-628) commissioned the first embroidered Buddhist image

in Japan on 605.4.1, which awakened the most zealous patronage of Buddhist embroideries by the
court in Japanese history. Over sixteen monumental embroidered Buddhist images were created

by the imperial court and monastic community over the next 200 years, mostly by female

empresses. For example, an embroidery of Amida’s Pure Land (4dmida jodo-zu Br[RBES 1K)
commissioned by Empress Jito £7#¢ K & (645-703) in 692 CE measured nine meters in height
and six meters wide, while two embroideries commissioned by Empress Koken it K & (718-
770) for Todaiji B KSF in 760 CE each measured over ten meters in height and seven meters

wide. 128 How were these Buddhist embroideries used and what was the significance of their

128 The original Japanese measurements for Empress Jitd’s embroidery is 3 jo 5L high and 2 jo 1 shaku 8 sun <" wide.
For Empress Koken’s embroideries of Todaiji, the measurements were 35 shaku high and 25 shaku wide each.
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monumental scale? There are three types of embroidered Buddhist images that were created during
this period that differ based on their ritual function.
The first type of early Buddhist embroidery was commissioned to be used for didactic

purposes, such as the teaching of sutras. In 742 CE, Doji 1844 (-744), the abbot of Daianji K%
<f, commissioned two embroideries after the temple was relocated to the new capital of Heian-
kyo V22 3 (present-day Kyoto).129 While the two embroideries no longer survive, records
indicate that they depicted the Four Locations and Sixteen Assemblies of the Mahaprajnaparamita
Sutra (Daihannya-haramitta-kyo Shijojirokue zo R VAT + 7522 [X1%) and the Avatamsaka’s
“Flower Garland Sutra” Seven Locations and Nine Assemblies (Kegon shichijokyue ezo TEjiit
AT L 4%18). These embroideries likely followed Chinese iconographical prototypes that Doji

discovered while studying Buddhism in China during Empress Wu’s reign. Records state that
several mural paintings in Chang’an temples depicted the form of the Seven Locations and Nine
Assemblies, so Dgji must have been familiar with this iconography.130 A painting on silk of this
subject was discovered in Cave 61 of Dunhuang and still survives today. This tenth-century
painting depicts the Buddha seated on a lotus pedestal nine times in a grid pattern and is meant to
illustrate a passage from the Flower Garland Sutra (Kegon kyo #EJgi#% Sk. Avatamsaka Sutra) in
which the Buddha simultaneously appears in various locations to preach to the many assemblies.

A didactic embroidery from Kajaji #11&5F also survives today that depicts Sakyamuni Buddha

seated on a throne teaching the Lotus Sutra to priests, bodhisattvas, and celestial beings gathered

at Vulture Peak. These two objects indicate that scenes from various Buddhist scriptures were

129 1td Shinji JHA%(5 —, Nihon no Bijutsu H A< ™ 7T, 22.
130 Dorothy Wong, Buddhist Pilgrim-Monks as Agents of Cultural and Artistic Transmission: The International
Buddhist Art Style in East Asia, ca. 645-770 (Singapore: NUS Press, 2018), 99-115.
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often depicted on embroidered Buddhist images as visual aids to instruct monks on the Buddha’s
life and teachings.

The second type of Buddhist embroideries commissioned during this two-hundred-year-
period was used for funerary purposes and to memorialize the deceased. The most prominent
Buddhist embroidery from this category is the Tenjukoku shiiché mandara K35 [EIfHiE S 45 7
which was commissioned by Tachibana no Ooiratsume 1% ER %z, a consort of Shotoku Taishi 22
18K (574-622), to enable her to see her deceased husband entering one of the paradises in the
afterlife.131 While the original embroidery only survives in fragments, scholars have examined
primary documents and excavation records from Horyiiji 7% F£=F where the embroidery was
rediscovered in 1273 to suggest that the mandara may have initially been almost eight meters
wide.132 Empress Jitd (645-703) also dedicated an embroidered Buddhist image of Amida’s Pure
Land to memorialize her husband, Emperor Tenmu X i X & (631-686). This colossal
embroidery, mentioned above, was displayed in the Lecture Hall (kodo 5#%%) at Yakushiji Z&Ri
<f, a temple founded by her husband in 680 CE. Although medieval Buddhist embroideries
became smaller in scale, they were predominately commissioned for this same purpose—to
memorialize the deceased and to assure their auspicious rebirth.

The third type of Buddhist embroidery was created to adorn the Main Hall (hondo A %)

or Lecture Hall of a Buddhist temple. Adornment, referred to as “shogon g%, was considered

131 Scholars are uncertain which heavenly realm is specifically refered to the tenjukoku. Chari Pradel argues that it
may be tenju (K Ch. Tianshou) found in the Daoist text, The Scripture on Great Peace (Taiping jing A F£€) which
offers the deceased the longest lifespan in heaven, 120 years. See Chari Pradel, Fabricating the Tenjukoku Shiicho
mandara and Prince Shotoku’s Afterlives (Leiden: Brill, 2016), 83-130.

132 See Pradel, Fabricating the Tenjukoku Shiiché mandara and Prince Shotoku'’s Afterlives, 133-34.
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an essential method for activating the divine within a sacred Buddhist space.133 For example, the

Todaiji embroideries of the standard form of Kannon and the Fukilkenjaku Kannon /~ZZ 8 53
were hung within the Great Buddha Hall (Daibutsuden “K{4 ) to flank the central colossal bronze
statue of Dainichi nyorai (J< H 413 Sk. Vairocana). This grouping of the Vairocana Buddha

flanked by two images of Kannon seems to have been an established iconographical form during
the late eighth century, so the embroideries were possibly hung for specific ritual ceremonies that
required this triad set.134

Since the first embroidered Buddhist image in Japan was made before traveling monks
brought Buddhist embroideries back from China, how were these artists able to create an
embroidered Buddhist image without a prototype? The artist of the first Japanese Buddhist

embroidery was Tori Busshi 1EFI]{ARf, chief of the saddle-makers’ guild (kuratsukuri-be #{F
1), which was a group of artisans descended from immigrants of the Korean peninsula.13s Korean

artists frequently brought Buddhist images with them to Japan for private worship, so the first
Buddhist images created in Japan were based on these continental styles. A record from the Nihon

shoki H AE#d confirms that Tori Busshi mastered forming Buddhist images from various

materials because Empress Suiko ordered him to create two joroku 37X Buddhas—one made of

133 Ishida Mosaku 7 FH % {F and Nishimura Hyobu PE4fIei58, Shibutsu #fiff (Tokyo: Kadokawa, 1964), 4.

134 A Vairocana Buddha was also installed with a Fukiikenjaku Kannon and a One-Thousand Armed Kannon flanking
the image at Daianji’s Main Hall in 749 CE. See Dorothy C. Wong, “The Case of Amoghapasa,” Journal of Inner
Asian Art and Archaeology 2 (2007): 151-158.

135 The full title of Tori Busshi is Shiba no Kuratsukuri-be no Obito Tori Busshi (7] #/E4 & LEFI{ART). He was
ordered by imperial decree to make many Buddhist images, the most famous one being the life-sized Yumedono
Kannon £ & #{ ¥ bronze sculpture for Horyiji. According to the Fuso ryakki £:Zl& 3, Tori Busshi’s clan arrived
to Japan from the Korean peninsula in 522. The problem with this record though is that it was written several centuries
later. See Lucie R. Weinstein, “The Yumedono Kannon: Problems in Seventh-Century Sculpture,” Archives of Asian
Art 42 (1989): 30-31.
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bronze and the other embroidered—on 605.4.1.136 Tori Busshi was skilled at creating Buddhist
images in all mediums because craftsmen of the saddle-makers’ guild were trained in a variety of
skills such as casting, wood carving, lacquering, gilding, and embroidering. Tori Busshi completed
the two 4.8 meters high monumental Buddhist images the following year on 606.4.8, and though
records do not indicate where the embroidered Buddhist image was hung, we know that the bronze

Buddha was placed within the Golden Hall 4% of Gangoji Jt Bl <F.137
Ladies-in-waiting (uneme X %) from the palace also embroidered Buddhist images that

were sponsored by the imperial court during the Asuka (538-710) and Nara periods (710-794). For
example, inscriptions on the Tenjukoku shiichd mandara claim that immigrant artists created the

rough sketches and design (shita-e T#%) for the mandara while a group of ladies-in-waiting
embroidered the image. 138 Shosoin bunsho 1E & [ 3C 3 also states that sixty-seven female
attendants (hi %) were called to Todaiji on 757.1 to embroider a shroud for the shrine (zushi &f
) within the Sutra Scriptorium (Shakyajo 5-#57T) of the temple.13s Thus, both the makers and

patrons of embroidered Buddhist images in early Japan were often women.

136 Joroku, or sixteen shaku, refers to the height of the Buddhist image and is approximately 4.8 meters tall. Many
early Buddhist images in Japan were sculpted at this scale because it was believed that the Sakyamuni Buddha was
this tall during his lifetime.
137 This date is questionable since some records, such as the Gangdji engi JtHLF#%EL, claim that the bronze image
was not completed until four years later.
138 Nara National Museum %% 2 [E \Z1# 474§, 1to no mihotoke & D 1% & 15, 292,
130 This record is  TEBFTR& M from the Shosain bunsho. See Nara National Museum %% B [E 37 44, 1to no
mihotoke 56 D1 & 17, 293. A document from the Shosoin bunsho 1EB 7 SCE from 745 entitled Takumi-ryo kai
TNIEZfR] discusses the number and types of workers employed within the Bureau of Imperial Artisans (Takumi-
ryé WNIE%E). Not a single weaver or sewer is mentioned which suggests that this type of work may have been exclusive
to court women and saddle-makers. For example, there were 17 banjo-rank craftsmen (banjo shoshu & 1= F), 18
metal workers (kondo dotetsu 4= $R8i#%), 10 wood, stone, and jewel carvers (kisekidogawara shikaku shoshu KA 1
FL i £4 [ F), twelve cloth makers (ori nishiki ryora shu 5% F), two makers of willow boxes (ori yanagi bako
shu #0156 T2), six kokuko [E T, and thirty Buddhist image makers (tsukuru bosatsu tsukasa no takumi 1% & =] =
). However, it is plausible that the image makers were also involved in the creation process of making all types of
Buddhist images like Tori no Busshi. See Nitd Atsushi {5, Kodai oken to kanryo sei d X FHE & B
(Kyoto: Rinsen Shoten, 2000), 254.
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2.3.2 Early Records of Embroidered Images of Kannon

During the Nara Period, images of the Kannon bodhisattva were frequently made in all

mediums. The Temple Asset Records of Saidaiji (Saidaiji shizaicho P4 K55 & BAMR) lists Buddhist

images that were created at Saidaiji during the late Nara period and, out of twenty-seven images,
eleven were a variety of forms of Kannon.140 The bodhisattva Kannon was likely popularized in
737 CE when scriptures concerning esoteric forms of Kannon were copied for the first time in
Japan.i41 In fact, there are forty-seven records that survive concerning the creation of images of
Kannon between 728 and 801 CE out of which icons of the Thousand-Armed Kannon were most
popular followed by the Fukiikenjaku Kannon and then the Eleven-Headed Kannon. Although
most patrons of Buddhist images in these records were members of the elite and monastic
communities, the Nihon ryoiki B /32 ¥L5T, a compilation of setsuwa 77 stories from the early
ninth century, reveals that the bodhisattva Kannon was also widely accepted by the populace.142
The Thousand-Armed and Eleven-Headed Kannon were the most frequently mentioned deities in
these tales and they are often discussed as saving people from harm’s way and providing good
fortune to the downtrodden.

Japanese Buddhist embroideries predominately depict an esoteric form of Kannon that
reflects the fervent support for esoteric versions of Kannon during the Nara period. The earliest

record of a Kannon embroidery in Japan comes from the Shosoin bunsho 1E 8¢ CE and states

that the courtier, Fujiwara no Toyonari -5k (704-765), donated sixty spools of thread (ko

140 Hayami Tasuku #7K{E, Kannon shinké #1% {510 (Tokyo: Hanawa Shobo, 1970), 42-47.

141 Ishida Mosaku £7 B A, Shakyo yori mitaru Naracho bukkyé no kenkyii 5-#% X 0 R.7= 5% BRUAB OWFE
(Tokyo: Tokyo Bunko, 1930), 37.

142 Hayami %7K, Kannon shinko #3515 111, 98-99.
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7)) for the creation of a three-meter-high image of a Thousand-Armed Thousand-Eyed Kannon
(Senju sengen kannon T+ F TR &) on 737.9.26.143 Along with the embroidered image of
Kannon, Toyonari requested the creation of fifty copies each of the Sutra of the Thousand-Armed
Kannon (Senjukyo T F#%) and the Golden Light Sutra (Konkomyokyo 4 Y¢EA#%). Since the
Golden Light Sutra was copied by the court for its talismanic properties to protect the state (gokoku

# [E) as early as 676 CE, it is likely that the Thousand-Armed Thousand-Eyed Kannon

embroidery along with the sutra were also thought to have the capacity to protect the state against
epidemics and natural disasters.144

As mentioned previously, two monumental embroideries of Kannon flanked the colossal
bronze statue of Vairocana in the Great Buddha Hall of Todaiji.14s The Chronicles of Todaiji
(Todaiji yoroku HR=FELFK) claims that Empress Koken commissioned the images for her father,
Emperor Shomu 22 K &2 (701-756), and her mother, Empress Komyo Y& &5 (701-760).
Empress Koken commissioned the embroidery of the standard Kannon for her father on 754.3.15.
The embroidery was completed by 757 and displayed within the Great Buddha Hall for Emperor
Shomu’s first anniversary of death on the second day of the fifth month. Although neither

embroidery survives today, the inscriptions on them have been documented. These records state

143 The record states that Fujiwara no Toynari ordered that the embroidery should be one jé in hight. Nara National
Museum %3 B [E 7 1E#)4E, Ito no mihotoke 58 D 1T & 1}, 292.

144 In 741 CE, the Hossd sect monk, Genbo ZHJj (-746), began writing one thousand copies of the Thousand-Armed
Thousand-Eyed Sutra and completed the project three years later. In the postscript, Genbd equated the power of the
Thousand-Armed Thousand-Eyed Kannon to that of the Four Heavenly Kings (Shitenno PY2K +) that were called
upon to bring peace and tranquility to the realm after Fujiwara no Hirotsugu rebellion in 740 CE. This is another
example that suggests that the Thousand-Armed Thousand-Eyed Kannon was linked to the protection of the state. See
Hayami Tasuku i /Kk{f§, Kannon, jizo, fudo #l3% « Hue - A~#h), (Tokyo: Yoshikawa Kobunkan, 2018), 16-18.

145 It is unclear whether these textiles were embroidered images or woven images because the records are inconsistent.
The Todaiji yoroku claims that these were woven textiles while the Record of Pilgrimage to Seven Great Temples
(Shichidai-ji junrei shiki 1 K =F&£LFLRT) claims that these images were embroideries of Kannon.
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that the embroidered image of the standard Kannon was displayed on the east, or the right side of
the Great Buddha in the hall, and that it was created in the hopes that Emperor Shomu would attain
rebirth in the Kegon paradise.146 Because Empress Koken commissioned the embroidery before
her father’s death, the image of Kannon may have had a separate function besides accumulating
posthumous merit for her father. Emperor Shomu suffered from an eye disease that left him blind
and, since Empress Koken commissioned the embroidery before his death, her original intent may
have been to cure her father’s illness.

The exact date that Empress Koken commissioned the embroidered image of Fukiikenjaku
Kannon is unknown, but records indicate that it was completed by 760 CE and hung on the left
side of the Vairocana sculpture along with the embroidery of the standard Kannon in the Great
Buddha Hall. An embroidered image of Fukiikenjaku Kannon was likely selected by Empress
Komyd because she was personally devoted to this bodhisattva. For example, Empress Komyo
herself commissioned a sculpted image of Fukiikenjaku Kannon, completed between 746 and 747

CE, for the Sangatsudo Hall — H % of Todaiji.147 The inscription on this no-longer-extant

embroidery noted the worldly benefits, such as tranquility and longevity, that one might acquire
upon venerating Fukiikenjaku Kannon, so it is likely that Empress Koken commissioned this
embroidered image while her mother was still alive.14s

A few embroidered images of Kannon, however, were brought to Japan by visiting Chinese

monks. The Todai wajé tosenden FERFN FHAE R, for example, claims that the Chinese monk,

Ganjin # 5. (688-763), brought two embroidered images with him on his travels to Japan in 753

146 The Kegon Realm was also referred to as the Eastern Paradise. Hayami /K, Kannon shinko #5151, 48-49.
147 Manabe Shunshd E#i{% . “Fukiikenjaku Kannon no hydgen to sono fuhensei 2S5BSR H DRI & DI
i@, Journal of Indian and Buddhist Studies 65, no. 1 (2016): 150-57.

148 Hayami 37K, Kannon shinko #5151, 48-49.
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CE.149 One image was a Thousand-Armed Kannon embroidery and the other was an embroidered

Kudoku Fushithen (J){#-54£75).150 Records do not state where these images were hung, but it is
possible that Ganjin gifted the embroideries to Todaiji where he presided first or to Toshodaiji /&

FH$27F, the temple that he founded six years later in Nara.

2.4 MEDIEVAL EMBROIDERED IMAGES OF KANNON IN JAPAN

Unlike the medieval Chinese embroidered images of Guanyin discussed previously, these
embroideries of the bodhisattva specifically draw on doctrinal sources and iconographical types in
their depictions. There are likely two reasons for these differences. First, the men and women
involved in the making of Buddhist embroideries in China were rarely linked to the monastic
communities, whereas the anonymous embroiderers of Japanese images were aware of Buddhist
scriptures and iconographical sources. Second, embroidered Buddhist images of Guanyin in China
were likely only displayed within private settings, such as the maker’s or recipient’s home for
private devotion. The embroideries that exist in Japan, however, were created for use in ritual
ceremonies to proselytize the powers of the bodhisattva Kannon. In this way, Kannon embroideries

in Japan took on a multiplicity of functions.

149 Nara National Museum 7% B [E N2 1846, Ito no mihotoke >k D 71X & 1), 293.

150 The kudoku fushiihen is a type of t5-e mandara % = 555 in which all the kenzoku % J& assemblies are depicted
except for Dainichi nyorai. Reibun bukkyogo daijiten B SUALBGE K EF L, s.v. “fushihen 4725, (Tokyo:
Shogakkan, 1997).

65



2.4.1 Nyoirin Kannon Hair Embroidery from Kannonji

An embroidered image of Kannon is housed in the collection of Kannonji &1 =¥, but

compared to the Willow-Branch Guanyin embroidery discussed above, the form and iconography
of this textile accentuate the otherworldliness of this bodhisattva.1s1 The bodhisattva Kannon in
the Kannonji embroidery is seated in a similar pose on a boulder and is adorned with the same
elaborate crown and ornate jewelry as the Willow-Branch Kannon embroidery. The iconography
of these two embroidered Buddhist images, however, is different. The straw mat on which the
Willow-Branch Kannon sat is replaced in this embroidery with a stylized lotus pedestal. Straw
mats were used for meditation, and while the Jingci Monastery embroidery emphasizes Guanyin
in a state of meditation, the Japanese embroidery depicts Kannon seated on a stylized lotus pedestal.
This detail makes the image of Kannon appear more formal and rigid.

Additionally, the figure of Kannon is depicted with six arms to indicate that this is the
Nyoirin Kannon form of the bodhisattva. Due to the damaged condition of the Kannonji
embroidery, it is difficult to make out the accoutrements that the Nyoirin Kannon holds and the
gestures of each of its hands. Fortunately, Nyoirin Kannon’s pose and attributes in the Kannonji
embroidery appear to be identical to a fourteenth-century Nyoirin Kannon painting from Hogonji

i<, a temple located on Chikubushima. In this painting, the bodhisattva raises one hand to his

chin while the other is lowered onto the rock base. The other four hands hold the deity’s attributes

including a rosary, a lotus flower, a Dharma wheel, and a wish-fulfilling jewel. The artist of the

151 There are nine temples currently called Kannonji in Aichi Prefecture. The Kannonji temple that | refer to in this
chapter is commonly called Arako-Kannon it 7-#1 % because the precinct is located in the Arako District of Nagoya.
The temple Arako-Kannon also goes by the name Jokaisan Enryii’in Kannonji ¥ [L [BIRE R 8135 35,
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Kannonji embroidery, however, draws the viewer’s attention to the wish-fulfilling jewel held close
to the bodhisattva’s chest by outlining the form with wide yellow thread to imply that the jewel
glimmers in the light.

Another major difference between the Willow-Branch Kannon embroidery and the
Kannonji Nyoirin Kannon embroidery is that the figure of the Zenzai Dgji depicted in the lower
left corner of the former image is replaced by a dragon. A thick dark outline, most likely stitched
with hair, surrounds the dragon as if to signify puffs of smoke. The dragon is portrayed presenting
a jewel to Nyoirin Kannon as a gift. From as early as the twelfth century, the figure of Kannon
was often flanked by Zenzai D6ji and the human form of the Dragon Princess in Chinese paintings
and sculptures. Chiin-Fang YU argues that this iconography likely developed as a counterpart to
Daoist paintings because there is no scriptural source for a Kannon triad with Zenzai Dgji and the
Dragon Princess.152 This Kannonji embroidery, however, is noteworthy because the figure of a
Dragon Princess is depicted alone with Nyoirin Kannon; an unprecedented composition in Chinese
and Japanese images of this bodhisattva.

The inscription on the back of the Nyoirin Kannon image refers to this icon as a main image

(honzon A EL) and claims that a nun named Myokozen #0 7] f# donated the embroidery to

152 Two attendants, a Golden Boy and a Jade Girl, are usually depicted flanking a Daoist deity to symbolize the yang
and the yin. These images of the Kannon triad are thought to serve as a Buddhist counterpart to this concept. The
dragon king is also sometimes included within these Kannon, Zenzai D6ji, and Dragon Princess triads images. While
there are no scriptural sources for the Kannon triad, there is a tale discussed within the Complete Biographies of the
Twelve Perfectly Enlightened Ones of Guanyin (Guanyin shier yuan jue quan fu %% -+ —[B]%& 4{f) which describes
the relationship between these three figures. In this text, Kannon sends Zenzai Dgji into the ocean to save the Dragon
King who was caught by a fisherman. The Dragon Princess presents Kannon with a “night-illuminating pearl” in
gratitude so that the deity can read sutras at night. Kannon then persuades the Dragon Princess to become one of her
disciples. The iconography of the Kannonji embroidery is likely not based on this tale because there is no evidence
that this story reached Japan and because the figures of the Zenzai Doji and the Dragon King are absent from this
embroidery. See Y, Kuan-yin, 440.
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Kannonji on 1443.11.13.153 What made this Nyoirin Kannon embroidery so exceptional that
Myokozen referred to the textile as a main image, a term reserved for the primary icon of worship
by a person or temple? The iconography along with the inscriptions depicted on the border of this
embroidery portray Nyoirin Kannon as a savior of women and make a strong case for the capacity

of all sentient beings, including women, to achieve enlightenment.

2.4.1.1 The Dragon Princess

The scene depicted on the Kannonji embroidery likely stems from esoteric sutras of the
Thousand-Armed and the Fukiikenjaku Kannon. These scriptures discuss Kannon traveling to the
Dragon King’s Palace at the bottom of the ocean to preach the Buddha’s teachings. In return, the
Dragon Princess presents the bodhisattva Kannon with a precious jewel as a token of her
gratitude.1s4 It was believed that the Dragon King’s Palace was located at the bottom of the ocean
near Kannon’s paradise of Mt. Potalaka, so by portraying both the Dragon Princess and the
bodhisattva Kannon together, this embroidery alludes to both paradisiacal locations.1ss Medieval
literature includes ample examples of women who aim to be reborn in another life as the Dragon

Princess. In the Heike monogatari “F-52#)7E, for example, the imperial consort Kenreimon’in &

+LPFABE (1155-1213) shares her desire to be reborn as a Dragon Princess and has a dream that all

153 There are two inscriptions on the back of this embroidery. The older inscription states, [#>[f##/8 5 & —F % 1
—HA+=H - WAREFEF M - KCHUFEILA JLH &FFFILZ | and the newer inscription states, |2 3R [E5T
RGP - RIRH=F8F_H - BUE - HERMEE2 IR, ) Beyond discussing the name of the patron
and the date that she bestowed this embroidery, the text discusses the restoration history of the image. This embroidery
was restored for the first time by a layman named Takahide /55 on 1545.9.9 and the second time in 1852.2 by a
Kannonji priest named Zenyd 4=%¢.

154 In some versions of this story, the Dragon Princess presents a pearl and not a jewel to Kannon. See Y, Kuan-yin,
440.

155 Fabio Rambelli, The Sea and the Sacred in Japan: Aspects of Maritime Religion (London: Bloomsbury Academic,
2018), 114.
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members of the Taira clan were reborn inside the Dragon King’s Palace.156 A nun named My®otatsu

b, who was the disciple of Myde B (1173-1232), drowned herself in the hopes of attaining

rebirth as a Dragon Princess after her teacher’s death. The Dragon Princess, then, became an
emblem of purity and an archetype of enlightenment for women.

The Dragon Princess in medieval Japan, however, was more widely known from the
Devedatta chapter of the Lotus Sutra for achieving enlightenment despite having a female body.
In this sutra, the eight-year-old Dragon Princess receives the teachings of the Buddha from the

bodhisattva Mafijuéri (Monju bosatsu L7 & %) in the Dragon King’s Palace. Mafijusri announces
to the gods that the Dragon Princess attained perfect enlightenment, but Sariputra (Sharihotsu 4
F) 35) refuses to believe this statement on account of the Five Obstructions and the inherent

pollution of the female body. In response to Sariputra’s skepticism, the Dragon Princess offers a
jewel to Sakyamuni Buddha and, within an instant, transforms from a dragon into a man and enters
the undefiled realm of enlightened beings. The jewel is a metaphor for the enlightened mind in
Mahayana scriptures, so by accepting the Dragon Princess’ jewel without hesitation, Sakyamuni
conveys that the Princess, in fact, attained the perfect wisdom and achieved enlightenment.1s7 The
form of the wish-fulfilling jewel that the dragon holds in the Kannonji embroidery is identical to
the one that the Dragon Princess presents to the Buddha in the “Devadatta” chapter of the Lotus

Sutra from the twelfth-century Heike Nokyd “F-Z2#Hi#% handscroll. In this illustrated handscroll,

however, the Dragon Princess is depicted as a young girl rather than a dragon. The artist of the

156 Bernard Faure, The Power of Denial (Princeton: Princeton University Press, 2003), 98.

157 On the symbolism behind the Dragon Princess’ jewel in the Lotus Sutra, see Ryiiichi Abé, “Revisiting the Dragon
Princess: Her Role in Medieval Engi Stories and Their Implications in Reading the Lotus Sutra,” Japanese Journal of
Religious Studies 42, no. 1 (2015): 27-70; Faure, The Power of Denial, 92-99; and Brian D. Ruppert, Jewel in the
Ashes: Buddha Relics and Power in Early Medieval Japan (Cambridge: Harvard University Press, 2000), 145-156.
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Kannonji embroidery may have wanted to accentuate the Dragon Princess’ lack of biological
defilement by depicting her as a dragon, rather than in human form. To put it another way, the
Dragon Princess in the Lotus Sutra is considered less impure than most women because she is
spared from blood defilement by entering paradise at the age of eight. By depicting the Dragon
Princess in her animal form, then, the artist may have wanted to accentuate her lack of blood

pollution.

2.4.1.2 Nyoirin Kannon and the Inscriptions on the Kannonji Embroidery

The inscriptions on the top and borders of the Kannonji embroidery refer to the role of
Nyoirin Kannon in saving all sentient beings, especially women. The inscription on the top of the
embroidery comes from the Gumyakaie Sutra (5L EE#%). This sutra no longer survives but is
quoted in Genshin’s JRfE (942-1017) Ojo-yoshi 7E4E % 4E and is considered the Original Vow
(honzei &%) of the bodhisattva Kannon.1ss The inscription states, “All beings suffer. Perfect
enlightenment cannot be achieved. One cannot be saved unless they proclaim the bodhisattva
Kannon’s name three times.”159 This text, then, describes Kannon as a bodhisattva with the salvific
power to help all beings achieve enlightenment.

The inscriptions on the left and right borders of the Kannonji embroidery come from the

Nyoirin koshiki W7 Hw:%7, a liturgical text that was associated with female enlightenment, as it

was written by the Tendai monk, Choken &7 (1126-1203) at the request of the mother of

158 Bodhisattvas make a sacred vow (honzei) during their path towards enlightenment that they will save all sentient
beings. The vow written here is specific to the bodhisattva Kannon. For a description on original vows, see Kobayashi
Naoki /KB4, Chiisei setsuwashii to sono kiban WP HEFREE & Z D FE (Osaka: 1zumi shoin, 2004), 11-21.

1s9 The inscription states, [#&4=4H = Frfks RERHE REUER. )
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Fujiwara no Hidehira %) 757 (1033-1187).160 These inscriptions from the Nyoirin koshiki

emphasize the wondrous paradise that awaits believers in the afterlife and the veracity of the
Buddhist teachings that all beings, including women, can attain enlightenment. The inscription on
the left border comes from the seventh and final section of the Nyoirin koshiki and is called the

section on the Rebirth in Paradise (0jo gokuraku 13 4-15:2%). The inscription states that, “If people

consistently call out the Buddha’s name, they will encounter his immeasurable light and hear the
Buddha’s teachings preached within the afterworld of the paradise of rebirth.” 161
The inscription on the right border comes from the fourth section of the Nyoirin koshiki

entitled the Merits of the Buddhist Vow (hongan rieki AFEF]ZE) and discusses the benefits that

specifically women can accrue in the afterlife by venerating Nyoirin Kannon. The inscription
selected for this embroidery claims, “if even one person who took these vows is unable to attain
rebirth, 1 am prepared to fall [into the hells] for my falsehood and turn my back on the belief in

Original Enlightenment (hongaku A % ).” 162 By examining a few verses above this drastic

statement from the Nyoirin koshiki, it becomes clear that Choken is claiming that he will turn his

back on Buddhist teachings if he discovers even one woman who is unable to achieve

160 A koshiki is a chanted lecture compiled from sutras about the virtues of a certain Buddhist deity and refers both to
the text itself and the ritual The liturgical text of a kashiki consists of a pronouncement of intention (kyobyaku 7% H),
an odd number of sections (dan E¥), and Chinese verses (kada finf£). This form of liturgical text flourished from the
late-Heian to the early-Kamakura periods as a method of teaching the merits of Buddhist deities to laymen and
laywomen. See Barbara R. Ambros, James L. Ford, and Michaela Mross, “Editors’ Introduction: ‘K&shiki” in Japanese
Buddhism,” Japanese Journal of Religious Studies 43, no. 1 (2016): 1-15; Shiba Kayono 2% 174, “Choken kara
Jokei he: ‘Nyoirin koshiki’ wo megutte ¥E&EN 5 H B~ : [nE#m:%EC] %D <> T,” Gobun ronsé 33 (2018):
1-13.

161 The inscription states, [ ATEK 144, M4 AMRSBEHE R w7 Aok 8 &5, TR D ER T A )

162 The inscription states, [ 3% R A6 o — A AR pk R T i 22 R i Hh A& A #5 KA. ) Original
Enlightenment thinking is the belief that all beings have the Buddha-nature within them. This ideology was most
commonly identified with the Tendai sect of Buddhism. For a further discussion, see Jacqueline llyse Stone, Original
Enlightenment and the Transformation of Medieval Japanese Buddhism (Honolulu: University of Hawai’i Press,
1999).
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enlightenment after praying to Nyoirin Kannon. A few verses earlier, Choken writes, “Above all,
[Nyoirin Kannon] is the origin of mercy. More specifically, women are the recipients of this

[bodhisattva’s] mercy because the traces of this bodhisattva (wako suijaku F3¢HE35) appeared in

the body of a woman. Above all else, women also wish to attain the path of blessings and sympathy
provided to all living creatures.”163 Not only the form of the Dragon Princess then but also the
passages of the Nyoirin kashiki sewn into the Kannonji embroidery make a strong case for the
potential of female enlightenment.

The notion that women were the primary venerators of Nyoirin Kannon and the benefactors
of this bodhisattva’s vow is well documented. The Genko shakusho 5T IRZ, a history of
Japanese Buddhism written in 1322, for example, claims that an imperial consort named Nyoi Z0
B requested Kiikai 251 (774-835) to carve the first statue of the Nyoirin Kannon from her image
in 830.3.18, and thus, the bodhisattva took on female form.1e4 During the tenth and eleventh
centuries in particular, aristocratic women relied on images of Nyoirin Kannon for an auspicious
marriage, to conceive a child, and to assure a safe pregnancy. Furthermore, the sculptor, Koshun
FEf#, created a statue of Nyoirin Kannon in 1351 to be the principal image for a building referred
to as the “Women’s Hall” (Nyonin dé %z N\ ’&) in Nyoirinkannonji 411 & il 5 <F .165

The Kannonji embroidery, then, combines the form of the Dragon Princess and excerpts

concerning the salvific powers of the Nyoirin Kannon to assure women that they too have the

capacity for enlightenment. This embroidery also contrasts with most of the earlier embroidered

163 This translation comes from section 4, verses 25-27 of the Nyoirin késhiki. The liturgical text states, [t i
B A,  NAIZAEZEh, SROCEZE, Z8imks, FIAREZE, Rt NE.)

164 Inoue Kazutoshi F_[-—7%&, Nihon no Bijutsu H AR ZEHF 312 (1992): 32-53.

165 Inoue Ft_I=, Nihon no Bijutsu H A< &4l , 32-53.
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images of Kannon in Japan because those images were created for merit in this life while the
Kannonji embroidery focuses on the capacity for enlightenment in the afterlife. Furthermore, the
Kannonji embroidery incorporates the patron’s hair within the image unlike earlier Japanese
Kannon embroideries. The donor, the nun Myokdozen, likely stitched her own hair into the
embroidery for the three inscriptions, Nyoirin Kannon’s hair and robes, and the black silhouette
surrounding the dragon to achieve a karmic connection with the bodhisattva and to merge herself
with the Dragon Princess. Why does this embroidery make such a strong case for female
enlightenment? Why did women require the assurance that their existence in the afterlife would
be safe and secure? Since the Kannonji embroidery served as a principal image, | argue that it
likely was not used in a memorialization context, but rather to proselytize Nyoirin Kannon’s ability

to save women from the hell realm, and in particular, the Blood Hells.

2.4.1.3 Nyoirin Kannon and the Blood Hells
A variety of hell paintings depict Nyoirin Kannon as the savior of women suffering in the

Blood Hells. The most famous example is the Kumano kanshin jikkai mandara (RE#EF&H.0r 1+ =
Z5%#), a didactic painting used by nuns to proselytize the teachings of the Blood Bowl Sutra
(Ketsubon kyo ML7#%). Women who defiled the earth with their menstrual and parturitive blood
are depicted engulfed in the Lake of Blood (Chi no ike Ifi. ™ #f1) in the bottom righthand corner of

the painting. Nyoirin Kannon is portrayed above this lake handing out sutras to these women in

order to save them from drowning in their own blood. 166

166 These paintings of the Blood Hells do not specify which sutra Nyoirin Kannon distributes to the drowning women.
One theory is that Nyoirin Kannon hands out the Blood Bowl Sutra to reenact the Tendai ritual of throwing this sutra
for talismanic purposes. Another theory is that Nyoirin Kannon bestows the Heart Sutra (Hannya shingyé %45 La#%)
to these women because this text describes Kannon’s vow to save all suffering beings. See Barbara Ruch, “Woman to
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Though there is no doctrinal source in Japan that claims Nyoirin Kannon saves women
from the Blood Hells, members of the Tendai sect circulated this ideology by creating images that
were used to proselytize this belief and performing rituals that alleviated the suffering of these
women. The Tendai sect was most likely responsible for popularizing this ideology that Nyoirin
Kannon saved women from the Blood Hells because the religious institutions and pilgrimage sites
that currently house paintings of the Blood Hells depicting Nyoirin Kannon—such as the Kumano

Sanzan Grand Shrines (Kumano sanzan FE%7 — |11), the Rokkakudd /N4 % in Kyoto, and Zenkdji
#65F in Nagano—were all under the Tendai sect’s administration during the medieval period. 167

Furthermore, the ritual throwing of the Blood Bowl Sutra to save women in the hells was
predominately carried out by Tendai ascetics.168 Since Kannonji is a Tendai Buddhist temple as
well, this Nyoirin Kannon embroidery may have been used in similar proselytization activities
related to the Blood Bowl Sutra.

The belief that the bodhisattva Kannon could save women in the Blood Hells circulated as

early as the mid-fifteenth century when this Kannonji embroidery was created. The Taishiden K
¥z, a 1466 tale transmitted by Tendai Buddhists, provides a description of the Blood Hells, lists

the causes of these women’s transgressions, and offers the solution that prayers directed towards

Woman: Kumano bikuni Proselytizers in Medieval and Early Modern Japan,” in Engendering Faith: Women and
Buddhism in Premodern Japan, ed. Barbara Ruch (Ann Arbor: University of Michigan, 2002), 566-575.

167 The Grand Shrines of Kumano were under the administration of the Tendai sect temple, Onjoji FEl#%=F since 1090.
Tateyama was part of the mountain ascetic tradition of the Tendai sect called Honzan shugen A [LI{&5# since the tenth
century. The Rokkakudd 7544 % in Kyoto, which houses an image of Kannon and the Blood Hells (Chi no ike kannon-
zu MO X)) is a Tendai Buddhist temple. Zenkdji # 5 belongs to both the Pure Land and Tendai sects of
Buddhism. See Kodate Naomi 15 45 ## 32, “Chinoike jigoku no esd wo meguru oboegaki Ifi. /D #L ISk D #2HH 2 3K
552, in Jigoku no sekai Hi5k D5, ed. Sakamoto Kanamae (Tokyo: Hokushindd, 1990), 667-90.

168 This ritual is described in greater detail in Chapter Four. Tokieda Tsutomu FFFZ%5, “Chiisei Togoku ni okeru
Ketsubon Ky shinkd no yoso: Kusatsu Shiranesan wo chiishin toshite H B [E 235 1) 2 ML 2R A AN O AR AR — B
AR Z H1u0s & L C,” Shinano 36, no. 8 (1984): 28-46.
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the bodhisattva Kannon will save suffering women.1e9 This text is likely not an isolated example
because scholars of medieval China have discovered copies of Chinese Blood Bowl Sutras, which
also claim that the bodhisattva Kannon has the power to save women in this realm. 170 This Nyoirin
Kannon embroidery, then, likely attracted many female pilgrims to Kannonji centuries later
because the temple is one of the thirty-three sites on the Owari Thirty-three Kannon pilgrimage

route (Owari sanjiisan kannon reijo &5k —+ — 81 & S ¥7) that was established in the Edo

period.171 These pilgrims likely traveled from afar to venerate the Nyoirin Kannon embroidery and

affirm their convection that the bodhisattva will rescue them from the Blood Hells in the afterlife.

2.4.2 Nyoirin Kannon Hair Embroidery from Hokkeji

A Nyoirin Kannon hair embroidery also survives from Hokkeji {£#E=F with a similar

iconography, but there are no inscriptions concerning the patron or the creation date, nor are there
excerpts from Buddhist sutras that link this image to a specific ideology. The Nyoirin Kannon of
the Hokkeji embroidery is depicted in a similar manner as the Kannonji embroidered Kannon—
seated on a boulder in the middle of the ocean—but there are a few differences in the iconography.

First, the bodhisattva appears frontal facing in the Hokkeji embroidery rather than in a three-

169 The text that associates Nyoirin Kannon with the Blood Hells must have been written before Blood Hell images
were created because the earliest painting concerning the Nyoirin Kannon and the Blood Hells that survives dates to
the late sixteenth century. The Taishiden claims that these women fell into the Lake of Blood not only because of
parturitive blood but also because of menstrual blood. This is a significant discovery because prior research suggested
that the impurity surrounding menstrual blood developed later during the Edo period. See Kodate &1, “Chinoike
jigoku no esd wo meguru oboegaki Ifil 0D 7L HIEK D #FH % 3K 5 T2, 675-66.

170 Henri Doré, Recherches sur les superstitions en Chine (Shanghai: Imprimiere de la Mission Catholique, 1919),
128.

171 There were many versions of the Thirty-three Kannon pilgrimage route in Japan. The earliest route, known as the
Saigoku 75 [, was established during the Heian period but a majority date to the sixteenth century or later. The number
thirty-three is significant because this number was thought to correlate with the number of Kannon’s manifestations.
See MacWilliams, “Temple Myths and the Popularization of Kannon Pilgrimage In Japan,” 375-411.
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quarter view, perhaps to emphasize the iconic and statue-like presence of this bodhisattva.172
Secondly, Zenzai Doji is portrayed where the Dragon Princess was originally positioned. Finally,
the natural landscape background is more elaborate, with two bamboo trees depicted on the right
and the full moon stitched in the upper left-hand corner. The artist may have incorporated the moon
in this embroidery to link the image with the Nyoirin Kannon as well as the Water-Moon Kannon,
a form of the bodhisattva that was popular in both China and Korea, as it was believed all of one’s
worldly and otherworldy wishes could come true when venerating this type.173

Although the patron of the Hokkeji embroidery is not recorded, we know that the image
was predominately viewed by upper-class women because it was housed within an imperial
convent. Empress Komyo, who was mentioned previously as the patron of embroidered Buddhist
images, founded this convent in 745 CE, and it attracted many pilgrims later during the medieval
period as a center for worshiping the empress and the bodhisattva Kannon. For example, women

of the thirteenth-century court, such as the nun-poetess Abutsu Ff[{A (ca. 1220-1283), visited the
temple for spiritual cultivation and literary inspiration.174 In 1336, Emperor Komyo &8 K & (r.

1336-1348) appointed his daughter as abbess thereby elevating the status of Hokkeji to an imperial

convent (bikuni gosho tt [ JE4# 7T). Women from the shogunal Ashikaga family as well as the

royal family served as abbesses over the subsequent decades.
Hokkeji became a center for Kannon worship because Empress Komyo was thought to be

a manifestation of the Eleven-Headed Kannon. A sandalwood sculpture of the Eleven-Headed

172 On the significance of the frontal facing hieratic pose, see Y, Kuan-yin, 239.

173 The monk, Shinkaku -L>% (1177-1180) copied the “Method of Worshipping the Water-Moon Master Perceiver,”
a Chinese text describing the methods of venerating the Water-Moon Kannon and included drawings of this form in
his iconographical manual, the Besson zakki 5/ 2545, See Yi, Kuan-yin, 243-44,

174 Patricia Fister, Amamonzeki: A Hidden Heritage — Treasures of the Japanese Imperial Convents (Tokyo: Sankei
Shinbunsha, 2009), 356.
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Kannon, said to be created in the image of Empress Komy®o herself, serves as the main icon of this

convent. According to the Kofukuji ranshoki B4R <FiE AT, this statue was grouped with two

other sculptures—an image of Dainichi nyorai and an image of the Nyoirin Kannon—until at least
the fourteenth century, yet there is no known iconographical significance for this grouping.17s Lori
Meeks argues that the three images were likely considered a set since they all shared the same goal
of remembering the presence of Empress Komy®d.176

While the Kannonji embroidered form and inscriptions strongly emphasize Nyoirin
Kannon’s capacity to offer enlightenment to women in the afterlife, the Hokkeji embroidery does
not have any inscriptions from Buddhist scriptures. This absence may have been intentional though
to indicate that the image’s use and meaning were flexible. That is, the Hokkeji embroidery of
Nyoirin Kannon might have been venerated for a variety of functions from fulfilling worldly
wishes to securing a better existence for loved ones in the afterlife. Based on the audience of
Hokkeji temple and the popular cults of Kannon that appeared during the medieval period, | argue
that the Hokkeji Nyoirin Kannon embroidery likely had two major significances.

Imperial women were the predominant audience for the Hokkeji embroidery, so the image
of Nyoirin Kannon may have been used to reinforce the belief that they were a positive force with
the capacity to sway imperial decisions. This is because the Nyoirin Kannon was associated with

the Jade Woman (gyokujo £ 7%z), a self-sufficient agent thought to guide the emperor and other

175 See Kofukuji ranshoki BUE RS0, In Dai Nihon Bukkyo Zensho K H A{L# 4 #E, vol. 119 (Tokyo: Ushio
shobo, 1931), 402-433.

176 The Dainichi nyorai statue, for example, was thought to be carved by the empress herself and the Nyoirin Kannon
statue was thought to refer to the monk Dokyd iE#% (700?-772) who had a close relationship with the empress’
daughter. It was thought that Dokyo won the affections of this empress’ daughter and attained political power through
his skillful means at performing the Nyoirin Kannon rite. The sculpture of Nyoirin Kannon then also served as proof
to women that this form of the bodhisattva had the power to sway their luck in love and power. See Lori Meeks,
Hokkeji and the Reemergence of Female Monastic Orders in Premodern Japan (Honolulu: University of Hawai’i
Press, 2010), 43-48.
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powerful male figures towards salvation through her sex appeal.177 The Shingon ritual manual,

Kakuzensho HA#¥5, which was compiled in 1182, is the first record that connects Nyoirin Kannon

with the Jewel Woman who secures men’s rebirth in the Pure Land. Many monks, including

Shinran ## (1173-1263) in 1201 recorded dreams in which Nyoirin Kannon appeared to them
as the Jewel Woman to lead him to the paradise. The Tendai monk, Jien 4 (1155-1225), also

dreamed in 1203 that the Jade Woman entered the body of the queen and helped her influence the
emperor in making good decisions in this life and the next.17s In this way, the Nyoirin Kannon
became synonymous with an imperial consort. Nyoirin Kannon became the most popular principal
image at imperial convents and is frequently venerated in other convents across Japan. Since many
of the women at Hokkeji were directly related to the emperor, this Nyoirin Kannon embroidery
likely served as an emblem of their own agency and political authority as imperial women.

The Hokkeji Nyoirin Kannon embroidery may have also functioned as a stand-in for the
Six Kannon set, which gained wide popularity from the tenth through the sixteenth centuries and
these six images were venerated to save beings trapped in one of the Six Realms.179 While temples
often commissioned six separate paintings or sculptures to use in Six Kannon Rituals, this would

be a laborious and costly project to complete for an embroidered medium. It is likely then that the

177 Tanaka Takako HH'& 1, “’Gyokujo’ no seiritsu to genkai: ‘Jishin oshomusdseki’ kara ‘Shinran no yume ki’
made (E&) O ERA- [FEeEfWE4E] 25 [EEZR] £ T, in Miko to joshin A% & 4ot ed.
Osami Kazuo KFEFI#E and Nishiguchi Junko 7§ [1JIE¥- (Tokyo: Heibonsha, 1989), 91-126.

178 Jien was not the only Kamakura-period monk who had a dream about the Jade Maiden. Myde and Shinran #18
(1173-1263) also had these dreams concerning the Jade Maiden and her relationship to imperial power. Faure, The
Power of Denial, 205-10.

179 According to the eleventh-century text, the Ningai chiishinmon {— £33, the forms of Kannon venerated in the
Six Kannon Cult are the Shé Kannon standard form, the Thousand-Armed Kannon, the Horse-Headed Kannon (Bato
Kannon J58A#13%), the Eleven-Headed Kannon, the Juntei Kannon #£#2#1+, and the Nyoirin Kannon. It was
believed that each of the forms of Kannon helped beings in one of the six realms: Sho Kannon in the Hell Realm, the
Thousand-Armed Kannon in the Hungry Ghosts Realm, the Horse-Headed Kannon in the Animal Realm, the Eleven-
Headed Kannon in the Asura Realm, the Juntei Kannon in the Human Realm, and the Nyoirin Kannon in the Heavenly
Realm. See Fowler, Accounts and Images of Six Kannon in Japan, 14-48.
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embroiderer selected just the image of Nyoirin Kannon to substitute for the entire set as it was

believed that each of the Nyoirin Kannon’s six arms had the ability to roam in each of the Six

Realms of Existence (rokudo 7<3&) and thus, had the capacity to save beings in all situations.1so

2.5 CONCLUSION

This chapter examined the development of embroidered Buddhist images as well as the
significance of extant examples of Kannon embroideries in order to understand their role in the
larger cult of the bodhisattva in China and Japan. Embroidered Buddhist images were an ideal
format for early imperial patrons to declare their faith; the medium was relatively portable despite
its massive size and could be transmitted to pilgrimage sites or displayed temporarily for ritual
ceremonies. Both men and women were initially involved in the production process and patronage
of embroidered Buddhist images, yet by the 11w century, notions concerning “womanly work”
transformed the practice of Buddhist embroidery from a genderless expression of Buddhist
devotion to a sign of feminine virtue and female cultivation.

The iconography of embroidered images of Kannon and the texts discussing Buddhist
embroideries in China and Japan indicate that the form, use, and meaning of these images from
the medieval period onward differed by cultural context and even by Buddhist sect. Local legends
concerning Princess Miaoshan and Zhou Zhengguan stimulated the idea that the custom of

embroidering images of Guanyin with hair was a virtuous yet painful devotional practice in China.

180 There are six realms in Buddhist thought in which six different classes of beings reside: hell beings, hungry ghosts,
animals, humans, demigods, and gods. See Robert Sharf, “Visualization and Mandala in Shingon Buddhism,” in
Living Images: Japanese Buddhist Icons in Context, eds. Robert H. Sharf and Elizabeth Horton Sharf (Stanford:
Stanford University Press, 2001), 151-198.
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In Japan, however, embroidered images of Kannon became the medium through which temples
could reach women and propose solutions for them to achieve their desires in this realm and the
other realm.

Indeed, women in both China and Japan created and venerated embroidered Buddhist
images of this bodhisattva, but the similarities between these practices seem to have ended there.
The value of embroidered images of Guanyin in China was in the process of creation and not the
final product. In contrast, the value of Japanese Kannon embroideries was in the capacity of the
form and inscriptions on the embroidery to join together to convey a Buddhist message that was
relatable to a wider audience. The next chapter will examine records from the Heian and Kamakura
Period concerning Buddhist embroideries to show exactly what kind of women commissioned and

received these images and in what rituals these images were used.
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3.0 FROM RECIPIENT TO PATRON: STRANDS OF WOMEN’S DEVOTION IN

EMBROIDERED BUDDHIST IMAGES

3.1 INTRODUCTION

In the Heian period (798-1185), emperors commissioned Buddhist embroidered images for
the memorial services of their royal mothers, but during the Kamakura period (1185-1333), women
became active patrons, often incorporating their own hair into the images to attain merit for this
life and the next. In this chapter, | examine Heian- and Kamakura-period court diaries, historical
chronicles, and temple records that describe the dedication of embroidered Buddhist images in
order to analyze and clarify the shifting role of laywomen from recipients to patrons. | argue that
the development of hair embroideries can be understood as a unique female innovation which
served as a symbolic gesture to associate widowed aristocrats and shogunal wives with
Buddhahood while marking them as their deceased husband’s proxies in this life.

Due to their fragile material, less than two hundred embroidered Buddhist images, dating
from the Asuka Period (538-645) to the Edo Period (1600-1868), survive in Japan today.1s1 These
textiles can be classified into two types based on the materials used for the embroidery; silk floss
and strands of hair. For silk embroideries, multicolored silk threads are sewn into a woven silk
ground. For hair embroideries, both silk thread and human hair are incorporated into the image.

Two or three strands of human hair are usually bundled and stitched together to depict the deity’s

181 The first exhibition on Buddhist embroideries took place at the Nara National Museum in 1963 and sixty-six
embroidered Buddhist images were displayed. Another Buddhist embroideries exhibition took place at the Nara
National Museum in 2018 to commemorate the restoration of the Taima mandara tapestry. At that time, 138
embroideries were displayed and many images were newly discovered in temple collections.
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hair or robes, Sanskrit seed-syllables (shuji f77), and excerpts from Buddhist sutras inscribed

near the border or the mounting of the embroidery. In this way, human hair is incorporated to
accentuate and embellish the most sacred parts of the image—the Buddha’s body and the Buddha’s
words. It is believed that hair embroideries originated in Japan during the twelfth century, as all
extant embroideries created before this period only incorporate silk thread.

Even if pre-modern Buddhist embroideries still survive today, a majority of the images
lack inscriptions recording the names of the artist, patron, and recipient of the image. Thus, it is
difficult to uncover the names and identities of the women involved in the creation process of these
embroidered icons. The aim of this chapter is to attempt to uncover some of the lost female patrons
and recipients of Buddhist embroideries by examining primary documents. | begin by analyzing
the reasons why Buddhist embroideries were considered an exclusive and even meritorious

offering for the memorial services of royal mothers (kokumo [#£}) during the Heian period.1s2 |

will then closely examine how and why hair embroideries were intimately linked with female
patronage during the Kamakura period and argue that widows incorporated their tonsured hair into
Buddhist images as a symbolic gesture to associate themselves with their husband’s household and
confirm their position as primary inheritors of his property and wealth. Finally, 1 will explore the
multiple significances female hair accrued as it was incorporated into Buddhist images. Through
these primary sources, we know that Buddhist hair embroideries were not only dedicated in

mortuary rituals but were also used to heighten the position of women in this life and the next.

182 Kokumo, literally translated as the “mother of the realm,” was a title bestowed to the mother of the emperor. This
title was granted to mothers as early as the late eighth century to signify their support of the emperor’s rule. The title
was more than symbolic as it enabled women to participate in government. A royal mother also acquired the Joneidan
=L, the official administrative hall and shared the Shiki no Mizoshi Office 7/ =] with the regent which enabled
them to attain administrative control over the government. See Hashimoto Yoshinori #4781, “Kokyi no seiritsu:
Kogo no henbd to kokyii no saihen £ &= OO RAL « B J5 DZEFH & = OF#,” in Kuge to buke: Sono hikaku bunmei
shiteki kosatsu NF & RFE « & O ST %%, ed. Murai Yasuhiko (Kyoto: Shibunkaku, 1995).
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These examples of female virtuosity and patronage reveal that medieval Japanese women were not

defined by patriarchal Buddhist doctrine nor inheritance laws in their devotional practices.

3.2 THE PRODUCTION OF HEIAN-PERIOD BUDDHIST EMBROIDERIES

There are several extant large-scale examples of Japanese Buddhist embroideries from the
Asuka and Nara periods (710-794), but the creation of these monumental icons appears to have
come to an abrupt halt during the ninth century. Heian-period records concerning the production
of Buddhist embroideries are scant and not a single embroidered Buddhist icon survives from this
period until the twelfth century.1s3 Many temple structures, images, and documents were destroyed
in the great fires that plagued the capital during the medieval period and the embroideries hung
within temples likely suffered a similar fate. While the Heian court routinely donated funds for the
reconstruction of Buddhist halls and sculptued images destroyed by these fires, there appears to
have been little interest in, or perhaps necessity, to remake damaged embroidered Buddhist images
during this period due to improvements in painting techniques in Japan and changes in Buddhist
architectural spaces.1s4

During the mid-tenth century, painters of the Imperial Painting Bureau (edokoro #2FfT)

began to paint in the native tsukuri-e /= style in which layers of thick opaque pigments were

183 For further discussion on the iconography and ritual function of early Japanese Buddhist embroideries, see Chapter
1 of this dissertation.

184 In Yui Suzuki’s study on images of the Yakushi Buddha, she discovered that a fire in 1070 destroyed most of the
temples and images near Gion. The main Buddhist icons at temples such as Dairenji were remade the following year
to replace the destroyed sculpted images. | have not located Heian-period sources discussing the recreation or repair
of damaged Buddhist embroideries from the Heian period so the restoration of these images may have been considered
inessential. See Yui Suzuki, Medicine Master Buddha: The Iconic Worship of Yakushi in Heian Japan (Leiden: Brill,
2012), 78-79.
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applied on silk or paper to create a vibrant surface.1ss As this native painting style developed in
Japan, patrons may have come to prefer the simplicity in design and rapid production of painted
images to the labor-intensive embroideries.1ss Additionally, the spatial layout of Buddhist temples

changed during the ninth century. Lecture Halls (kodo ## %), previously used by monks for
recitations of sutras and Buddhist sermons, were converted into Worship Halls (raido fL%) to

accommodate large numbers of laymen and women who began to participate more actively in
ritual ceremonies.1s7 Pictorial diagrams, such as the Illustrated Story of the Miraculous Origin of

the Yakushi Temple handscroll (Yakushi-ji engi emaki 3T FixEL#&%%), reveal that prior to this

change, large-scale embroideries were frequently hung within the Lecture Hall and used for
didactic purposes to illustrate the teachings of the Buddha. Since laymen became the primary
audience for these new spaces of Worship Halls, Buddhist embroideries visualizing scenes from
sutras for moral instruction may have been considered too esoteric or even inconsequential to them.

Another plausible reason for the lack of Buddhist embroideries from the Heian period is
the deteriorating relations between China and Japan. Official embassies to Chang’an were

suspended in 894 by the ambassador (kento taishi i& & K {#), Sugawara no Michizane & JFiE &

(845-903), due to unsafe travel conditions, political instability in the Chinese capital, and because

the Japanese court no longer relied on Tang models of culture and goods.1ss A Japanese style of

185 For more on the emergence of tsukuri-e, which would eventually be called yamato-e, see Minamoto Toyomune i
5%, “Onna-e: Yamato-e no Seiritsu 4% « KF#& D AL, in Yamatoe no kenkyii KFN#E DWFFE (Tokyo:
Kadokawa, 1976), 5-32.

186 Ishida Mosaku 7 H/%/E and Nishimura Hyobu P S5, Shibutsu f#if# (Tokyo: Kadokawa, 1964), 5.

187 Fujii Keisuke J#EH-FE T, “Heian jidai no butsudé kitkan: konds, kodé no seikaku no henshitsu -2 O (L%
T4 - RO MRS D ZE - Paper presented at the Rekishi Bunka & 52 324k forum, Kokubunji, Tokyo,
February 15, 2015.

188 Ishii Masatoshi £ }- I/, “Kentdshi Q&A,” in Kentoshi jidai no Nihon to Chiigoku & R RS D B A & [,
ed. Egami Namio (Tokyo: Shogakkan, 1982), 260-67.
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clothing, the twelve-layered robes (jinihitoe + —H.), and a native writing system (kana)

developed as the imperial court began to distance itself from continental precedents. Since
Buddbhist textiles were originally introduced to Japan by Korean emissaries and Chinese monks,
the medium may have been disfavored by members of the imperial court due to its association
with the continent.1s9

Buddhist embroideries were also likely seldom produced from the ninth to the eleventh
centuries because silk was an expensive and lavish material that could only be acquired by the
elite. After a native sericulture industry developed around the third century in Japan, embroidered

clothing became a status symbol. For example, during the reign of Empress Suiko £ 7 X & (554-

628), only members holding the second court rank or higher were permitted to wear clothing
embellished with embroidered patterns.i90 During the Heian period, silk textiles and threads were
collected by the imperial government as a per capita tax and represented the power of the state
over the surrounding provinces.191 Wealthy and elite families like the Fujiwara clan were the only
ones capable of conducting private trade with continental merchants in order to obtain silk fabrics

during this period after official trade between China and Japan came to a halt.192

189 The Chronicles of Japan (Nihon shoki H A3E#d; 720) claims that Japan’s first introduction to silk goods came
from the king of Silla, who offered Empress Jingdl #fZh & f5 (r. 201-269) embroidered silk hangings in the third
century. As for Buddhist embroideries, Empress Wu Zeitan #HI2X (624-705) of China commissioned one thousand
embroideries of the eleven-headed Kannon after Emperor Gaozong’s 5% (628-683) death. The Chinese monk,
Ganjin # 5 (688-763), brought back one of these embroideries to Toshodaiji E##i£<F in Nara, the temple he
founded in 759 CE. See Young Yang Chung, Silken Threads: A History of Embroidery in China, Korea, Japan, and
Vietnam (New York: H.N. Abrams, 2005), 399.

190 Tokugawa Art Museum &) 11 257578, Nihon no shishii: Asuka jidai kara edo jidai made H AR DR + 7SR
M HIT R & C (Nagoya-shi: Tokugawa Bijutsukan, 1998), 139.

191 According to the Engishiki #E=-3X (927), silk was produced in 48 provinces across Japan during the Heian period
and collected by the government as tax in the form of woven silk taffeta, silk thread, damask and twill. For more on
provincial taxes paid to the Heian court, see Charlotte von Verschuer, “Life of Commoners in the Provinces: The
Owari no gebumi of 988,” in Heian Japan: Centers and Peripheries, eds. Mikael S. Adolphson et al. (Honolulu:
University of Hawai’i Press, 2007), 310-317.

192 On the Fujiwara family’s involvement in the private mercantile trade, see Akiyama Kenzo Fk [LI 3%, “Nitto boeki
no hatten to Dazaifu no hensen H &8 5 DR & K=ENFOZETE, ” Shigaku zasshi 45 (1934).
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Heian-period documents do not specify the makers of Buddhist embroideries, but it is

likely that they were the craftsmen and women of textile guilds (oribe no tsukasa #kisl &]).103

These artists were involved in the creation of luxurious brocade silk and twill weave textiles for
the imperial court until around the middle of the Heian period when they began to open private
workshops in the Kamigyd Ward in modern-day Kyoto.194 Records indicate that a massive fire
destroyed the textile district in 839, but while this disaster may have initially led to a decline in the
industry, the workshops began to acquire royal patrons again in the mid-tenth century.

In 1964, Ishida Mosaku claimed that not a single Heian-period Buddhist embroidered
image survives, yet recent iconographical, stylistic, and technical analyses of extant textiles
suggest otherwise.195 An embroidered image of Fugen and the Ten Female Demons (Fugen

Jiirasetunyo zéo % E+ R 2£148) from Hogonji E ik=F at Chikubushima is believed to date

before the Kamakura period during the mid-twelfth century because it is the same scale and style

as painted images of Fugen (Sk. Samantabhadra) created during this period.196 Two other Buddhist

embroideries—a Seated Amida Triad (dmida sanzon z6 FIRBE = %) from Sainenji F6/&=F and

an image of Monju Bodhisattva Seated on a Lion (Monju bosatsu kishi zo6 Uik e B fifif4)

currently held in the collection of the Yamato Bunkakan Museum in Nara—are also thought to

193 For a discussion on the various guilds established to make silk goods in the early Heian period and its relationship
to the Palace Storehouse Bureau (Kurarys W %E), see Takeshi Horibe Y& 4%, “Oribeshi rinjisho to kurayo: Heian
shoki ni okeru shukdgyo seisan kanshi no saihen il =FIERIRFAT & PR« 22N 381 2 F LEAPER =0
FI0,” Shikyo 5% 59 (2009): 19-37.

104 Tatebe Norio 3742 K, “Ishoshi ni okeru oribe no tsukasa no yakuwari ni tsuite & e 5212 31T 2 fki =] O E|
{22, Bulletin of Japanese Society for the Science of Design (1981): 38-39.

195 Ishida and Nishimura, Shubutsu, 4-5.

196 For a discussion on the stylistic similarities between the embroidered image of Fugen from Hogonji and painted
images from the twelfth century, see Itd Shinji {J'/#{5 —, “Heian jidai, kamakura jidai no shiibutsu “EZ2H{X, $fE
R O(A,” in Ito no mihotoke: kokuhé tuzureori Taima mandara to shitbutsu: shiiri kansei kinen tokubetsuten R
DIIE LT+ [EFEREAE R A5 &L - AEPRSERGD R, ed. Nara National Museum 23 R [E N2 fE
(Nara: Nara National Museum, 2018), 240-43.
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date earlier than the Kamakura period. Like the Fugen embroidery from Hogonji, the material and
design of these textiles diverge from Kamakura-period ones as they do not incorporate hair and

there is no embroidery located on the mounting and background.197

3.3 THE RITUAL USE OF BUDDHIST EMBROIDERIES IN HEIAN-PERIOD

MEMORIAL SERVICES

From the mid-tenth to the mid-eleventh century, Buddhist embroideries were

commissioned by emperors for the memorial services (tsuizen & ¥2) of their royal mothers. These
royal mothers—Fujiwara no Inshi %58l - (-896), Fujiwara no Onshi /521 (885-954), and
Fujiwara no Anshi &)l Z2 1 (927-964)—were all members of the northern Fujiwara lineage and

lived at a moment when the family had attained political dominance.19s The Fujiwara family rose
to prominence and became the most powerful aristocratic family by marrying off their daughters

and sisters to future emperors and establishing the role of regent (kanpaku B4 ) as a hereditary

position reserved for their clan.199 The descendants of these Fujiwara women recognized that their

prestige and prosperity arose from their royal mothers’ politically advantageous marriages and

197 Nara National Museum 7= B [ESEIEMRE, Ito no mihotoke: kokuho tuzureori Taima mandara to shibutsu: shiiri
kansei kinen tokubetsuten & D Zx1F & F ¢ [EE R R & AR & BlAL - AEBLSERGGE A RF I (Nara: Nara
National Museum, 2018), 260-61.

198 See Appendix A for the genealogical chart of the Fujiwara clan.

199 During the Insei period, the emperor was frequently young and required the guidance and direction of the Regent
and his royal mother. Since women could not become emperors, the political standing of women diminished during
the Heian period. Nevertheless, it is evident that women continued to privately exert political influence especially over
matters of imperial succession. See Fukutd Sanae and Takeshi Watanabe, “From Female Sovereign to Mother of the
Nation: Women and Government in the Heian Period,” in Heian Japan: Centers and Peripheries, eds. Mikael S.
Adolphson et al. (Honolulu: University of Hawai’i Press, 2007), 15-34.
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ensured that their memories survived by carrying out ceremonies on their behalf for decades to
come.

The purpose of a memorial service was not simply to remember and commemorate the
dead but to transfer merit to the deceased by sponsoring ritual performances, reciting prayers, and
bestowing expensive offerings so that they could attain an auspicious rebirth in Amida Buddha’s
(Sk. Amitabha) Pure Land. During the Heian period, memorial services were held every seventh

day after a person’s death, which culminated in the grand forty-ninth day (shichinanoka -t H)

service. This ceremony was followed by a hundredth-day service, a first annual memorial service

(ikkai ki —[A] =), and additional ceremonies continued to be performed each year on the

anniversary of the person’s death.200 Esoteric Buddhist painted mandalas, such as the Womb World
Mandala (taizokai }57E %) or the Diamond World Mandala (kongéokai 4= 5t), were frequently
dedicated to the deceased, along with Buddhist texts such as the Lotus Sutra (hokkekyo 15%E#RR),
Amida Sutra (dmida kyo FTFRFERR), and Heart Sutra (Hannya shingyo M LyR).200

The quality and quantity of offerings at memorial services were important to assure an
auspicious rebirth for the deceased. Buddhist embroideries, then, were likely dedicated for the
solemn occasions of an empress’ death anniversary because the textiles were considered more
potent than painted icons due to their magnificent design and time-consuming production. Ito
Shinji has examined the motifs framing central deities in Buddhist embroideries as well as the

embellishments carved onto the metal scroll rods used for hanging them, to argue that Buddhist

200 For a study on death rituals in medieval Japan, see Karen Gerhart, The Material Culture of Death in Medieval
Japan (Honolulu: University of Hawai’i Press, 2009).

201 For a compiled list of offerings given for the memorial services of Heian emperors and empress consorts, see
Yamamoto Nobuyoshi |1/ 7, “Hokke hakko to Michinaga no sanjikko 5% /\ il & 1 & O = +3#,” Bukkyo
geijutsu 77 (1970): 71-83.
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embroideries were more ornamental and elaborately decorated than their painted counterparts in

order to manifest the divine.202 Pious adornment (shogon ¥1:j%) refers to the belief in Japanese
Buddhism that splendid objects adorning an Image Hall (hondo A< %) and the splendid

ornamentation of Buddhist images had the capacity to sanctify a sacred space and manifest the

divine in this world.203 The Flower Garland Sutra (Kegongyo #J%#%), for example, describes the

precious jewels, trees, and flowers of the Western Paradise as a reflection of the Buddha’s spiritual
powers and thus ornamental splendor was considered a reflection of spiritual virtue.zos If 1t6’s
theory is correct—that Buddhist embroideries were thought to be more auspicious than painted
icons due to their pious adornment—then Buddhist embroidered images were likely commissioned
for particularly dire circumstances, such as to assure the post-mortem salvation of women who
were unable to attain enlightenment due to their sex.205

Although men and women alike worked in the textile guild, embroidery was associated
with women in the Heian imperial court. It was perceived as a female virtue and leisurely female
pursuit so this link may explain why embroidered icons rather than painted images were offered

to women in memorial services.206 The Tale of Genji (Genji monogatari J FC#75E) provides many

202 Itd Shinji {5 —, “Chiisei shiibutsu no ‘shogon yoshiki’ ni tsuite H (A D NHEEHREZ 1225V C,” in
Yoshikiron: Sutairu to modo no bunseki =G : A # A /v & E— K D43HT, ed. Hayashi On (Tokyo: Chikurinsha,
2012), 390-407.

203 Shogon is a Japanese Buddhist term that can be translated into English as “pious adornment” and refers to three
types: 1) splendid things that adorn the Image Hall 2) splendid things that adorn the Buddha’s body and 3) virtues and
good deeds with which Buddhas and bodhisattvas adorn themselves. The term originates from the Chinese word
zhuangyan and combines two Ancient Indian concepts: alamkara meaning to “manifest the divine” and vyuha which
means to “make perfect.” For a discussion on the soteriological benefits of shogon, see Mochizuki bukkyé daijiten 2
AALECKFEEHL, “Shogon TEEE” by Mochizuki Shinkd 22 H {5, Sekai Seiten Kanko Kyokai, 1954-1958.

204 On the doctrinal use of the term shagon, see Christian Matthias Boehm, “The Concept of Danzo: ‘Sandalwood
images’ in Japanese Buddhist Sculpture of the 8t t0 14w centuries” (PhD diss., University of London, School of
Oriental and African Studies, 2005), 64-72.

205 The doctrinal justification for why women could not attain enlightenment after death is discussed later in this
chapter.

206 The concept of “womanly work” stems from the Four Female Virtues originally described in the Lessons for
Women by the Chinese historian, Ban Zhao HEiH (41-119) and further explicated by the Chinese scholar, Zheng Xuan
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examples of aristocratic women embroidering, spinning threads, and beating silk.207 These women

embroidered pictures of famous places (meisho-e #; FT#2) and lines from their favorite waka

poems on their outermost robes to express their individuality and personal taste.2os Court ladies

also frequently gifted their handiwork. The poetess Kenreimon’in @4LFH[E (1155-1213), for
example, embroidered her poems with purple floss onto a monk’s surplice (kesa Z8%%) and offered
the garment to the poet, Fujiwara no Shunzei f&JF{£ % (1114-1204).200 Mastery in sewing and

embroidery was also considered an attractive female accomplishment as a young Guard Officer in
the Tale of Genji, for instance, compares his lover to that of the Celestial Weaver Maid (orihime

fk k) celebrated during the Tanabata Festival.210 Thus, as womanly work, embroidery may have

been perceived as a gendered and moral activity for women to attain merit in a Buddhist context.
Since Heian-period Buddhist embroidered images created before the twelfth century no

longer survive, we must rely on primary sources concerning the dedication of Buddhist

#83% (127-200), in Annotations to the Rite of Zhou. They argue that women must aspire to four female behaviors:
womanly virtue, womanly speech, womanly appearance, and womanly work. Womanly work was often interpreted
as one’s skills in sewing, dying, and beating silk or hemp. These ideas of womanly work were likely transmitted from
China and impacted Japanese court culture and female devotional practices at Buddhist temples. On womanly work
and its relation to sewing in Late Imperial China, see Dorothy Ko, Teachers of the Inner Chambers: Women and
Culture in Seventeenth-Century China (Stanford: Stanford University Press, 1994); Francesca Bray, Technology and
Gender: Fabrics of Power in Late Imperial China (Berkeley: University of California Press, 1997); Susan Mann,
“Women’s Work in the Ningbo Area, 1900-1936,” in Chinese History in Economic Perspective, eds. Thomas G.
Rawski and Lillian M. Li (Berkeley: University of California Press, 1992), 243-70.

207 Court ladies participating in textile work is described in many chapters of the Tale of Genji including Chapter 28
“The Typhoon” (Nowaki %747, Chapter 47 “Trefoil Knots” (Agemaki #244), and Chapter 51 “A Boat upon the Waters”
(Ukifune #%7). See Genji monogatari JiL 455 in Iwanami shoten, 1997.

208 Both the Tales of Flowering Fortunes (Eiga monogatari 2 /E475%; eleventh-twelfth century) and the Murasaki
shikibu nikki $5=CE H 72 (eleventh century) discuss court ladies embroidering their robes to stand out and attract
attention. Court women were prohibited from wearing certain colors of robes based on their rank, so embroidery
became an appropriate method of expressing individual aesthetic taste. See Liza Dalby, “The Cultured Nature of Heian
Colors,” The Transactions of the Asiatic Society of Japan 3 (1988): 1-19.

200 This event is recorded in the poetry collection, Kenreimon’in ukyé no daibu shi BEXLFBE A mUKICH. See
Ishikawa Yasumi £ 1| 2&7K and Tani Tomoko 4%, eds. Shikishi Naishinno shii, Kenreimon 'in ukyé no daibu shi,
Toshinari-kyo no Musume shit, Enshi 2. N#E £5 - FALPABEA URIEE - (Rl Zc4E - B3, Waka Bungaku
taikei F#k ST AR 23 (Tokyo: Meiji Shoin, 2001).

210 See Chapter Two, “The Broom-Tree” (Hahakigi 7 &) of The Tale of Geniji.

90



embroideries to understand the ritual significance and reception of this medium in memorial
services. In this section, | will examine entries from two court diaries—the Teishinkoki E {5 Z\FL,
written by Fujiwara no Tadahira’s fJ5 S (880-949), and the Shoyiki /N5 FC, written by
Fujiwara no Sanesuke i Jii 92 (957-1046)—as well as one historical chronicle—The Brief
History of Japan (Fuso ryakki 524 E0), a chronicle of Japanese history complied by the Tendai

Buddhist priest, Koen £:[1 (?-1169), during the twelfth century—to provide context for the ritual

use of embroideries (Appendix B). These records serve as evidence that these textiles were a costly
and exclusive medium, considered more auspicious than painted images, that were reserved for
memorializing elite members of the Fujiwara aristocratic family who directly impacted imperial
rule and enabled the Fujiwara clan to attain power. In particular, embroideries were commissioned
for Fujiwara women, which attests to the fact that gender and status were contributing factors in

selecting the material for Buddhist images.

3.3.1 Fujiwara no Inshi’s Memorial Service at Kajiji

Teishinkoki, Tadahira’s diary, is the first Heian-period record to discuss a Buddhist
embroidery commissioned for the memorial service of a royal mother and claims that the textile

was an exceptional (keu 77 4) work. Tadahira writes that the Lectures on the Lotus Sutra (Hokke
hakko 153 )\ ) were performed at Kajiji )& =F on 925.8.23 for Fujiwara no Inshi and that her

son, Emperor Daigo fifi51 K & (885-930), provided many lavish offerings including sutras copied
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by the emperor himself, priests’ garments, cloth, and an embroidered image.211 The embroidery
does not survive and Tadahira does not provide further context concerning the iconography or
genre of this textile. Fortunately, the ceremony is also documented in the aforementioned Brief

History of Japan, along with a letter in the Kajiiji Documents (Kajiiji monjo & <5 3¢ ), and the
Collection of Dedicatory Prayers (Ganmonshii Jifi 3L %) and these sources claim that the
embroidery, sewn by an “expert hand” (myashu #>=F) only depicted the central assembly of the
Womb World Mandara (Taizékai nai’in mandara ISPt S 45 5) 212

Tadahira likely describes the embroidered Buddhist image as an exceptional image not
only for its exquisite craftsmanship but also its unusual form. The Taizokai nai’in refers to the
central assembly of the Womb World Mandala, so it appears that only this central square was
depicted.213 The Womb World Mandala, frequently paired in rituals along with the Diamond World
Mandala, was introduced to the Japanese imperial court by the founder of the Shingon sect of

Buddhism, Kikai 227 (774-835), after his study of esoteric Buddhism in China and it was often

commissioned for memorial services as well as monastic initiation rites. The central assembly of

the Womb World Mandala—referred to as the Hall of the Central Dais Eight Petals (Chitai

hachiyoin F 15 )\ ZERE)—depicts Dainichi Nyorai X H #n3& (Sk. Vairocana) seated in the center

211 The Teishinkoki claims that the offerings were [fiiEAR, SEEEIFME EF A G, RERMEALEAAH
Although Tadahira’s diary was later condensed and censored by his son, Saneyori 5£%H (900-970), the entry
concerning Inshi’s memorial service is lengthy and offers rich description concerning the number of monks present,
the types of rituals performed, and the quantity of offerings made for Fujiwara no Inshi. These details were likely not
removed because they were important precedents for later memorial rituals. See Teishinkoki BHAE/AFC. In Dai Nihon
kokiroku K H A g%, vol 8. (Tokyo: Iwanami Shoten, 1956).

212 The term myashu is used to describe the embroidery which suggests that the image was exquisitely rendered. See
Fuso ryakki: Teio hennenki ¥RZeW&F0 - 77 EARAFL, in Kokushi taikei [E] 52 K%, vol. 6 (Tokyo: Yoshikawa
kobunkan, 1967); Kajiji monjo EMEFLE in vol. 5 of DNS (Enchd 3:925.8.23), 742-43; Ganmonshii JFESCEE in
vol. 5 of DNS (Encho 3:925.8.23), 743-44.

213 Reibun Bukkyogo daijiten ) SCAAZGEE K EEHL, ed. Ishida Mizumaro 47 H i/ (Tokyo: Shogakkan, 1997).
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of an eight-petaled lotus flower whereas the other Buddhas of the four directions along with four
bodhisattvas are depicted seated on each of the lotus petals. 214 While this embroidery’s
composition was uncommon, as it only depicted the central assembly of the mandala, this form
was not unprecedented. Kiikai’s inventory of Buddhist images, sutras, and relics from his Chinese

master Huiguo E 5 (746-805), for example, lists a number of mandala paintings that depict only

one or a combination of assemblies.215

A time-consuming embroidered image, rather than a painted mandala, was likely offered
for Inshi’s memorial service in order to reinforce her status as a royal mother and progenitor of the
affluent Fujiwara clan. Inshi gave birth to three sons, one of whom became the future emperor, but
she passed away on 896.6.30 and posthumously received the title of “royal mother” when her son
ascended to the throne in 897. This epithet of royal mother was favorable and essential for the
imminent prestige of the Fujiwara clan since Emperor Daigo appointed Inshi’s brother, Sadakata

TE )7 (873-932) as Minister of the Right (udaijin 4 <), the second most important office in the

government, after her death. Both the imperial court and Fujiwara family continued to perform
memorial services for Inshi until 982, over fifty years after her death, which attests to the family’s

filial devotion to her as an imperial mother.

214 Elizabeth ten Grotenhuis, Japanese Mandalas: Representations of Sacred Geography (Honolulu: University of
Hawai’i Press, 1999): 58-77.

215 Cynthea Bogel, With a Single Glance: Buddhist Icon and Early Mikkyo Vision (Seattle: University of Washington
Press, 2009): 112-138.
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3.3.2 Fujiwara no Onshi’s First Annual Memorial Service at Hosshoji

Thirty years later, a Buddhist embroidery was commissioned once more for a royal
mother.216 On 955.1.4, Emperor Murakami £ _E K & (926-967) dedicated an embroidered Lotus

Sutra Mandala and copied the Lotus Sutras in his own hand for the first annual memorial service
of his mother, the empress consort, Fujiwara no Onshi (885-954). This ceremony took place at

Hosshoji %M =F and is described both in the Brief History of Japan and the Collection of

Dedicatory Prayers. 217 By commissioning an embroidered Lotus Sutra mandala, Emperor
Murakami deviated from traditional offerings that emperors bestowed upon their mothers in

memorial services since it was customary for them to dedicate the entire Buddhist canon. 218
A patron required substantial resources to produce the Buddhist canon (Issaikyo —V]%%),

a collection of all the legitimate Buddhist sutras, and had to employ hundreds of workers to copy,
decorate, and bind together thousands of sutra scrolls.219 Although the number of legitimate sutras

varied by Buddhist canon, the Chinese Kaiyuan Catalog (B o #2d#; 730) produced by Zhisheng
5 (669-740) was considered the authoritative model in Japan and included 5048 sutra scrolls. 220

Heather Blair argues that Emperor Murakami may have offered this embroidery in lieu of the

216 The one-year memorial service was a significant event because it usually represented the final service for the
official mourning period. After this ceremony, courtiers were permitted to shed mourning clothes and proceed with
standard activities. See Gerhart, The Material Culture of Death in Medieval Japan, 39-40.

217 Emperor Murakami writes in his dedicatory prayer that he bestowed “an image of the Lotus Sutra Assembly that
was an embroidered mandala with a seated Taho Nyorai” [Sh#ES . iS5, LRk, Y40 See
Dai Nihon shiryé K H A5}, 6 series, ed. Shiryd hensanjo. (Tokyo: Tokyo daigaku).

218 Emperor Seiwa’s (850-881) memorial service in 881 is the first recoded example of a canon commissioned for an
imperial memorial service. See Heather Blair, “Peak of Gold: Trace, Place and Religion in Heian Japan” (PhD diss.,
Harvard University, 2008), 67-77.

219 On the production process of sutra-copying and its means of demonstrating political power and religious authority
see Sakaehara Towao )57k %, Nara jidai shakyo shi kenkyii 75 B R G4% A5 (Tokyo: Koshonbd, 2003).
220 Bryan Lowe, Ritualized Writing: Buddhist Practice and Scriptural Cultures in Ancient Japan (Honolulu:
University of Hawai’i, 2017), 122-29.
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canon because Onshi already commissioned the canon for Hosshoji where the memorial service

was performed in 945, along with a pagoda, six statues of Kannon #1#% (Sk. Avalokite$vara), and

a golden image of Fugen.221 Another plausible reason why Emperor Murakami selected an
embroidery is because members of the imperial court were beginning to depend on visualizing
images, over reciting texts, to attain enlightenment. This gradual shift from a reliance on texts to a
reliance on images for enlightenment impacted the ways death rituals and funerary services were
performed in subsequent decades.

Why did Emperor Murakami select an image of the Lotus Sutra mandala to memorialize
his mother? The Lotus Sutra mandala was particularly apt for female soteriology because the text
of the Lotus Sutra endorsed the belief that even women could attain enlightenment. In Buddhist
doctrine, women were believed to be unable to achieve Buddhahood due to the Five Obstructions

(goshé Ti [% ). These obstructions were five states of existence—Brahma, Indra, Mara,

Chakravartin, and the Buddha—which women could not attain due to their impurity. In the twelfth
chapter (the devadatta) of The Lotus Sutra, however, the eight-year-old daughter of the dragon
king attains enlightenment by transforming herself into a man. Preeminent monks such as Kikai
and Saichd wrote commentaries on the devadatta chapter, but the text did not gain a wider non-

monastic audience until the tenth century. Courtiers such as Oe no Asatsuna KJL&## and
Yoshihige no Yasutane BZ%&£% L (931-1002), for instance, reference the dragon princess in

prayers for their recently deceased daughters in the hopes that they will similarly be reborn into

the Pure Land.222 By showing that women were able to attain Buddhahood in the afterlife, the

221 Blair, “Peak of Gold: Trace, Place and Religion in Heian Japan,” 70-71.
222 For a description of the twelfth chapter of the Lotus Sutra and its reception and interpretation in medieval Japan,
see Yoshida Kazuhiko, trans. Margaret H. Childs, “The Enlightenment of the Dragon King’s Daughter in the Lotus
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Lotus Sutra gained wider acceptance by courtiers during Onshi’s lifetime. Emperor Murakami,
then, may have commissioned the Lotus Sutra Mandala for his deceased mother in hopes that she,
like the dragon princess in the sutra, would be reborn into the Pure Land as a man.

The Lotus Sutra mandala may have also been commissioned because the image was the
main icon in Lotus Sutra rites including the Lectures on the Lotus Sutra. This mandala, depicting

an eight-petaled lotus flower in the center with Shaka FR30 (Sk. Sakyamuni Buddha) and Taho
Nyorai 2 E 413k (Sk. Prabhitaratna) flanking a many-jeweled pagoda (tahoto 26 FE) in the

center of the lotus was used as a focal point for visualization practices during sutra recitation.223
The Lectures on the Lotus Sutra became one of the most prominent Heian Buddhist rituals
conducted by the elite class for personal merit. The ritual was first used for religious teachings of
laymen and women, but by the ninth century it was incorporated into memorial services and
became a suitable platform for displaying and aggrandizing the patron’s political power.224 The
Fujiwara family were the first to sponsor this ritual for the memorial services of non-monastic
courtiers, but the imperial family soon followed suit in 826 and began sponsoring the rite for the
memorial services of emperors and empresses. 225

Although the Lectures on the Lotus Sutra had been performed countless times for Fujiwara

aristocrats and the imperial family, the sheer number of monks—sixty-five in total—who were

Sutra,” in Engendering Faith: Women and Buddhism in Premodern Japan, ed. Barbara Ruch (Ann Arbor: Center for
Japanese Studies, University of Michigan, 2002), 297-324.

223 For a discussion on the iconography and ritual use of the Lotus Sutra Mandala see Komine Michihiko /]NEHREZ,
Zukai: mandara no mikata [X|fi# - =255 K. )5 (Tokyo: Daihorinkaku, 1997); George J. Tanabe and Willa Jane
Tanabe, The Lotus Sutra in Japanese Culture (Honolulu: University of Hawai’i Press, 1994).

224 Willa Jane Tanabe, “The Lotus Lectures. Hokke Hakko in the Heian Period,” Monumenta Nipponica 39, no. 4
(1984): 393-395.

225 The first Rite of Eight Discourses for the memorial service of an emperor was held in 826. Emperor Junna J&f1XK
£ (786-840) held the service for his father, Emperor Kanmu 51, X & (736-806) who died twenty years earlier. See
Tanabe, “The Lotus Lectures. Hokke Hakko in the Heian Period,” 396.
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summoned to participate in Onshi’s memorial service was unprecedented.226 A lavish ceremony
was likely performed because the Fujiwara family accrued significant power through Onshi’s role
as royal mother. Women were not able to hold political offices during the Heian period, yet, Onshi

exerted profound influence by ruling through her young sons—Emperor Suzaku 4<% K & (923-

952) and Emperor Murakami—and privately influenced matters of imperial successions. She
became the consort of Emperor Daigo in 901 and was given the title of royal mother when her son,

Emperor Suzaku, took the throne in 931. Suzaku became the emperor at the age of eight when both
his father and grandfather, Emperor Uda 52 K & (867-931), passed away. Because Suzaku was
a mere child, Onshi governed through him and became the unofficial head of the imperial

household.227 Onshi was also instrumental in appointing her brothers, Fujiwara no Nakahira i
3 (875-945) as Minister of the Right and Fujiwara no Tadahira as regent after her husband’s
death and her nephews, Saneyori FZ# (900-970), Morotada FfiF+ (920-969), and Morosuke Fififi
(909-960) all served as either Minister of the Left (sadaijin 7= K ) or Minister of the Right.22s

Onshi’s memorial service then took place at a moment when the Fujiwara clan dominated the

Heian court.

226 The Fusa ryakki claims that some of these monks included 4 judges, 8 lecturers, 20 interrogators, and 16 chanters.
207 According to the Great Mirror (Okagami K $5; 1119), a historical chronicle concerning the Fujiwara family, Onshi
particularly favored her younger son, Prince Nariaki, and appealed to Suzaku to allow him to ascend the throne.
Nariaki, thus, became Emperor Murakami in 946 and Onshi continued to dictate the succession line between these
two sons and their children to ensure stability of the imperial lineage. While Emperor Suzaku did not have any sons,
Onshi feared the possibility of Emperor Suzaku appointing a future child rather than his younger brother. Fukuto and
Watanabe argue that Onshi appealed to Emperor Suzaku because she feared a falling out would occur due to imperial
lineage issues. See Fukutd and Watanabe, “From Female Sovereign to Mother of the Nation: Women and Government
in the Heian Period,” 26-29; Okagami K&%, in Nihon koten bungaku zenshii H A<y #i3C52424E, vol. 22 (Tokyo:
Shogakkan, 1974).

228 All four of Onshi’s nephews sent their daughters to court to become consorts of her son, Emperor Murakami. They
married off their daughters in the hopes that one would attain the rank of Royal Mother. See Okagami.
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The one-year memorial service took place at Hosshgji, a temple constructed by Onshi’s
brother, Tadahira, in 925, as a means to associate Onshi’s prestige with her patrilineal relatives

rather than her husband’s imperial family. Hosshoji was a family temple (ujidera =F) for the

Fujiwara clan and gained prominence during the mid-tenth century.229 Many Fujiwara family
members including Onshi dedicated halls and images at the temple, cloistered themselves there
when they were ill, and chose to be buried at the site after death.230 Although Emperor Murakami
was the patron of the memorial service, the offerings, the ritual procedures, and the place of
Onshi’s memorial service all signaled the sovereign’s reverence for and even dependence on the

economic and political strength of the Fujiwara clan and their royal women.

3.3.3 Fujiwara no Anshi’s Twenty-Fourth Memorial Service

A Buddhist embroidery was also commissioned for Fujiwara no Anshi’s memorial service

on 987.4.29, twenty-three years after her death, but her son, Emperor Enyti [ K £ (959-991),
selected an Amida’s Pure Land mandala (Amida jodo mandara FFT/RFEYE 1= [E#E) rather than

an esoteric Buddhist image despite the fact that the Lectures on the Lotus Sutra were performed
during the ceremony. This shift in the genre of the Buddhist embroidery likely reflects Anshi’s
personal religious inclinations. Beginning in the late tenth century in Japan, it was believed that

the Degenerate Age of the Buddhist Law (mappo >Ki%) was imminent and people devoted

229 As can be seen through this example, kinship ties during the Heian period were connected to a woman’s patrilineal
relatives rather than her husband’s household. The practice of burying women with their patrilineal relative began
around the tenth century concurrently with the establishment of family temples. An ujidera was frequently constructed
at the site of a mother’s residence when she retired to become a nun. See Hank Glassman, “Chinese Buddhist Death
Ritual and the Transformation of Japanese Kinship,” in The Buddhist Dead: Practices, Discourses, Representations,
eds. Bryan Cuevas and Jacqueline Stone (Honolulu: University of Hawai’i Press, 2007), 378-404.

230 Blair, “Peak of Gold: Trace, Place and Religion in Heian Japan,” 63-67.
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themselves to a new type of teaching that held that one could simply recite Amida Buddha’s name

(nenbutsu /&x{4) to attain salvation.2s1 Anshi was a convert to this new Buddhist ideology and
supported Rydgen EJF (912-985), a Tendai monk from Enryakuji ZEf&=F, who wrote the Pure
Land Buddhist treatise Gokuraku jodo kubon 6jogi # > ¥+ Ju i 1£ 4 #& concerning the
requirements for attaining salvation and entering one of the nine grades of rebirth (kuhon ojo JL
13:42) in the Pure Land.232 During her lifetime, Anshi offered one hundred koku of rice to Rydgen
so he could construct Enryakuji’s Shingondd = 5 & on Mt. Hiei and also commissioned a Pure

Land Amida handscroll to enshrine within the hall.233
The Shoyiiki describes the ceremonial procedure for Anshi’s memorial service and

specifies that an Amida’s Pure Land Mandala was dedicated to her, but the specific iconography

o

of this embroidery remains unclear. While the Taima mandara 3 it 2 45 is a depiction of
Amida’s Paradise, this textile was not rediscovered until 1212 by the monk, Shoka k2% (1177-

1247), so Anshi’s Pure Land Mandala of 987 likely did not depict Amida seated in a palace behind
the sacred lotus pond surrounded by jeweled trees. Amida imagery, however, was painted on the

walls of Image Halls in Buddhist temples such as the Muryojuin &7 [5% of Hojoji K =F as

231 Buddhist monks interpreted the frequent natural disasters and fires that plagued the capital during the Heian period
as a sign that humanity would enter the third and corrupt stage of Buddhist teachings and practices. Japanese Buddhists
calculated that this age would begin in 1052. Buddhist monks such as Rydgen and Genshin 713 (942-1017) preached
that the recitation of the nenbutsu (Amida Buddha’s name) allowed one to attain salvation. Genshin’s text, the
Teachings Essential for Rebirth (Ojoyoshu 1£ /£ 2 4E; 985), inspired artists to paint the six realms of rebirth (hells,
hungry ghosts, demons, animals, human beings, and heavenly beings) and Ryodgen’s texts inspired paintings of the
Nine Grades of Rebirth into Amida Buddha’s Pure Land.

232 Some scholars have questioned the authenticity of this text because the first citation of this text appears nearly 85
years after Ryogen’s death. Kakehashi Nobuaki argues that the text may have originated from notes for a lecture that
Rydgen gave to members of the Fujiwara clan. See Kakehashi Nobuaki #15 BE, “Rydgen Kubon 4jogi no ikkdsatsu,”
in Shinran no Bukkyé: Nakanishi Chikai Sensei kanreki kinen ronbunshii B8 O{LEL - W V8B G AR L E5R
SC4E (Kyoto: Nagata Bunshddo, 1994).

233 Fujiwara no Anshi’s patronage practices are discussed in a will that Ryogen wrote in 972. See Paul Groner, Ryogen
and Mount Hiei: Japanese Tendai in the Tenth Century (Honolulu: University of Hawai’i, 2002): 313-326.
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early as the mid-ninth century. The Murygjuin no longer survives, but murals on the doors and

walls of the Phoenix Hall (Byodoin *F-%:[5%), a Pure Land Buddhist temple constructed by Fujiwara
no Yorimichi f#/J5 %@ (990-1074) in 1053 can offer clues concerning the composition and
iconography of Anshi’s embroidered Pure Land Mandala.234 Each of the doors and panels depict
one of the nine degrees of rebirth from the Contemplation Sutra (Kanmuryojukyo 811 & 75#%).235

For the upper levels of rebirth, the Amida Buddha, along with a retinue of bodhisattvas and
musicians, are depicted welcoming the deceased into the Pure Land whereas for the lower levels,

only the bodhisattvas Kannon and Seishi #Z%“® (Sk. Mahasthamaprapta) are depicted. The

embroidered image for Anshi, then, likely depicted a similar but not identical scene of Amida
Buddha’s descent onto a landscape.

Emperor Enyi likely sponsored this memorial service for personal reasons to assure an
advantageous rebirth for Anshi due to the circumstances of her death. Anshi died on 964.4.29 in

the Palace Provisions Office (tonomoryo FJ#%%%), five days after giving birth from complications

during delivery.236 It was believed that Anshi was possessed by a malign spirit during her

pregnancy which caused hemorrhaging, a difficult childbirth, and ultimately, death.237 Unlike

234 Pure Land Buddhist priests promoted the practice of walking meditation while reciting the nenbutsu. As early as
851, specific halls for walking meditation were built to accompany this ritual. These spaces tend to illustrate images
of Amida on the walls and pillars. See Mochizuki bukkyo daijiten.

235 For the iconographical template and artistic innovations of the murals of the Phoenix Hall, see Akiyama Terukazu
FK L EFN, “Byoddin Hoodo kaiga no kenkyt V-4 Be [EVE AR DML, in Byodoin taikain V-5t K@i, 3 (Tokyo:
Iwanami shoten, 1992); Mimi Yiengpruksawan, “The Phoenix Hall at Uji and the Symmetries of Replication,” The
Art Bulletin 77, no. 4 (1995): 647-672.

236 Okagami.

237 In medieval Japan, women were considered to be especially susceptible to spirit possession during pregnancy. The
Tale of Genji, for example, describes the physical pain and psychological suffering that Aoi endures during her
pregnancy due to spirit possession. Hemorrhaging, in particular, was believed to be the main symptom of spirit
possession. See Doris G. Barden, 4 Woman’s Weapon: Spirit Possession in the Tale of Genji (Honolulu: University
of Hawai’i Press, 1997): 87-90; Kunimoto Keikichi B2 7, Sanikushi: Osan to kosodate no rekishi ZEE ! - ¥
JE & B CORESE (Morioka: Morioka Times, 1996).

100



Emperor Daigo and Emperor Murakami, Emperor Enyii had already retired from his official duties
as emperor when this memorial service for his mother took place and therefore, the purpose of the
ceremony was not to reinforce Anshi’s status as royal mother. Rather, an elaborate embroidered
Buddhist image was likely dedicated to Anshi because it was believed she required extra help to
attain a good rebirth because of her cause of death.

Death in childbirth was considered impure in medieval Japan and this belief that childbirth
caused spiritual as well as physical trauma was reinforced in Heian-period images and tales. The

Scroll of Hungry Ghosts (Gaki zoshi £ #.5-; late-twelfth century) depicts a woman who has

just given birth and a Hungry Ghost with his arms outstretched towards the newborn infant as if
attempting to devour the baby and the mother’s afterbirth. To assure a safe childbirth and rescue

the infant from the Hungry Ghost’s hands, a shamaness (miko AX%c) and a Buddhist priest are

depicted in a corner room performing exorcisms and chanting sutras.23s The Miraculous Tales of

Japan (Nihon ryoiki H ASE #50) also describes the unfortunate consequences for women who

die in childbirth. In this tale, a husband attempts to save his wife who died in childbirth and is
suffering for eternity in the Buddhist hells. When the wife sees her husband, she exclaims that, as
the father of the unborn child, he too should suffer a similar fate. The husband, however, manages
to rescue both himself and his wife from hell by copying the Lotus Sutra on her behalf and praying

to the bodhisattva Jizo HiiJi 3 b (Sk. Ksitigarbha). 230 Emperor Enyi was likely deeply

apprehensive about Anshi’s soteriological fate due to her death in childbirth and commissioned a

238 Scholars have examined “The Scroll of Hungry Ghosts” as a visual source to reconstruct the rituals, professionals,
and knowledge systems surrounding childbirth and women’s health. See Yui Suzuki, “Twanging Bows and Throwing
Rice: Warding off Evil in Medieval Japanese Birth Scenes,” Artibus Asiae 74, no. 1 (2014): 17-41; Anna Andreeva,
“Childbirth in Aristocratic Households of Heian Japan,” Dynamis 34, 2 (2014): 357-376.

239 Hank Glassman, “At the Crossroads of Birth and Death: The Blood Pool Hell and Postmortem Fetal Extraction,”
in Death and the Afterlife in Japanese Buddhism, eds. Jacqueline Stone and Mariko Namba Walter (Honolulu:
University of Hawai’i Press, 2008), 175-206.
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costly Buddhist embroidery to help her achieve an auspicious rebirth. This concern could also
explain why Anshi’s descendants continued to carry out memorial services for her over 210 years

after her death.240

3.4 DEVELOPMENTS IN THE PATRONAGE AND MATERIALITY OF KAMAKURA-

PERIOD BUDDHIST EMBROIDERIES

Beginning in the Kamakura period, there was a drastic change in the patronage of Buddhist
embroidered images. No longer posthumous recipients, women became active patrons directly
involved in the production of embroideries by donating their own hair. Diaries, historical
chronicles, and Buddhist tales from this period reveal that women with various titles—from
empress consorts and noblewomen, to wives of Kamakura shoguns—became the patrons of
Buddhist embroideries and donated their hair to be worked into these images (Appendix C).241
Men also continued to commission embroideries for women, but during the Kamakura Period,
husbands and fathers, rather than sons, donated Buddhist embroideries for their deceased wives
and daughters. Although the most common iconography of extant Kamakura-period Buddhist
embroidered images depict Pure Land Buddhist themes such as the Welcoming Descent of Amida

Buddha (Amida raigozu [ 5% kil [X) and Sanskrit Seed-Syllable Amida Triads (Shuji Amida

240 The last memorial services for Fujiwara no Anshi is recorded in the Chiiyiki H /7t the court diary of Fujiwara
no Munetada #5555 (1062-1141), and occurred on Tennin 1 (1108).4.28. See Dai Nihon shirye K H A EL 6
series, ed. Shiryo hensanjo. (Tokyo: Tokyo daigaku).

241 These sources include Shaseki shii (WA14E; 1283), Gyokuyo (E3E; 1313-1314), Genko shakusho (JUFIRE;
1332), Azuma kagami (& 285, late thirteenth century), Masukagami (##%; mid-fourteenth century), and Taiheiki (
K-F5C; late-fourteenth century). Not all of these sources will be discussed in this chapter.
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sanzonzu FE-7-BrHRFE = B4[X]), documentary evidence suggests that Esoteric genres of images

were also widely produced.242
Kamakura-period Buddhist embroideries were most commonly dedicated in memorial

services and for a special type of pre-mortem death ritual called gyakushii 1% .243 The ritual

procedure for gyakushii ceremonies varied by practitioner, but the main function of this rite was
to bestow ritual offerings to the Ten Kings who judge the deeds of the dead. Believers aimed to
perform this ceremony themselves before death as it was believed to be seven times more effective
than when relatives commissioned the rite after one’s death.244 Gyakushii rituals rose in popularity
among all classes during the Kamakura period and were embraced by the warrior class as a
preemptive strategy to assure a safe rebirth if killed in battle. Buddhist embroideries, like gyakushii
rituals, then were commissioned by non-courtiers during the Kamakura period and were accepted
by a wider audience.

Another crucial development in Buddhist embroidery during the Kamakura period was the

incorporation of the patron's or the deceased’s hair into the image as a means to memorialize,

242 Ishida Mosaku has categorized extant Kamakura embroideries based on the iconography of the image. Out of
twenty-one embroideries thought to be created during the Kamakura period, thirteen illustrate Pure Land Buddhist
themes, such as the Amida triad, while eight depict Esoteric iconography, such as the Mandala of the Two Realms.
Ishida argues that the overwhelming majority in Pure Land imagery shows that believers in the Pure Land sect were
the primary patrons of Buddhist embroideries. By examining patronage records in this article, however, it seems more
likely that both Pure Land and Esoteric images were equally produced. See Ishida and Nishimura, Shabutsu, 8-9. For
a discussion on the doctrinal justification for the creation of esoteric Buddhist hair embroideries, see Elizabeth ten
Grotenhuis, “Collapsing the Distinction Between Buddha and Believer: Human Hair in Japanese Esotericizing
Embroideries,” in Esoteric Buddhism and the Tantras in East Asia, eds. Charles Orzech et al. (Leiden; Boston: Brill,
2011): 876-92.

243 The gyakushi ritual is a pre-mortem service conducted by aristocrats to prepare themselves for an auspicious
rebirth. As mentioned previously in the case of Michinaga, an individual may clasp onto and venerate images of the
Amida Buddha. They may also copy and recite the Lotus Sutra and/or the Amida Sutra for several days. On death
rituals, see Jacqueline Stone, “By the Power of One’s Last Nenbutsu: Deathbed Practices in Early Medieval Japan,”
in Approaching the Land of Bliss: Religious Praxis in the Cult of Amitabha, eds. Richard Karl Payne and Kenneth
Ken’ichi Tanaka (Honolulu: University of Hawai’i Press, 2004): 77-119.

244 Quitman E. Phillips, “Narrating the Salvation of the Elite: The Jofukuji Paintings of the Ten Kings,” Ars Orientalis
33 (2003): 120-45.
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honor, and accrue merit for the recipient. As mentioned previously, these strands of hair were used
to stitch only the deity’s hair, monastic robes, and Sanskrit seed-syllables. For example, an
embroidery of the Welcoming Descent of Amida Buddha from the Cleveland Museum of Art
depicts two adults and a child near the bottom right-hand-corner of the image kneeling in prayer.
While two or three strands of human hair are bundled together to stitch the Amida Buddha’s snail-
shell curls and Kannon and Seishi’s long flowing black hair, only black silk floss is used for the
hair of the adults and child.245 It is likely that the parents stitched the hair of their deceased child
into the triad so that she could attain salvation into the Pure Land. This practice of incorporating
hair within embroideries was so widespread that it is more unusual to find extant Kamakura
embroideries without human hair.246 Buddhist hair embroideries, thus, physically merged the
patron or deceased with the divine and collapsed the distinction between this world and the other

world.

3.5 THE POWER OF HAIR IN BUDDHIST EMBROIDERIES

In many cultures, hair of the deceased is cherished and preserved in memory of the
departed. Hair, as a durable material outlasting a person after death, can serve as a reminder of a
loved one’s lost presence. The most well-known examples of hair art come from England and
America during the second half of the nineteenth century, where hair of the deceased was

frequently worn as jewelry in the form of a locket or pasted onto watercolor paintings depicting

245 Elizabeth ten Grotenhuis, “Visions of a Transcendent Realm: Pure Land Images in the Cleveland Museum of Art,”
The Bulletin of the Cleveland Museum of Art 78, no. 7 (1991): 274-300.

246 Nara National Museum %% [ [E 37 1# 4 £, Tokubetsuten josei to bukkya: inori to hohoemi 45 fill & Lot & 1A% -
WD Y &IFix A A& (Nara: Nara National Museum, 2003), 173.
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scenes of mourning.247 Human hair embroidery, however, appears to be a distinctly Buddhist and
East Asian practice since examples of these works are incredibly rare outside of China, Korea, and
Japan. Hair within a Buddhist and native Japanese context was believed to be simultaneously

regenerative and impure, enlivening yet wild.

3.5.1 Hair in a Buddhist Context

Buddhists venerated the hair of the Shaka Buddha by interring strands of his hair along
with relics beneath stiipas across India. It is believed that the Buddha offered locks of his own hair
and fingernail clippings to two merchants who encountered him meditating in Deer Park.24s

According to the Chinese monk Xuanzang’s %4 (602-664) retelling of the story, the two

merchants, Trapusa and Bhallika, kindly offered nourishment of grain and honey to the Buddha,
and in return, they received the Buddha’s teachings of the Five Precepts and the Ten Virtuous
Acts.249 Before the merchants embarked on their journey home, they asked the Buddha to provide

them with an item that they could use to worship him and recall his teachings. The Buddha cut off

247 Substantial research has been conducted on the topic of hair art and the symbolism of female hair during the
Victorian Era. These works are beneficial for bringing a theoretical lens to the study of hair. See Penny Howell Jolly,
Hair: Untangling a Social History (Saratoga Springs: Frances Young Tang Teaching Museum and Art Gallery at
Skidmore College, 2004), Elizabeth G. Gitter, “The Power of Women’s Hair in the Victorian Imagination,” PMLA
99, no. 5 (1984): 936-954; Sarah Erina Gold McBride, “Whiskerology: Hair and the Legible Body in Nineteenth-
Century America” (PhD diss., University of California, Berkeley, 2017). Studies on the symbolism of hair in an Asian
and Japanese context, however, remain sparse. See Alf Hiltebeitel, Barbara D. Miller, and Gananath Obeyesekere,
Hair: Its Power and Meaning in Asian Cultures (Albany: State University of New York Press, 1998); 1to Hideo /i
75 I, Kami no rekishi £ JFE 1 (Tokyo: Hokusosha, 1997).

248 Versions of this tale can be found in stories such as Lalitavistara, Buddhacarita, Mahavastu, Nidanakatha,
Manorathapirant among others. | selected the account by Xuanzang because this is likely the version that spread to
Japan. See Anna Maria Quagliotti, “Again on Siddhartha’s Hair,” East and West 55, no. 1 (2005): 217-242.

249 The five precepts include abstaining from 1) harming living things 2) taking what is not given 3) sexual misconduct
4) false speech and 5) intoxication. The ten virtuous acts include perfection, generosity, proper conduct, renunciation,
wisdom, energy, patience, honesty, determination, good-will, and equanimity. See Maxine Freed, “The
Interrelationship of Buddhist Ethics, Interdependence, and Mindfulness,” in Perspectives on Culture, Values, and
Justice eds. Chandana Chakrabarti and Tommi Lehtonen (Cambridge: Cambridge Scholars Publishing, 2015): 87-96.
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a few locks of hair, clipped his fingernails, and offered these materials to the merchants. Once the
merchants arrived at their destination, they buried the Buddha’s precious materials into the ground
and constructed stiipas over his hair and nails.

Hair was also considered a worthy female offering in a Buddhist context as it symbolized
one’s sacrifice of the corporeal body and relinquishment of worldly pleasures. The sixth-century

Chinese Buddhist encyclopedia, Different Forms of Sutra and Vinaya (Jingli yixiang £/ S4H),

discusses impoverished women dedicating their long hair to the Buddha as an offering.2s0 After
these women bestowed their shorn hair upon the Buddha, their hair miraculously grew back to its
original length. During the Heian and Kamakura periods, women’s long, smooth hair was
fetishized and associated with beauty, sexuality, and fertility.2s1 Cutting one’s long locks and
incorporating them into embroideries, then, represented one’s renunciation of this world and
served as the ultimate sacrifice for women.

Incorporating hair into a Buddhist icon was also believed to animate the image and
manifest the divine. In an anecdote from early China, Emperor Wu of the Liang Dynasty (464-

549) commissioned a craftsman to create a statue of the monk Baozhi # &t (418-524) from

sandalwood.2s2 The wooden sculpture appeared to be a true likeness of the monk, but the image

lacked hair, so the emperor placed a few strands of his own hair on top of the icon’s head. At that

250 Yuhang Li, “Sensory Devotions: Hair Embroidery and Gendered Corporeal Practice in Chinese Buddhism,” in
Sensational Religion: Sensory Cultures in Material Practice, ed. Sally M. Promey (New Haven: Yale University
Press, 2014): 355-74.

251 There are frequent references to the long hair of aristocratic women in early medieval Japanese poetry and literature
such as the Tale of Genji. At a time when women could only show their faces to their fathers, brothers, and immediate
kin, long and thick hair became a way for women to stand out and attract the attention of potential lovers.

252 Yuhang Li, “Gendered Materialization: An Investigation of Women’s Artistic and Literary Reproductions of
Guanyin in Late Imperial China” (PhD diss., University of Chicago, 2011), 135-140.
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moment, hair miraculously grew on the statue’s head because it was believed that the gift of human
hair had the capacity to activate life and transform the icon into an embodied image.

Although Buddhist hair embroideries were created in China as early as the Song Dynasty
(960-1279), the practice of donating hair for Buddhist textiles in Japan is thought to derive from
twelfth-century Pure Land Buddhist teachings concerning quick enlightenment. 253 Buddhist
priests like Shokt preached that the recitation of Amida Buddha’s name was sufficient to attain
enlightenment.2s4 Patrons of Buddhist hair embroideries may have felt compelled to express this
union between their deceased wife or daughter and the Amida Buddha in more visual terms and

thus, began to incorporate their hair into images.

3.5.2 Hair in a Native Japanese Context

In Japanese legends, folktales, and myths, female hair was considered to have regenerative
properties. It was believed that female hair had the ability to attract the kami for both good and
evil purposes. For example, in 720, a sumptuary law was enacted which required all women under
40 years-old to tie up their hair since long hair was thought to entice spirits.2ss In medieval and
early modern Japan, women also donated their hair to temples to create human hair ropes. These

ropes had both a practical and religious function; they were used for construction projects at

253 On Chinese examples of hair embroidery in medieval and late imperial China, see Li, “Sensory Devotions: Hair
Embroidery and Gendered Corporeal Practice in Chinese Buddhism,” 355-74

254 Ten Grotenhuis, “Collapsing the Distinction Between Buddha and Believer: Human Hair in Japanese Esotericizing
Embroideries,” 884-86.

255 Gary L. Ebersole, “’Long Black Hair Like a Seat Cushion’: Hair Symbolism in Japanese Popular Religion,” in
Hair: Its Power and Meaning in Asian Cultures, eds. Alf Hiltebeitel and Barbara D. Miller (Albany: State University
of New York Press, 1998): 86.
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temples and also allowed women to acquire spiritual merit.2s6 The belief that female hair could
attract good fortune persisted even in the twentieth century, when, for example, Japanese women
sent locks of hair and created hair ropes for their sons and husbands at war to assure their safety.2s7

Female hair was also associated with wild and untamed energy in Japan. Disheveled and
unkempt hair, in particular, served as a sign of psychic turmoil or spiritual possession and was

even considered even dangerous. In a collection of poems from the Manyashi (J7 34E; 759), for

example, disheveled hair is associated with women crazed with love and wishing for their lovers’
return.2ss Patrons of Buddhist hair embroideries likely incorporated their own hair or the hair of
the deceased into images to transform this negative energy associated with female hair into
something positive. As Elizabeth ten Grotenhuis writes,

“since hair often suggests wild, untamed, sexual energy, its use in
embroideries can be seen as an attempt to control or transform that
‘negative’ power and to make the imperfect into the perfect. Hair,
signifying the human body, undergoes a purifying
metamorphosis... Thus, the distinction between Buddha and
believer collapses and they become one.”259

By incorporating women’s hair into embroideries, patrons attempted to disentangle the unruly
biological state of their loved one and figuratively merge them with the Buddha so that they could
attain salvation.

In the following sections, | will examine the circumstances in which hair embroideries were

created for and by women to understand the social and soteriological significance of hair in

256 The female hair ropes at Higashi Honganji are the most famous extant example. The temple collected the hair of
female patrons throughout Japan to create 53 ropes, the longest standing at 69 meters long. See Ebersole, “’Long
Black Hair Like a Seat Cushion’: Hair Symbolism in Japanese Popular Religion,” 75-104.

257 The Japanese Military and War Museum (Yishitkan 355 £§) within Yasukuni Shrine 5 [E 4t has many examples
of women’s hair donated to Japanese soldiers during the Sino-Japanese War and World War Il. The most famous
example is a rope of hair collected from 10,000 women. Ujiie Naoko FCHEL7- sent letters to women across Japan
asking for their hair and it took her one year to complete the project.

258 Ebersole, “’Long Black Hair Like a Seat Cushion’: Hair Symbolism in Japanese Popular Religion,” 95.

259 Ten Grotenhuis, “Collapsing the Distinction Between Buddha and Believer: Human Hair in Japanese Esotericizing
Embroideries,” 891.
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Buddhist embroideries. These examples reveal that only female hair was incorporated into
Buddhist images. When a husband or father commissioned a Buddhist embroidery, he used the
hair of the deceased woman. When a widow commissioned a Buddhist embroidery for her
deceased husband, she incorporated her own tonsured hair into the image in order to mark her
close association with her deceased husband. This shift in patronage practices from the Heian to
the Kamakura period, then, reflects changes in the status of women from one connected to their

lineage to that based on their husband’s household.

3.6 FEMALE RECIPIENT OF BUDDHIST HAIR EMBROIDERIES

Husbands and fathers who commissioned Buddhist hair embroideries were motivated by a
desire to help their deceased wives and daughters embody the Buddha in the afterlife. The Sand

and Pebbles (Shasekishii 1> A4; 1279-1283), a compilation of tales written by the Buddhist monk
Muji fE{E (1227-1312), as well as the Clear Mirror (Masukagami H54%; mid-fourteenth century),

a historical tale of the court during the Kamakura period, both describe the creation of Buddhist

hair embroideries for the memorial services of women.260 The waka poet, Fujiwara no Tameie
JR A28 (1198-1275), commissioned a Sanskrit seed-syllable hair embroidery for his daughter,

Tameko %5F (?-1263), who preceded him in death.261 Emperor Go-Uda 1% 5% K & (1267-1324)

260 The Shasekishii consists of ten books which discuss themes of Buddhist tale literature such as the power of dharani
and poetry, dangers to worldly attachment, and Shinto-Buddhist syncretism. For a study of this text, see Robert E.
Morrell, Sand and Pebbles (Shasekishii): The Tales of Mujii Ichien, A Voice for Pluralism in Kamakura Japan (New
York: State University of New York Press, 1985).

261 Fujiwara no Tameie is renowned for compiling two imperial poetry anthologies—the Shoku gosenshii (%t 1% 1524 ;
1251) and the Shoku kokinshii (%5t i 4 4;1265). Shasekishii Y944, in lwanami bunko %= (&, vol. 1-2 (Tokyo:
Iwanami shoten, 1943).
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also commissioned a Sanskrit seed-syllable embroidered image for his imperial consort,

Yiigimon’in ##%% 5% (1270-1307), on her one-year death anniversary in 1308.262 The Clear

Mirror claims that the emperor gathered Yiigimon’in’s hair from her combs to embroider this seed-
syllable and also copied the Lotus Sutra on the back of letters that she had written to connect
Yugimon’in’s body and soul with the divine.263

Both of these embroidered icons were likely images of the Sanskrit Seed-Syllable ‘A’ as a
majority of surviving Buddhist embroideries with Sanskrit seed-syllables depict this particular
syllable. The Sanskrit Seed-Syllable ‘A’ symbolizes Dainichi Nyorai and was linked to the deity’s
three aspects: beginning, universality, and emptiness.264 The ‘A’ syllable, as the first letter of the
Sanskrit alphabet represented the origin of all things and was believed to be the source of all sound.
The syllable also represented emptiness, like the letter ‘a’ in Greek, as it functioned as a negative
prefix in Sanskrit. Kikai was the first to discuss the benefits of meditating on the Sanskrit Seed-

Syllable ‘A’ (ajikan Br[“F-#1) in the Hizoki Fibis0 and, as the meditation practice developed into

a ritual sequence, images of the syllable became widely produced.z265 The Seed-Syllable ‘A’ is
frequently painted in gold for paintings on silk or paper whereas the seed-syllable is black and

stitched with human hair for embroideries. Furthermore, there are two iconographical types of A-

262 Imakagami; Masukagami 485 - #4485, in Kokushi taikei [E 58 K5%, vol. 21 (Tokyo: Yoshikawa kobunkan, 2007).
263 The Masukagami uses the term T FIFE D4 < LIZTJ  to describe how Emperor Go-Uda accumulated
Yugimon’in’s hair. See Imakagami; Masukagami. Aristocrats began transcribing scriptures onto personal letters
during the ninth century. The sutras could be written on the surface or reverse side of the loved one’s letter. The letter
was also sometimes distilled to make new paper and sutras were copied onto that material. Occasionally, the hairs of
the deceased were added into the paper during the distillation process. This was a method of connecting the deceased
with the divine, but also uniting two lovers who were separated by death. See Halle O’Neal, “Written Stupa, Painted
Sutra: Relationships of Text and Image in the Construction of Meaning in the Japanese Jeweled-Stupa Mandalas”
(PhD diss., University of Kansas, 2011), 227-228.

264 On the symbolic significance of the Sanskrit Seed-Syllable ‘A’ and meditation practices related to these images,
see Richard K. Payne, “Ajikan: Ritual and Meditation in the Shingon Tradition,” in Re-Visioning “Kamakura”
Buddhism, ed. Richard K. Payne (Honolulu: University of Hawai’i, 1998): 219-48.

265 Bogel, With a Single Glance: Buddhist Icon and Early Mikkyo Vision, 199-200.
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syllable icons based on whether the image is associated with the Diamond World Mandala or the
Womb World Mandala. For a Sanskrit Seed-Syllable A embroidery referring to the Diamond World
mandala, both the lotus pedestal and the syllable are depicted within a moon disk whereas for the
Womb World mandala, the lotus pedestal rests outside of the moon disk.z266

The Shingon Buddhist monk Kakuban #$% (1095-1143) expanded on Kiikai’s teachings

of the ajikan to argue that meditating on the Sanskrit Seed-Syllable ‘A’ also acquired
soteriological benefits such as the achievement of rebirth into the Pure Land and oneness with
Amida Buddha.267 Since visualization practices of the ‘A’ syllable required a level of literacy in

Sanskrit and an investment of time, wealth, and energy that was unattainable by non-elites,

commoners aimed to manifest these benefits by embodying the syllable. The Hojoki J7 L FE
written by Kamo no Chomei f5& 8 in 1212, for example, claims that the monk Rytigyo Fa&E

(1135-1206) from Ninnaji {-F15F copied the Sanskrit Seed-Syllable ‘A’ on the foreheads of
believers who passed away from the famines and natural disasters that struck the capital so that
they could attain rebirth.26s Mujii also wrote in the Zotanshii (3754, 1305) that one could acquire

the same benefits as visualizing the Sanskrit Seed-Syllable ‘A’ if their hair was incorporated into

an image of this syllable. 269

266 A majority of Sanskrit seed-syllable paintings and embroideries depict the seed-syllables within the moon disk.
The moon disk is another object used for meditation practices. See Ten Grotenhuis, “Collapsing the Distinction
Between Buddha and Believer: Human Hair in Japanese Esotericizing Embroideries,” 888-89.

267 Nakano Genzo 1% ¥ =, “Raigdzu ronsd: “raigdzu no bijutsu” sairon XG4 « [RHBXKOEN | FHim,”
in Hoho to shiteno bukkyo bunkashi: Hito mono iméji no rekishigaku 5515 & L COLEA/LR e v« - A
A — U DEFZE, eds. Nakano Genzd, Kasuya Makoto, and Kamikawa Michio (Tokyo: Benseishuppan, 2010), 184-
186.

268 Nara National Museum, Ito no mihotoke: kokuho tuzureori Taima mandara to shitbutsu: shiiri kansei kinen
tokubetsuten, 284.

269 Zotanshit HERSE, in Koten bunko 83 (Tokyo: Koten bunko, 1950), 347.
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Fujiwara no Tameie and Emperor Go-Uda incorporated the hair of their daughter and wife
respectively into Sanskrit Seed-Syllable ‘A’ embroideries to help them attain the same benefits as
meditating on this seed-syllable. During the Kamakura period, it was believed that one could
communicate with the deceased and attain their presence through corporeal remains. Hair, in
particular, was thought to possess the essence of the deceased and became a marker of their lost
presence.z27o At the end of Tameie’s dedicatory text to Tameko, he writes, “even after my tears dry,
my heart is filled with sadness to see the black hair of my own child.”271 The Sanskrit Seed-
Syllable ‘A’ embroidery created with Tameko’s hair, then, functioned as a reminder of her lost

presence and aimed to assure Tameie that his daughter achieved rebirth.

3.7 HOJO MASAKO’S BUDDHIST HAIR EMBROIDERY FOR MINAMOTO NO

YORITOMO

Kamakura-period women also incorporated their own hair into Buddhist embroideries and
dedicated such icons to their deceased husbands. One of the most famous Buddhist hair

embroideries is a Lotus Sutra mandala created by H6jo Masako 4t5REC7- (1156-1225) for her
husband, Minamoto no Yoritomo JifE ] (1147-1199), a year after his death. The Mirror of the
East (Azuma kagami ¥ 245%), a historical chronicle of the Kamakura government, records that,

on 1200.1.13, Masako held a lavish one-year memorial service for her husband, the founder of the

270 On the practice of venerating the bodily remains of the deceased and the religious justification for creating bodily
art, see Patricia Fister, “Creating Devotional Art with Body Fragments: The Buddhist Nun Bunchi and Her Father,
Emperor Gomizuno-o,” Japanese Journal of Religious Studies 27, no. 3 (2000): 213-238.

211 Shasekishii.
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Kamakura government (bakufu %%/fF), and provided many offerings including a painted image of

Shaka flanked by two attendants, six gold-leaf Lotus Sutra scrolls, five Mahayana Sutra scrolls,
and an embroidery depicting Sanskrit seed-syllables which incorporated Masako’s own hair from
when she took the tonsure after her husband’s death.272

The embroidery commissioned by Masako may be one of the rare examples in which both

the Kamakura-period material object and patronage record remain. Izusan Shrine & [Lif#tt

owns a Sanskrit Seed-Syllable Lotus Sutra mandala that is thought to incorporate Masako’s hair.
This mandala is actually a painting on silk; blue, green, and red pigment are used for the
background while gold paint and gold leaf is used for the many-jeweled pagoda in the center of
the lotus flower and vajras illustrated throughout the image. Instead of figural representations of
the Buddhas and bodhisattvas, Sanskrit seed-syllables are depicted to signify each deity of the
mandala. The forty-six seed-syllables are not written with black ink, but carefully stitched with
human hair. An inscription on the back of the Lotus Sutra mandala reads, “H6jo Masako dedicated
this mandala to Yoritomo. She used her own hair for the mandala to benefit Yoritomo in the

afterlife. This image is also the main icon of the Lotus Hall (Hokkedo i%%E %), It was restored by
the temple administrator, Teijaku &%, in 1848.” 273

One of the problems with claiming that the I1zusan Shrine Lotus Sutra mandala is the same

embroidery mentioned in the Mirror of the East is that the image’s current location does not match

272 The Azuma kagami was written between 1268 and 1301 to record the Kamakura administration’s policies and
legitimize Hoj6 rule. The text covers events from 1180 to 1266 and was compiled using a source of administrative
documents, correspondences, reports, house records, diaries, and literary narratives. Azuma kagami &3£#%, in
Kokushi taikei [E 5! &% (Tokyo: Yoshikawa kobunkan, 1995).

273 The inscription of the mandala is as follows, [FEfi{ATEHES AR - A —fil, A ICRPERIAE S KB
T EAIMERIE AR EIR B ZBLPTEE S AN, RANEEDZAREM, ST, T8 ERIE
ffi=z ] . See Ishida and Nishimura, Shizbutsu, 43.
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with where it was originally dedicated at the Lotus Hall. Nevertheless, Yoritomo’s earnest
devotion towards lzusan Shrine could explain why the mandala was bestowed here at a later date.
Yoritomo was a frequent visitor of lzusan Shrine from 1181 to 1197; he sponsored abbreviated
sutra readings of the Great Perfection of the Wisdom Sutra (Daihannya haramittakkyo R
HEE 1%, granted the Mamiya /& = estate to Izusan shrine’s landholdings, and, in 1197, donated
pillars to reconstruct one of the shrine’s halls which burned down in a fire.274 The mandala may
have been moved there after the Lotus Hall was destroyed or bestowed on the shrine during the

Meiji restoration due to the separation of Shinto and Buddhism (shinbutsu bunri #1457 #ff).275

Itis also difficult to confirm whether or not this mandala was dedicated by Masako because
the Mirror of the East does not specify the iconography of the textile. The record only states that

Sanskrit seed-syllables were depicted on the embroidery.276 The term aji [ %% can refer

specifically to the Sanskirt Seed-Syllable “A,” the first letter of the Sanskrit alphabet, but it was
also a term used in medieval documents to mean any Sanskrit seed-syllable which substituted for
a figural representation of a Buddhist deity. Although it is impossible to have conclusive evidence
that this Lotus Sutra hair embroidery was donated by Masako, the fact that the image has survived
without decay, unlike a majority of Heian- and Kamakura-period embroideries, indicates that it
was considered special and was safely protected for hundreds of years.

The location of Yoritomo’s memorial service, the genre of the hair embroidery, and the

priest officiating at the ceremony all served to express the political might of the H5jo family who

274 Nihon rekishi chimei taikei H AR 51 144 KR, s.v. “Izusan jinja {51404 (Tokyo: Heibonsha, 2000).

275 In 1868, the Meiji government enacted an anti-Buddhist policy that led to the closure of many temples, destruction
of Buddhist images, and confiscation of monastic land. In 1872, images of the Hokkedd were moved to other shrines
in the area due to this policy.

276 The Azuma kagami states | fi[5=—8f (LAEIZPTEEIbREZHZASHE.2) | . See Azuma kagami.
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became the successors of the Kamakura bakufu. Yoritomo’s memorial service deviated from
Heian-period precedent because Masako did not sponsor the ceremony where Yoritomo’s
patrilineal relatives were buried. Although Yoritomo constructed four other Buddhist temples in

eastern Japan, including the Shochojuin 5 Z5F¢, a mortuary temple for his father Minamoto no
Yoshitomo JiF5 (1123-1160), Masako deliberately chose to hold his memorial service at the

Lotus Hall which was constructed by Yoritomo in 1189 instead of at temples associated with his
patrilineal family277 She may have selected this Lotus Hall to honor Yoritomo’s personal religious
inclinations. It is believed that Yoritomo was devoted to the teachings of the Lotus Sutra during
his lifetime as he recited the Lotus Sutra daily for his father and once pardoned the life of a warrior
when he discovered that the man also followed the text’s teachings.278 Yet, these choices benefitted
Masako as well, as the Lotus Sutra offered a powerful message concerning the equality of men
and women in the afterlife and the ability of women to attain enlightenment. The Zen Buddhist

priest, Eisai <78 (1141-1215), who was selected to officiate the service, was also a close religious

figure in Masako’s life to whom she turned to many times for guidance after the death of both her
daughter and husband. 279

The Mirror of the East also records the quality of offerings, the quantity of mourners, and
the frequency in which Yoritomo’s memorial services were performed to express the strength of
the bakufu even after Yoritomo’s death. The record claims that Masako gave lavish gifts such as

silk, cloth, and gold dust to Eisai and the twelve monks who officiated the ceremony.2g0 These

277 This hall was originally called the Hall Containing Buddhas (Jibutsudo £#{4 %) but later became a center for Lotus
Sutra devotion and a mortuary temple for Yoritomo.

278 Martin Colcutt, “Religion in the Formation of the Kamakura Baukufu: As Seen through the ‘Azuma kagami,””
Japan Review 5 (1994): 55-86.

279 Masako held over a dozen meetings with Eisai after the death of her daughter and husband. She also held a
memorial service for her daughter’s betrothed husband at the Lotus Hall.

280 Azuma kagami.
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offerings were meant to act as payment for the memorial service, but the quantity of the goods was

also thought to have a positive impact on Yoritomo’s afterlife. Masako’s father, H6jo Tokimasa
Jb 4 RF B (1138-1215), who later controlled the bakufu as the first Hojo regent, attended

Yoritomo’s service along with a large number of daimyo who supported the Hoj6 clan. In addition
to Yoritomo’s memorial service held at the Lotus Hall, all temples and shrines in the surrounding
provinces—Suruga, lzu, Sagami, and Musashi—were ordered to conduct a service for Yoritomo on
that day and perform meritorious acts in order to accrue merit for the late shogun and bolster the
sovereignty of the bakufu. 2s1

Sources such as the Tensho K IE version of the Chronical of Great Peace (Taiheiki A~

i#iC) show that, even when hair of a deceased husband was available, widows incorporated their
own tonsured hair into Buddhist images to display their grief and loyalty towards their husbands.2s2

In this text, the unnamed wife of Emperor Go-Daigo 1% 2k & (1288-1339)’s advisor, Hino
Toshimoto H Epf2JE (?-1332), created a Descent of Amida Triad hair embroidery for the forty-

ninth day memorial service of her husband who was executed for plotting against the Kamakura
bakufu.283 Before his execution, Toshimoto cut off a lock of his hair and sent it to his wife in the
capital as a memento, so even though Toshimoto’s wife already possessed her husband’s hair, she
chose to incorporate her own hair into the Buddhist image to memorialize her husband.
Kamakura-period women like Masako not only incorporated their own hair into

embroideries, but also within Buddhist sculpted images to memorialize deceased relatives. Two

281Azuma kagami.

282 This historical epic concerns the demise of the Hoj6 shoguns and Emperor Go-Daigo’s reassertion to the throne
from 1319 to 1367.

283 There are multiple versions of the Taiheiki. The story concerning Toshimoto’s wife creating an embroidery is only
featured in the Tenshd version. See Taiheiki K V-7, in Shinpen Nihon koten bungaku zenshit 7w B A i #3054
4 (Tokyo: Shogakukan, 1998).
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locks of hair and a dedicatory text were discovered inside Shuzenji {&# <% s Dainichi Nyorai
statue; a wooden sculpture thought to have been commissioned to memorialize Masako’s son,
Minamoto no Yoriie J5#H%(1182-1204). These locks of hair were scientifically tested to show
that they belonged to two different women—one with blood type O and the other with blood type
B. Since the blood type of one of the donors matches the blood type of the woman’s hair
incorporated within Izusan Shrine’s Lotus Sutra Mandala embroidery, scholars suggest that
Masako is one of the patrons and Yoriie’s wife, Tsujidono it %, is the other.2s4 Tsujidono received
the tonsure on 1210.7.8, about fifty days before the Dainichi Nyorai image was completed by the
sculptor Jikkei 5 B (1117-1207) on 8.28.285 Since it likely took two months or so to complete the
statue, Yoriie’s wife is thought to be the second donor. These examples indicate that incorporating
hair into Buddhist images enabled women to attain social and spiritual merit for themselves that
was independent from their husband’s soteriological needs. In the following section, I will consider
two theories as to why the patronage practices of Buddhist embroideries became a female-

dominated practice in the thirteenth century.

3.8 BUDDHIST HAIR EMBROIDERIES REFLECTING THE NEW ROLE OF

KAMAKURA-PERIOD WOMEN

The rediscovery of the Taima mandara in 1212 is considered the event that ushered in the

widespread production of embroidered Buddhist images by women. As will be discussed in

284 Collcutt, “’Nun Shogun’: Politics and Religion in the Life of H5j6 Masako (1157-1225),” 180.
285 Nara National Mseum, Tokubetsuten Josei to Bukkya: Inori to Hohoemi, 252.
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Chapter Four, Shokt discovered the four-hundred-year-old Taima mandara, which was a woven
tapestry most likely originating in China. He was so impressed by the lavish visual expression of
the Pure Land that he requested artists to copy the imagery in case the mandara was destroyed by
fire and disseminated thirteen facsimiles to Pure Land Buddhist temples so that the image could
be venerated outside of Taimadera.2ss While the iconography was easily replicable in painting, the
specific weaving technique used to create the Taima mandara was long lost by the early thirteenth
century. Devotees, thus, attempted to replicate the tapestry through embroidery instead.

At the same time, legendary origin stories began to appear concerning a young

noblewoman, Chaijohime F[HifE (753?-7817), and her involvement in the creation of the Taima

mandala. Literary and pictorial works, such as the Records of an Imperial Pilgrimage of the

Kenkyu Era (Kenkyi gojunrei kei % A 12 & 4L 5C; 1191) and the Handscroll Concerning the
Origin of the Taimadera Mandala (Taimadera mandara engi emaki & ik <F = X fEix L i K,

mid-thirteenth century), claim that a manifestation of Kannon appeared to Chiijohime and wove
the mandala of lotus threads for her overnight. After Chiijjohime contemplated this image, she
successfully attained rebirth in the Pure Land. Aristocratic women and nuns commissioned Taima
mandara textiles from the late thirteenth-century onward in an attempt to emulate the practices of
Chijohime and attain merit in the afterlife.2s7

Kamakura-period women may have also taken an active role in commissioning Buddhist

embroideries due to the reorganization of the family structure as women were now identified with

286 Fujisawa Takako fE{%F4% 1, "Kamakura jidai ni okeru taima mandalazu no juyd: juydsou, kaenrituzo amida raigd
nado S B RFRICISIT D EIRZ X OZ R —ZKE » TRILGITIRFE R 22 & — " Bukkyo geijutsu 328
(2013): 25-80.

287 For a list of these patrons who commissioned reproductions of the Taima mandara during the Kamakura period,
see Fujisawa, "Kamakura jidai ni okeru taima mandalazu no juyd: juydsou, kaenrituzo amida raigd nado," Bukkyo
geijutsu 328 (2013): 45-50.

118



their husband’s household rather than their natal family.2ges Since widows could no longer rely on
their patrilineal families for inheritance and economic security, memorial services became
platforms for them to mark themselves as heirs of their husband’s property. This shift in family
structure is reflected in how memorial services were performed and where women were buried.
Yiigimon’in who received a Buddhist hair embroidery from her husband, for example, was not
buried with her patrilineal family like other Fujiwara women but at the Imabayashi Mausoleum

(Imabayashi no misasagi 4 #K[#%) where Emperor Go-Uda’s father and mother were buried, thus

linking her to her husband’s royal family.289

Kamakura-period widows often took the tonsure after their husband’s death to display their
loyalty towards their husbands and secure his inheritance.290 This action, in theory, removed
women from the sexual economy and signified their role as the primary inheritor of their husband’s

property and even authority. Women who became nuns received a widow’s portion (goke bun %
5247) and controlled their son’s property until he reached adulthood. They were prohibited from
remarrying and were required to demonstrate full devotion to their husband in the afterlife or
surrender their husband’s property rights to his children. The Goseibai shikimoku (f#1 =X H;

1232), a legal code for Kamakura warriors states, “as long as a widow has received the husband’s

288 On the inheritance rights of women during the Kamakura period, see Jeffrey P. Mass, Lordship and Inheritance in
Early Medieval Japan: A Study of the Kamakura Soryé System (Stanford: Stanford University Press, 1989), 49; Hitomi
Tonomura, “Women and Inheritance in Japan’s Early Warrior Society,” Comparative Studies in Society and History
32, no. 3 (1990): 592-94.

289 The Imabayashi mausoleum is located to the east of Shorydji {E7R=F in Kyoto. On 1307.3.25, the day after
Yiigimonin’s death, her body was taken here and cremated. On the 26w day, Emperor Go-Uda took the tonsure and
built a Lotus Sutra Hall in her memory. Nihon jinmei daijiten H A A4 KEEEL, s.v. “Yagimonin #2558 9/52.” (Tokyo:
Kodansha, 2001).

200 Medieval Japanese widows rarely shaved off their hair but cut it to shoulder length or longer to represent their
renunciation of this world. See Katsuura Noriko, trans. Virginia Skord Waters, “Tonsure Forms for Nuns:
Classification of Nuns according to Hairstyle,” in Engendering Faith: Women and Buddhism in Premodern Japan,
ed. Barbara Ruch (Ann Arbor: Center for Japanese Studies, University of Michigan, 2002).
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property, she should devote herself exclusively to praying for his afterlife. Should she quickly
forget chastity and remarry, the deceased husband’s bequest should pass to his children.” 201
Buddhist embroideries incorporating a widow’s hair like Masako’s Lotus Sutra mandala
embroidery, then, served as a costly and deeply personal marker of her devotion to Yoritomo after
death.

Although many women like Masako took the tonsure in the Kamakura period after their
husband’s death, this action did not necessarily mean that they renounced the world and
sequestered themselves in convents. Widows occasionally resided in nunneries to devote their lives
to praying for their deceased husbands, but more often than not, they continued to have sexual
liaisons and enjoyed very public lives. Masako continued to remain heavily involved in political
affairs after her husband’s death. For example, even though her son, Yoriie, was appointed shogun

in 1202, Masako exiled him to Shuzeniji, appointed her second eleven-year-old son, Sanetomo 3=
B (1192-1219) as shogun, and governed through him as a surrogate.292 In this way, Masako

exercised total control over her sons and subsequent shoguns.

Under these social conditions during the Kamakura period, when the primary method for
women to attain power was to demonstrate loyalty to their deceased husbands, Buddhist hair
embroideries served as powerful symbols. Hair embroideries functioned as visual markers that a
widow was her husband’s primary mourner. Furthermore, the image served as a contract binding
the widow to his inheritance. When considering Masako’s Lotus Sutra mandala within this socio-

political lens, the hair embroidery represents Masako’s capacity to serve as Yoritomo’s proxy on

201 Tonomura, “Women and Inheritance in Japan’s Early Warrior Society,” 602.

292 Masako’s elder son, Yoriie, turned against his mother and favored the advice of his wife’s family, the Hiki Fb4i
clan. This is why Masako preferred the rule of her younger son, Sanetomo. Collcutt, “’Nun Shogun’: Politics and
Religion in the Life of Hojo Masako (1157-1225),” 174.
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earth and displayed her right to rule in his stead. Buddhist hair embroideries, then, were not simply
about merging oneself with the divine, but were powerful tools used by women for social and

political advancement in this life.

3.9 CONCLUSION

By examining Heian- and Kamakura-period records, this chapter sheds new light on the
female recipients and patrons of Buddhist embroideries and considers their ritual function as well
as the soteriological significance of these images. During the Heian period, Buddhist embroideries
were commissioned for the memorial services of royal mothers to reinforce the prestige of the
Fujiwara clan and aid these women in attaining auspicious rebirths. The development of hair
embroideries in the Kamakura period, however, can be understood as a unique female innovation
which benefitted women both in this life and the afterlife. By sewing their tonsured hair into
Buddhist embroideries, widows marked themselves as the main benefactors and inheritors of their
husband’s property and also literally and figuratively merged themselves with the body of the
Buddha. In this way, Buddhist embroideries enabled women to subvert religious doctrine
concerning the impurities of their sex and form a bond with the Buddha.

This chapter takes medium and materiality as central questions to offer a gendered
approach to the study of Buddhist visual culture. Embroidered Buddhist images, as we have seen,
were considered more auspicious than painted Buddhist images due to their time-consuming
production and the costly material of silk. Materials such as silk and hair also had certain symbolic
associations in medieval Japan that, when incorporated in Buddhist images, transformed the

meaning and reception of the work. Buddhist textiles were considered ideal offerings for and by
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women because embroidering and sericulture were considered virtuous female activities. Female
hair was also associated with regenerative properties, the ability to attract deities, and bring good
fortune. By focusing on the materials in art, then, we are able to reconstruct the reception of these
images and the social implications that these works accrued in their cultural context.

As will be explored in Chapter Four, Buddhist hair embroideries were frequently created
in the subsequent Muromachi and Edo periods, but their function shifted from a private memorial
object to an image marking a collective identity. By the sixteenth-century, it was not unusual for
commoners, regardless of gender, to donate a few strands of hair or make a stitch or two in
embroideries at a local temple to attain merit. For example, a hair embroidered Taima mandara
from 1692 includes an inscription that 8,963 people donated strands of hair to incorporate their

matter in a devotional work that would be displayed on the walls of Shohanji £ 57 in Miyagi

Prefecture.293 Buddhist hair embroideries, then, became a vital tool for social cohesion. These
images united a community of Pure Land Buddhist believers, particularly in rural areas, who
lacked the means and opportunities to see lavish paintings of the Amida Buddha in person near the
capital. While this study examines a sample of primary records, |1 am hopeful that more sources
concerning the production and dedication of embroideries can be discovered in temple records.
These documents can potentially flesh out the ritual function surrounding devotional embroideries
and may even restore the identity of the patron, even another name or two, back into these sacred

objects.

203 From 1678 to 1692, a monk named Kiinen Z=2x created sixty-nine large-scale hair embroideries for temples across
Japan. A majority of these images were of the Taima mandara but some consisted of the Buddha’s scene of Nirvana
(Nehanzu 72#%[X)) and Descent of Amida and Twenty-Five Bodhisattvas embroideries (. F ¥ pEk0K). See
Chapter Four.
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4.0 THE CHUJOHIME CULT AND THE VENERATION OF HER BODY IN EARLY

MODERN EMBROIDERIES

4.1 INTRODUCTION

This chapter examines Buddhist hair embroideries attributed to a legendary eighth-century
woman named Chajohime H {4 (753?-7817) in order to understand how these textiles became

central to establishing and expanding her cult.294 Chiijohime, or Princess Chiijo, is thought to have

become a nun at Taimadera % JFk =¥ and achieved rebirth in Amida Buddha’s B[ 9REE (Sk.
Amitabha) Pure Land by commissioning the Taima mandara % Jif= 555 textile. There is no

surviving literary source that claims that Chiijjohime incorporated her own hair into embroidered
images of the Buddha, yet over a dozen pre-modern textiles survive in temples and shrines across
Japan with inscriptions located on their backs attributing her as their creator (Appendix D). After
examining these inscriptions, which describe the creator, donor, and use of these embroideries, |
argue that this group of Buddhist hair embroideries attributed to Chaijohime served the distinct
purpose of furthering her cult and transforming ideas concerning the impurity of the female body.

Furthermore, I show that the images attributed to Chtjohime were used in picture recitation

204 The term “cult” here is used in a similar manner as Kevin Carr’s use in his analysis of veneration practices related
to Shotoku Taishi BE{E K1~ (574-622). Carr defines a cult in medieval Japan as a “constellation of devotional
practices, material culture, and shared narrative communities.” Buddhist cults of Shotoku Taishi an Chiijohime heavily
relied on images to proselytize teachings. Furthermore, the collective identity of worshipers frequently transcended
sectarian, class, and even geographical boundaries. See Kevin Carr, Plotting the Prince: Shotoku Cults and the
Mapping of Medieval Japanese Buddhism (Honolulu: University of Hawai’i Press, 2012), 6-7.
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performances (etoki #2fi# ), displayed in temple exhibitions (kaicho BHE), and incorporated in
reenactment rituals of Chiljohime’s rebirth into Amida’s Western Paradise (mukaeko 1 % 5%).295

The veneration of Buddhist hair embroideries associated with Chajohime in the sixteenth
century coincided with the widespread proselytization of the Blood Bowl Sutra (Ketsubon kyé Ifi.
#:#%), a religious text that claimed the female body was polluted and that women required
monastic intervention to be saved from their impending fate in the Blood Hells.296 | argue that
temples associated with Chiijohime used hair embroideries attributed to her in rituals to counter
the popularization of this sutra. Moreover, Buddhist monks and nuns encouraged female devotees
to replicate Chajohime’s practices of incorporating hair into Buddhist images as a method of
attaining enlightenment and a connection (kechien #&#%) with the Buddha.

After examining beliefs concerning the defilement of the female body in the early modern
period, | will discuss how the Blood Bowl Sutra transformed ideas concerning female piety, and
ultimately altered stories about how Chiijohime attained enlightenment. While older stories such
as the Taimadera ryitki 4 <7 ¥ 5t (1231) and images, such as the mid-thirteenth century
Illustrated Story of the Miraculous Origin of the Taima mandara handscroll (Taima mandara engi
emaki X4 bk 2 ZE R A2 R), assert that Chiijohime attained enlightenment through meditation
and the renunciation of the female body, beginning in the sixteenth century, this noblewoman’s
rebirth was credited to her active involvement in the creation of Buddhist images. The second part

of this chapter will examine the iconography and materiality of Chajohime’s hair embroideries to

295 There are many terms used to describe this reenactment ritual into the Western Paradise including the raigoe %31
2, the nerikuyoshiki 3 =X, and the nijiigo bosatsu mukaeké hoe .~ T EREHHEZ. In this chapter, | will
refer to this ritual as the mukaeko ceremony.

206 The Ketsubon kyo has also been translated to English as the Blood Pool Sutra.
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support my theory concerning their ritual use and religious significance. Finally, I will discuss
concurrent Pure Land Buddhist ritual practices to consider how and why both female and male

believers began to imitate Chiijohime by creating their own embroideries with human hair.

4.2 THE BLOOD BOWL SUTRA AND DEFILEMENT OF THE FEMALE BODY

The practice of venerating hair embroideries attributed to Chtjohime became prevalent
around the late sixteenth century when beliefs concerning the Blood Bowl Sutra spread to Japan
and added another hinderance to female salvation. Founders of pre-modern Buddhist sects, such

as Honen {£%X (1133-1212) and Shinran 1 (1173-1263), had long preached the Lotus Sutra,

the Five Obstacles, and the Three Hindrances to justify the impurity of women.297 By the sixteenth
century, however, the Blood Bowl Sutra added a physiological impediment to female salvation, as
this text claimed that women could not attain enlightenment alone but had to rely on monastic
intervention through rituals to save them from their impending destinies in the Blood Hells.

The Blood Bowl Sutra originated in China at the end of the twelfth century and was
circulated in Japan around the early fifteenth century.298 This sutra discusses the arhat Mokuren’s

H i# (Ch. Mulian Sk. Maudgalyayana) journey into the fiery hells to rescue the soul of his mother.

Mokuren discovers his mother in hell among a group of women drowning in a pool of blood. The

demon guardian explains to the horrified Mokuren that these women are destined to drink the

297 For a discussion on the Lotus Sutra, the Five Obstacles, and the Three Hindrances and its connection with female
soteriology see the Introduction.

298 Momoko Takemi, “’Menstruation Sutra’ Belief in Japan,” Japanese Journal of Religious Studies 10, no. 2 (1983):
236-239.

125



blood of the Blood Pool Hell for all of eternity as retribution for defiling the earth with parturitive
and menstrual blood.299 In the Blood Bowl Sutra, the female body is perceived as inherently
deplorable because, if women’s blood touches the earth, it contaminates the earth god and if
women wash their blood-stained garments, they pollute water used for the Buddha’s offerings.300
According to this sutra, then, regardless of whether or not women had children, they were destined
to desecrate and anger the gods due to their inherent physiology.

By the sixteenth century, the Blood Bowl Sutra was central to the teachings, sermons, and

rituals of the Shin Pure Land 7% 1 E.5% and S6t6 Zen & [ sects of Buddhism. In Shin Buddhist

devotional hymns, women chanted about the inescapable Blood Hells while in S6t6 Zen funerary
rites for women, copies of the Blood Bowl Sutra were placed in coffins as it was believed that the
sutra functioned as an amulet to protect the souls of deceased women in the Blood Hells.so1

Buddhist priests from temples such as Chiigtiji & <F in Tateyama performed rituals that involved

throwing copies of the Blood Bowl Sutra into the river to save the souls of women. This ritual was

b b

also depicted in hell paintings such as the Tateyama mandara 37 [LI= 45 % in which priests are

illustrated tossing sutras into the Blood Pools filled with drowning women.so2

Blood pollution was also considered a serious threat to the purity of sacred mountains and

became another justification for nyonin kekkai %z N\ 5, the exclusion of women from holy sites.

209 At least sixteen versions of the Blood Bowl Sutra circulated in Japan. The blood pools described in Chinese and
early Japanese versions of the Blood Bowl Sutra initially only contained partiruitive blood. By the seventeenth century,
however, menstrual blood was also added to this polluted category. Ibid.

300 The Blood Bowl Sutra was also used in Chinese Daoist practices and the earth god described here refers to a Daoist
deity who later became popular in Japan. Yoshioka Yoshitoyo i [if] 3 &, Dokyo kenkyu 18 ZiHF 7% (Tokyo:
Shoshinsha, 1965), 132-138. For an English translation of one of the versions of the Blood Bowl Sutra, see Duncan
Rytiken Williams, The Other Side of Zen: A Social History of Soto Zen Buddhism in Tokugawa Japan (Princeton:
Princeton University Press, 2005), 125-28.

301 Bernard Faure, The Power of Denial (Princeton: Princeton University Press, 2003), 76-77.

302 Caroline Hirasawa, Hell-bent for Heaven in Tateyama Mandara: Painting and Religious Practice at a Japanese
Mountain (Leiden; Boston: Brill, 2013), 123.
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Since the early Heian period, women were prohibited from entering sacred pilgrimage sites, such
as Mt. Hiei tbaX L and Mt. Koya = #7111, because they were considered beings with heavy karmic
burdens and possible temptresses to the celibate monks who lived on these mountains. The tenth-

century Kanke bunsé & % 3L ¥, a collection of writings by Sugawara no Michizane *& JF & &

(845-903), offers proof that women were forbidden from visiting temples like Enryakuji ZE/&=F

on the summit of Mt. Hiei, and legendary tales discuss the punishments dispensed from the gods
to women who disobeyed these commands.303 The twelfth-century Tales of Times Now Past

(Konjaku mmonogatarishii 5 & W)FE4E), the late twelfth-century Hieizan ryakki teaX L& EE, and
Japan’s First Comprehensive History of Buddhism (Genké shakusho 7T 5 R ; 1322), for

example, all include stories concerning a nun named Toran who believes that the concept of nyonin
kekkai did not apply to her because of her magical abilities. When Toran attempts to ascend to the
top of a sacred mountain, she turns into stone.sos In later versions of the tales of Toran, however,
Buddhist monks order the nun to leave the sacred mountain simply due to blood pollution.sos The
Blood Bowl Sutra, then, added a physiological justification for the exclusion of women from sacred
spaces.

The Blood Bow| Sutra also furthered the belief that women’s pollution was not a temporary
state during menstruation or childbirth that could be eradicated after a period of time, but rather a
permanent and continuous form of defilement that endangered the purity of all Buddhist sites. The

illustrated tale from the Karukaya (X% ca. 1596-1615) describes an incident in which the

303 Nishiguchi Junko 75 [1JiE¥-, Onna no Chikara: Kodai no Josei to Bukkyo % D77 : &4k & (L% (Tokyo:
Heibonsha, 1987), 116-119.

304 For further discussion on the legend of Toran, see D. Max Moerman, Localizing Paradise: Kumano Pilgrimage
and the Religious Landscape of Premodern Japan (Cambridge: Harvard University Press, 2005), 203-208.

305 Barbara Ambros, Women in Japanese Religions (New York: New York University Press, 2015), 89.
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postmenopausal mother of Kiikai 22 (774-835) unexpectedly begins to menstruate upon entering

the sacred mountain of Mt. Koya. In this account, Kiikai’s eighty-three-year-old mother vows to
visit her son at the Shingon Buddhist headquarters that he constructed on the summit of Mt. Koya.
During her ascent up the mountain, the ground shakes and lightning strikes, nevertheless, she
persists. When Kiikai discovers his mother on top of the mountain, he urges her to return back, but
his mother argues that she is exempt from menstrual pollution due to her postmenopausal state. At

that moment, Kiikai takes off his seven-paneled surplice (kesa Z2%%), places the garment on the

ground, and asks his mother to step over the sacred object. His mother “boldly stepped across,
whereupon the blood of her monthly obstruction began to fall in tiny drops. It had ceased when
she was forty-one, but now, at the age of eighty-three, it began anew. The kesa burst into flame
and flew up into the sky.”306 This story among other sources perpetuated the belief that a woman’s
defiled state could never be wholly eradicated.

Itinerant nuns of Kumano, referred to as Kumano bikuni RE# bk - JE, preached the Blood

Bowl Sutra to a primarily female audience and popularized this sutra’s teachings. Located near the
Kii peninsula, Kumano was a popular pilgrimage site that welcomed female believers. Kumano
bikuni performed picture recitation rituals along the pilgrimage routes as well as at religious
festivals in surrounding temples and shrines to raise funds for temple constructions. These itinerant
nuns used a wide array of literary and pictorial sources as tools for their teachings including the

Nachi Pilgrimage Mandala (Nachi sankei mandara Il 38 5 %% #), the Blood Bowl Sutra, the

306 Portions of the Karukaya tale have been translated into English. See Keller Kimbrough, Preachers, Poets, Women,
and the Way: Izumi Shikibu and the Buddhist Literature of Medieval Japan (Ann Arbor: University of Michigan,
2008), 202-205.
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Blood Bowl Sutra engi (Ketsubon kyé engi 1fil Z&#%#%kc), and the Origins of Kumano (Kumano no
honji AEHF DA ).
The Kumano Heart Visualization and Ten World Mandala (Kumano kanshiin jikkai

mandara REEF &)L+ S = 45 ##), though, which survives today in considerable numbers was

likely the most common tool for proselytization.so7 This complex mandala depicts numerous
female hells including the aforementioned hell for parturition and menstrual blood where women
are illustrated drowning in pools of blood, a hell for barren women in which women are forced to
dig out bamboo shoots with flimsy candlewicks, and a hell for jealous women where women are
half-transformed into snakes.3os The Kumano nun’s proselytization, no doubt, caused fear and
panic among its audience and promoted the belief that women’s only escape from these hells came
from monastic intervention. As the Buddha explains to Mokuren in the Blood Bowl Sutra, women
can only be saved from these hells if they “respect the three treasures of filial piety, call on
Mokuren, hold a Blood Pool Liberation service, hold a Blood Pool Feast, read sutras, commission
an esoteric ceremony, then, make a boat and float it off.”’309

The irony of the Kumano itinerant nuns’ teachings has not escaped scholars; although

Kumano was one of the few sacred mountains that welcomed women and, as Hagiwara Tatsuo

307 Extant examples of the Kumano Heart Visualization and Ten World Mandala have fold lines which indicate that
these paintings were not mounted like a hanging scroll but were carried along in traveling cases. These Kumana
mandalas must have also been frequently used because most surviving examples are incredibly worn. See Barbara
Ruch, “Woman to Woman: Kumano bikuni Proselytizers in Medieval and Early Modern Japan,” in Engendering
Faith: Women and Buddhism in Premodern Japan, ed. Barbara Ruch (Ann Arbor: University of Michigan, 2002),
566-575.

308 For an extensive visual and iconographical analysis of the Kumano Heart Visualization and Ten World Mandala,
see Kuroda Hideo 22/ H 1%, Kaiga shiryé de rekishi o yomu #21H SUEHCHE S & 3% (Tokyo: Chikuma shobd,
2004), 177-216.

309 This is an excerpt from an English translation of the Bussetsu Mokuren shokyo ketsubon kyo 1A H 38 1 210 22
#%, an undated woodblock print example of a Blood Bowl Sutra discovered from Sokenji 7% <F in Niigata Prefecture.
Takemi, “’Menstruation Sutra’ Belief in Japan,” 230-232.
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notes, the pilgrimage site enabled a religious discourse “by and for women” to flourish, this site
further solidified women’s dependence on men.si0 Max Moerman writes, “the liberative qualities
of the [Kumano bikuni’s] discourse remains questionable. As the headquarters of women who
preached to women the terms of their iniquity, the place of women’s religious freedom was also,
paradoxically, the place of their bondage.”311 Through constant reminders of their inescapable
corporeal impurity, female pilgrims were taught that the requirements for achieving salvation were
different for women. Pure Land Buddhist priests preached that men could attain rebirth simply by
chanting Amida Buddha’s name, but this was not enough to assure women’s salvation in the Pure
Land; women had biological hindrances that impeded their path towards enlightenment. The
popularization of the Blood Bowl Sutra, then, promoted the belief in women’s inferior physical
nature, reinforced the ban of women in Buddhist activities and sites, and required women to depend

on monastic institutions for deliverance.

4.3 CHUJOHIME AS A SAINTLY WOMAN

The problem of female salvation was discussed as early as the Heian period in Japan, but
the methods offered to mitigate these concerns shifted through time. Images and tales concerning
Chajohime reflect the changes in these strategies to bypass ideas and doctrines that problematized
the female body and women’s enlightenment. While Kamakura-period texts and images simply

discuss Chijohime’s involvement in commissioning the Taima mandara tapestry, stories and

310 Hagiwara Tatsuo #kJ5UEE . Miko to bukkyoshi: Kumano bikuni no shimei to tenkai NE#z &AL« RERFLE B
Offifin & JEBR (Tokyo: Yoshikawa kdbunkan, 1983), 38-50.
311 Moerman, Localizing Paradise, 231.
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paintings from the Muromachi period onward include scandalous details of her earlier life. In tales
from the fifteenth century and beyond, Chajohime suffers from physical ailments as a karmic
consequence of her sexual transgressions, yet still attains enlightenment through her religious
labor. These stories of Chtijohime’s sufferings became widespread and were recited on pilgrimage

routes, compiled in anthologies of tales known as otogizashi #EMI & 7-312, performed in Noh &E

theatre-plays, and proselytized at temples through picture recitation performances.sis Buddhist
hair embroideries attributed to Chiijohime gained popularity at this moment when this saintly
woman was transformed within the popular imagination into a “fallen woman.”

The carliest texts and images concerning Chiijohime did not originate during her lifetime

but emerged some four hundred years later. The Kenkyi gojunrei ki (:AMEHKALFLE; 1191), a

record of imperial pilgrimages that took place during the Kenky era (1190-1198), was written by
the Kofukuji ##%<F monk Jitsuei 524X, and is the earliest known manuscript to mention an

unnamed female donor involved in the miraculous creation of the Taima mandara.si4 The earliest

visual account of Chujohime is the mid-thirteenth century lllustrated Story of the Miraculous

312 Otogizoshi 1S a literary genre of short stories written from the fourteenth to the seventeenth century. The common
features of this genre are that these texts originate from an oral tradition and that they were used for both entertainment
purposes and moral instruction. See Tokuda Kazuo f#H F1K, Otogizoshi kenkyi N -1F%% (Tokyo: Miyai
shoten, 1988), 523.

313 For a list of literary, theatrical, and visual sources concerning Ch@ijohime, see Monica Dix, “Writing Women into
Religious Histories: Re-reading Representations of Chiijohime in Medieval Japanese Buddhist Narratives” (PhD diss.,
University of British Columbia, 2006), 291-302.

314 Texts from the Kamakura period that mention a female patron involved in the creation process of the Taima
mandara are listed below in chronological order: Kenkyii gojunrei ki /A A3&4LFE 1191, Taima mandara chitki &
R S5/ RC 1223, Taimadera ryiiki 4R35t 1231, Taimadera konryii no koto & FR=FEE ST 5 1237, Kokin
mokurokusho 4 H &%) 1238, Yamatokuni Taimadera engi K e & BRIFFAL 1253, Kokin chakumonshii 154 3
14 1254, Shishu hyakuin enshii FASE 5 K46 1257, Washii Taimadera gokuraku mandara engi F 2 R FFREE
SRR 1262, Zokukyo kunsho fEZ)1HP 1270, Tohazugatari & 13374372 0 1290, Ippen hijirie —#mEE#% 1299,
and Genko shakusho & FHR&E 1322. The female patron is referred by name for the first time in the Ippen Hijiri-e
where she is called the Princess-Consort Chiijo (Chitjo no kisaki "FD14c). See Elizabeth ten Grotenhuis, “The
Revival of the Taima Mandala in Medieval Japan” (PhD diss., Harvard University, 1980), 154-55.
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Origin of the Taima mandara handscroll (Taima mandara engi emaki X4 J# = 2% fEfx L 4425 from
the Komyoji Jt:# =¥ temple collection. Accompanied by six pictorial sections, the text of the scroll

explains that a young woman named Chaijohime wished to envision the Amida Buddha in human
form. As Chiijohime meditates, Amida Buddha, disguised as a nun, appears to her and instructs
her to gather one hundred loads of lotus stems, spin the fibers into threads, and dye these threads
into the five Buddhist colors of blue, black, white, red, green, and yellow. Chiijohime orders a
group of conscripted laborers to complete these tasks and subsequently, the bodhisattva Kannon

#l& (Ch. Guanyin Sk. Avalokite$vara) appears disguised as a nun and weaves the dyed lotus

threads together to create the Taima mandara tapestry overnight. The next morning, the two
transfigured nuns reveal their identities as the Amida Buddha and the bodhisattva Kannon to
Chijohime and explain the significance of the Taima mandara’s iconography. They claim that the
mandara is a visual representation of the glories of Amida’s Pure Land and preach that all beings
can attain rebirth by visualizing its formal features. The handscroll concludes with an image of
Chajohime diligently contemplating the Taima mandara as Amida Buddha and a crowd of dancing
bodhisattvas descend from the Pure Land to welcome her into the Buddha’s paradise.

Scholars have not been able to identify the historical persona of Chiijohime and most likely,
she is a legendary figure meant to stand-in as a Japanese model for the Indian Queen Vaideht (J.

Idaike E247) from the Contemplation Sutra (Kanmuryoju kyo #185 §:37#%).315 The narrative of

315 Scholars have four theories concerning the historical model for Ch@ijohime, yet none have been proven as factual.
One theory holds that Chiijohime refers to the daughter of the nobleman, Fujiwara Toyonari #&J5 5 5% (704-765),
while another theory claims that she is the wife of Toyonari, named Momoyoshi 5 #E (720-782), who commissioned
a sculpture of Amida Buddha for the benefit of her husband, her mother, and her father at Kofukuji. A third theory
states that she is Taima no Yamashiro ‘& it |L17¥, the daughter of Taima Mahird & JFkE. A\ % who later married Prince
Toneri 4 ABiE (676-735) and gave birth to the future Emperor Junnin 7#{— K & (733-765). For the fourth theory,
scholars argue that she is Akirakeiko B-7- (829-900), who married Emperor Montoku 3C{# K &£ (826-858) and gave
birth to Empero Seiwa j# fi1 K & (850-878). Akirakeiko was a fervent supporter of Enchin ¥ (814-891), a Tendai
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the Contemplation Sutra is depicted in eleven vertical scenes on the Taima mandara’s left panel
and as monks from Taimadera explained to viewers how Queen Vaidehi achieved enlightenment,
a Japanese version of this saintly woman likely emerged.si6 In the Contemplation Sutra, Queen

Vaidehi is imprisoned by her son, Prince Ajatasaru (Ajase P/ fit), for thwarting his plans of
murdering his father and taking his place as king. The historical Buddha, Shaka fR:i (Sk.

Sakyamuni), sends two monks to Queen Vaidehi in prison who help her attain deliverance through
sixteen meditations of Amida’s Pure Land that include contemplating physical details such as the
jeweled trees and the lotus ponds of this Western Paradise as well as the body of the Amida Buddha
himself.317 The tales of Chiijohime and Queen Vaidehi are similar in that both women attain rebirth
by visualizing Amida’s Pure Land and they both aim to transmit these revelations to others.
Unlike Queen Vaidehi, who serves as a model of virtue and loyalty in the Contemplation
Sutra by smuggling food into prison to sustain her husband, however, stories concerning
Chajohime from the sixteenth century onward were filled with details of her personal

transgressions and sufferings.sis Although the locations and timing of events differ in each

Buddhist monk who traveled to China and received several Buddhist embroideries that were commissioned by
Empress Wu Zeitan HI|X (624-705). It has been suggested that Enchin brought back the Taima mandara to Japan
and Akirakeiko may have introduced this tapestry to the Japanese court. See Elizabeth ten Grotenhuis, “The Revival
of the Taima Mandala in Medieval Japan,” 174-77.

316 Hank Glassman, “’Show Me the Place Where My Mother Is!” Chiijohime, Preaching, and Relics in Late Medieval
and Early Modern Japan,” in Approaching the Land of Bliss: Religious Praxis in the Cult of Amitabha, eds. Richard
K. Payne and Kenneth K. Tanaka (Honolulu: University of Hawai’i Press, 2004), 150-51.

317 The sixteen meditations can be divided into two categories. The first category called the Thirteen Meditations
includes features of the Pure Land that one should meditate upon at the moment of rebirth: 1) the sun 2) water 3) the
ground 4) jeweled trees 5) the pond 6) pavilions 7) Amida’s Lotus Throne 8) the image of Amida Buddha 9) the body
of Amida 10) the bodhisattva Kannon 11) the bodhisattva Seishi 12) the devotees achieving enlightenment in the Pure
Land and 13) smaller images of the Amida Buddha. The second category of the Sixteen Meditations includes a
description of each of the three levels of rebirth. The Thirteen Meditations are depicted on the right panel while the
levels of rebirth are illustrated in nine panels on the bottom register of the Taima mandara.

ais These tales include the Chitjo honyo bikuni denki HRHZEAN L [ JEARFE (1704), the Zenzen taiheiki fif % AFRD
(1715), and the Chitiohime gyojoki F{FHATIREL (1730). See Tanaka Mie H #1364z, “Chijohime setsuwa no kinsei:
kangebon ‘Chijohime gyajoki’ o jikuni HHIEFELEE O U « BIA THORHEITIRES) Z#hlC,” Densho bungaku
kenkyii 53 (2004): 87-92.
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storyline, the tales generally follow the same sequence. Chiijohime loses her mother at a young
age and copes with a jealous stepmother. At age thirteen, she is accused of an illicit affair with a
monk and brings chaos to her family. Due to this sexual transgression, Chtijohime’s family

abandons her at Hibariyama 2242 |11 and orders a retainer to kill her at this mountain. The retainer

takes pity on Chijohime, however, and raises her on Hibariyama with his wife. Chiijohime
eventually reunites with her father who urges her to return home, but she ultimately decides to take
the tonsure at Taimadera and pray for the soul of her deceased mother in the hopes that they will
meet again in the Pure Land. In the end, the Amida Buddha appears to Chiijoime after she takes
the tonsure and orders her to create the Taima mandara to achieve this goal.

These later tales concerning Chiijohime did not focus on the problem of female
enlightenment, but more specifically, on physical ailments of the female body and overcoming the
burdens of bodily pollution caused by menstruation. For example, in the Kabuki play, Hibariyama
hime sutematsu (Z£4€ |LIffE#542; 1690), Chijohime suffers from prolonged menstruation and
venereal diseases as karmic punishments for her sexual transgressions with the monk and travels
to Awashima Shrine % & ##i#1: in order to purify and cure herself from these afflictions (shimo no
yamai [ ?®95).319 It is also believed that Chiijohime planted a cherry tree at Gangoji in Gifu

Prefecture in honor of the bodhisattva Kannon who cured her of a venereal disease. This tree is
considered to have salvific powers to heal other women suffering from gynecological conditions.
In fact, one of the most popular medicines offered to women in the nineteenth and twentieth

centuries to alleviate menstrual difficulties was known as Chiijo’s Hot Water (Chijoto HHSS).

319 Tanaka Takako H 15 1. Seinaru onna: saigii, megami, Chijjohime B272 54 « 755 « 4cfh - HURHE (Tokyo:
Jinbun Shoin, 1996), 53-56.
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Tsushima Jiisha 34 B4 (1871-1941) founded the medicine company in 1893 but claimed that

Chiijohime taught his ancestors the secret formula for this treatment over a thousand years ago and
the concoction was passed down from one generation to another.s2o

In early modern setsuwa &t qfi tales, Chajohime personified a figure who was able to

overcome the worldly sufferings experienced by women. Despite her female bodily impurity, she
cleanses and establishes herself within sacred spaces prohibited to women due to beliefs
concerning nyonin kekkai. In the tale, Otogizoshi Chiijohime no honji FEIN - HEHE D A H
from the early Edo period (1603-1868), monks reprimand Chtjohime for entering the area of the
main altar at Taimadera and order her to pray outside the temple because she is a woman.
Chajohime refuses to concede and claims that, “before the Buddha, there is neither male nor
female.”321 No storms emerge from the sky nor does Chiijohime turn into stone like the Toran
figure in tales of nyonin kekkai mentioned previously, so the temple officiants allow the
noblewoman to remain within the temple precinct. A boulder with a footprint of Chiijohime can
be found at Taimadera to this day, believed to have been created by the noblewoman in anger when
she refused to leave the site.322 Although there are tales and material objects like these which show
Chiijohime challenging the practice of nyonin kekkai, there is no historical proof that Taimadera
ever excluded women from entering the temple, as was the case at Mt. Hiei’s Enryakuji and Mt.

Koya’s Kongobuji 4|47, because Taimadera is a Pure Land Buddhist temple and it is not

320 Susan L. Burns, “Marketing Health and Beauty: Advertising, Medicine, and the Modern Body in Meiji-Taisho
Japan,” in East Asian Visual Culture from the Treaty Ports to World War 11, eds. Hans Thomsen and Jennifer Purtle
(Chicago: Paragon Books, 2009), 179-202.

321 The doctrine of nonduality in the Vimalakirti Sutra (Yuimakyo #EEE#%) describes this non-binary identity and
claims that there is neither an absolute male nor absolute female identity. For a brief English translation and further
discussion on this text, see Kimbrough, Preachers, Poets, Women, and the Way, 195.

322 Jakushodo kokkydshii: jakushodo kokkyd zokushii £ R AR - R IR A 2ELE. By Unsho (1614-93), Dai
Nihon Bukkyé Zensho K F A SC#47E vol. 149 (Tokyo: Bussho kankokai, 1912), 252-53.
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located on top of a sacred mountain like the former two institutions. Nevertheless, “Chtijohime in
Her Original Form” casts the noblewoman as an advocate for female devotees and discusses her
facing similar prohibitions encountered by those of early modern women. Chiaijohime, then, is
portrayed as a saintly figure capable of empathizing with the challenges faced by women and an
agent who actively sought to remove misogynistic prohibitions.

As Bernard Faure has noted, Chajohime is a rare sexed bodhisattva in a long Asian
Buddhist tradition of sacred women as sexless beings.323 Not only does Chiijohime herself suffer
from the physical ailments associated with women, but her suffering leads to her attaining
enlightenment. Early modern tales and images instruct that even a transgressive woman like
Chujohime can achieve purity and awakening by partaking in pilgrimages and commissioning
devotional images for temples. The connection between Chiijohime and concerns of the female
body became explicit by the Muromachi period, yet why she became associated with the creation
of hair embroideries specifically remains unclear. Scholars suggest that, as tales of Chiijohime
creating the Taima mandara tapestry developed, she slowly began to be associated with another
form of prominent Buddhist textiles—images embroidered with hair.324 If that is the case, how can
we interpret the meaning and significance of hair embroideries attributed to Chiijohime, especially

as they relates to the soteriological needs of early modern Buddhist women?

323 Faure, The Power of Denial, 198-201.

324 Nara National Museum 7= B [EINTEMIAE, Ito no mihotoke: kokuho tuzureori Taima mandara to shitbutsu: shiiri
kansei kinen tokubetsuten sk D Z 1% &1 F ¢ [E SRRk E RR 2 AR & BRAL - (B PRSE AL R (Nara: Nara
National Museum, 2018), 13-14.
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4.4 GENRES OF HAIR EMBROIDERIES ATTRIBUTED TO CHUJOHIME

There are over a dozen surviving Buddhist hair embroideries with inscriptions on the back
of the textile or on the embroidery’s wooden box claiming that Chiijohime donated her hair to
create the image.s2s In 1964, the art historian Ishida Mosaku examined the motifs and stylistic
features of these Buddhist embroideries and dated a majority of them to the Kamakura and
Muromachi periods.s2s Even if Chiijohime was a historical person, the embroideries date at least
four hundred years after her alleged death; thus, the attribution is illogical and the inscriptions are
fallacious. My concern with these hair embroideries, however, is not in their legitimacy, but rather,
with how early modern viewers came to see these images as objects created by Chiijohime and
why they considered these embroideries as worthy of devotion.

Among the hair embroideries attributed to Chiijohime, images depicting the Amida Buddha
in multiple forms (figural, Sanskrit seed-syllable, and Chinese characters) are most common.

These include The Descent of Amida Triad (Amida sanzon raigozu Fif7RFE = B3kHI[X]), The
Sanskrit Seed-Syllable Amida Triad (Shuji Amida sanzonzu B[ #RFE =24[X]), and the Six
Letter Myogos 44 5 — six Chinese characters that form the invocation, “I put my trust in the Amida
Buddha” (Namu Amida butsu B % ] 7R BE{4). 1t is not surprising that a majority of the

embroideries attributed to Chtijohime are of Amida Buddha because the Taima mandara serves as

a physical representation of this Buddha’s Western Paradise. A stark difference between the

325 While additional Buddhist hair embroideries attributed to Chiijohime survive today, I did not include these objects
in this study because they lack inscriptions and other textual evidence that indicate that she was believed to be the
maker. The prevalence of these legends attests to the widespread pre-modern belief in Japan that Chiijohime was
linked to the creation of hair embroideries.

326 Ishida Mosaku was the first art historian who attempted to date Buddhist embroideries in the 1964 Nara National
Museum exhibition on this topic. Since this exhibition, the dates of some images have been altered. On the methods
and challenges of dating Buddhist embroideries, see the Introduction.
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original Taima mandara and these hair embroideries, however, is that the former is a tapestry: the
eighth-century Chinese weaving technique used for the Taima mandara was likely lost by the time
the textile was rediscovered in the early thirteenth century and this could be one of the reasons
why the mandara has long been conflated with an embroidery.s27 In this section, | will discuss the
iconography of Chajohime’s hair embroideries in greater detail and in the following section, 1 will
examine the formal features of Chiuijohime’s hair embroideries to better understand how these

images elicited a bodily response from viewers.

4.4.1 The Descent of Amida Triad

The Descent of Amida Triad is the most popular genre of the pre-modern Buddhist
embroideries, regardless of whether or not they are attributed to Chiijohime. This image depicts

Amida Buddha and the bodhisattvas Kannon and Seishi 4% (Sk. Mahasthamaprapta) welcoming

the soul of the deceased into Amida’s Pure Land. Amida is flanked by Seishi on the left, with
hands folded in a prayer gesture, and Kannon on the right, who holds a lotus throne for the deceased
to sit on and be transported to the Pure Land. The iconography originated from the ninth
visualization of the Contemplation Sutra, which is depicted on the lower register of the Taima
mandara. This image later became an independent Pure Land Buddhist genre with the popularity

of the Tendai monk Genshin’s Ji{5 (942-1017) text, Essentials of Birth in the Pure Land

(Ojoyoshii 1¥ A4 Ei4E; 985), in which he explains the proper deathbed practices and describes the

327 A famous example of this misclassification is the Bayeux Tapestry; although the textile is referred to as a tapestry,
the object is actually an embroidery. For discussion on the creation and origin of the Taima mandara, see Bunkazai
Hogo Inkai UL R7# 2 B %, Kokuho tsuzureori Taima mandara [E 455 24 k2 555 (Tokyo: Benridd, 1963);
Ten Grotenhuis, “The Revival of the Taima Mandala in Medieval Japan.”
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moment Amida Buddha welcomes the deceased into the Pure Land.32s Genshin also comments on
the appearance of Amida Buddha’s brilliant rays of light and the performance of music by the
accompanying host of twenty-five bodhisattvas. Descent of Amida paintings from the late Heian
period frequently depict Amida surrounded by several dancing bodhisattvas playing string and
wind musical instruments, but this image was later condensed to only Amida, Kannon, and Seishi
as a result of the popularization of Honen’s teachings, which claimed that all bodhisattvas besides
Kannon and Seishi were inconsequential when visualizing the Pure Land.s29 Since Chiijohime’s
Descent of Amida embroideries depict only the triad of Amida, Kannon, and Seishi, these textiles

date no earlier than the fourteenth century when Honen’s teachings became widespread.

4.4.2 The Sanskrit Seed-Syllable Amida Triad

In Sanskrit Seed-Syllable Amida Triad embroideries, Sanskrit syllables are depicted as
substitutes for anthropomorphic representations of the Amida Buddha, the bodhisattva Kannon,
and the bodhisattva Seishi. The three seed-syllables are usually embroidered with human hair and
depicted on lotus pedestals.330 A canopy above the syllables and an altar in the center—adorned

with flowers and an incense burner—indicate the sacredness of these Sanskrit characters.331 The

328 On the origin of raigo imagery, see Sudd Hirotoshi ZHEHLT, Koyasan Amida shoju raigozu: Yume miru chikara
15 B (L Pl R e skeadl[X] - 23 L5 77 (Tokyo: Heibonsha, 1994), 23-24.

329 J6ji Okazaki and Elizabeth ten Grotenhuis, Pure Land Buddhist Painting (Tokyo: Kodansha International, 1977),
132.

330 There are many variations within this genre which suggests that there were multiple iconographical sources. For
example, the lotus pedestals on which the syllables rest could be depicted either within or outside the moon disk
(gachirin H #f) based on their doctrinal source. The number of draping pendants on the canopies also differ with 7, 9,
11, or 13 pendants. Even the type of incense burners vary from a covered brazier known as a kasha /<4 that is used
in esoteric practices to even an anthropomorphized brazier in the shape of a lion.

331 On the role of Sanskrit seed-syllables signifying deities, see E. D. Saunders, Midra: A Study of Symbolic Gestures
in Japanese Buddhist Sculpture (Princeton: Princeton University Press, 1985), 23, 209.
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monk, Mujii f&{¥ (1226-1312), claimed in his A Collection of Casual Digressions (Zotanshu %
R 4E; 1305) that a person’s soul could attain deliverance from transmigration (tokudatsu 75/i) if

their hair was incorporated within embroidered Sanskrit seed-syllables and dharani spells

(mantras) were recited in front of the images. He also professed that those who sew Sanskrit seed-
syllables could achieve enlightenment in this life (sokushin jobutsu HE f%{A).332 While The
Descent of Amida Triad is a popular subject for both paintings and embroideries, the Sanskrit Seed-
Syllable Amida Triad is limited to embroidery and funerary stele (itabi #x#%) indicating that the

medium of embroidery did not carry the same meaning and significance as that of painting.sss

4.4.3 The Six Letter Myogo

The third most widespread genre of hair embroideries attributed to Chiijohime is the six-
letter myogo in which the previously mentioned phrase honoring the Amida Buddha is
embroidered with female hair in the center of the textile.s3s The phrase, Namu Amida Butsu, was
frequently chanted by Pure Land Buddhist believers to attain enlightenment at the time of death.sss
Myogo images from the pre-modern period are often embodied devotional objects: male and

female patrons alike formed these six letters by pasting their fingernail clippings onto silk or

332 Zotanshii HEFREE, in Koten bunko 8L 3CJ#, vol. 42 (Tokyo: Koten bunko, 1950) 347.

333 The Sanskrit Seed-Syllable Amida Triads were probably exclusively used for mediums in which carving or sewing
figural forms of the Buddhas were considered time-consuming. Furthermore, Sanskrit Seed-Syllable Amida Triad
embroideries depict devotional offerings, such as flowers and incense burners, which are never depicted in paintings.
These details offer further proof that the function and meaning of Buddhist embroideries differed from those of
Buddhist paintings. Nara National Museum 7% R [E] 71474, Ito no mihotoke 5& D Z 1% & 17, 111.

334 Myogo refers to the invocation of the Buddha’s name and it means to entrust oneself to the Amida Buddha.

335 For sources concerning deathbed practices related to the nenbutsu, see Jacqueline 1. Stone, “By the Power of One’s
Last Nenbutsu: Deathbed Practices in Early Medieval Japan,” in Approaching the Land of Bliss: Religious Praxis in
the Cult of Amithabha, eds. Richard Payne and Kenneth Tanaka (Honolulu: University of Hawai’i Press, 2004), 77-
119.
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writing the Chinese characters with their own blood to attain closeness with the divine in this
life.s36 In the case of six-letter myago attributed to Chiijohime, however, these images only contain

hair.

4.4.4 Uncommon Genres of Hair Embroideries attributed to Chiijohime

While most of the hair embroideries attributed to Chiijohime depict imagery concerning
the Amida Buddha, there are a few exceptions including two images with esoteric Buddhist subject

matter—a Dainichi nyorai (Dainichi nyorai zo X H 412K44) hair embroidery originally from
Itsukushima Shrine &% 5 ## £ and a Sanskrit Seed-Syllable A (Ajizu Fi5[X]) hair embroidery from
Shochi’in 1E £ €. The Dainichi nyorai hair embroidery depicts the deity Dainichi (Sk.
Mahavairocana) seated on a lotus pedestal with his left index finger clasped inside his right hand

forming the mudra of the Wisdom Fist (chikenin 4 %&H]1). Dainichi Nyorai is considered to be the

central Buddha in the esoteric Shingon Buddhist faith and is not one of the primary deities
venerated within the Pure Land Buddhist sect. These sectarian differences could explain why there
is only one other surviving embroidered image of Dainichi Nyorai since Pure Land Buddhist

temples primarily commissioned and used Buddhist hair embroideries.3s7 The Dainichi nyorai hair

336 On the creation of my6go objects incorporating body fragments practiced by Emperor Go-Mizunoo 1% 7K & (1596-
1680) and his daughter, the nun Bunchi’s L% (1619-1697), see Patricia Fister, “Creating Devotional Art with Body
Fragments: The Buddhist Nun Bunchi and Her Father, Emperor Gomizuno-o,” Japanese Journal of Religious Studies
27, no. 3 (2000): 216-235.

337 The other surviving Dainichi nyorai embroidery is held in a private collection and its provenance remains unknown.
The sashi-nui #ll#\ » technique is predominately used on this textile, in which both long and short stitches are used
to create a pictorial figure. The style and sewing techniques of this Dainichi nyorai embroidery are much more
simplified compared to the Dainichi nyorai embroidery from Itsukushima. Furthermore, the Itsukushima Dainichi
nyorai embroidery incorporates gold thread which is highly unusual until the Muromachi period. See Ishida Mosaku
A1 H/%4F and Nishimura Hyobu Pa4§ 5358, Shiabutsu #fiff (Tokyo: Kadokawa, 1964), 44.
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embroidery survives in pristine condition which suggests that it may have been rarely removed
from its container for use in ritual ceremonies. In contrast, an inscription on Shochi’in’s Sanskrit
Seed-Syllable A hair embroidery attributed to Chiijohime, claims that this image had to be repaired
and remounted in 1658. Shochi’in owns another myogé hair embroidery attributed to Chiijohime

that was also remounted by the same craftsmen (hyogushi 7% E.fili) five years later in 1663. This

indicates that, during these decades, embroidered Buddhist images attributed to Chiijohime gained
increased interest and may have been widely viewed at the temple.3ss
Another unusual genre of Chajohime’s hair embroideries is a Descent of Shaka Triad

embroidery from Shinshii-Gokurakuji B 1EM%SF. This textile, however, was likely mistaken as

a Descent of Amida Triad because the sixteenth-century inscription on the box claims that it is an
image of Amida and not Shaka.3ss At first glance, the iconography between the two are quite
similar. Like the Descent of Amida Triad, the central Buddha (Shaka) of the Descent of Shaka
Triad is flanked by two bodhisattvas, but the deities are frontal facing rather than the common
three-quarter view used in the Descent of Amida Triads. Furthermore, the accoutrements held by
the bodhisattvas differ from those of Kannon and Seishi: the bodhisattva on the left, which would
have been Seishi in a Descent of Amida Triad, holds a sword and is thought to be the bodhisattva

Monju (Monju bosatsu 3CZkF ke Sk. Mafijusri), and the figure on the right, which would have
been Kannon, holds a scepter (417 nyoi) and is likely the bodhisattva Fugen (Fugen bosatsu 3

BX35 0% Sk. Samantabhadra). There are no other surviving Descent of Shaka Triad embroideries,

ass Nara National Museum %% L [E S 1#4)£, 1to no mihotoke 5k DA E & 1T« [E ERRkE RS 5558 & il - S8
SERKRLEAE IR, 283-285.

339 The inscription on the wooden box states, [ H RHifi#EZ BTHREE |, which can be translated as “An Amida Buddha
sewn by Chiijohime.” The inscription also claims that, in 1556, the embroidery miraculously appeared at the temple
and it was repaired and mounted four years later by Chosuke £:8)), the 22nd chief priest of Shinshii-Gokurakuji.
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but a mid-Kamakura period painting from Unpenji 2232 <F illustrates a combination of an Amida

triad and a Shaka triad. Amida, Kannon, and Seishi are depicted on the left side of the painting
descending towards earth while Sakyamuni, flanked by Monju and Fugen, stands above the
residence of a newly deceased person. Since Sakyamuni was considered the Buddha of this world,
it is likely that the deities of the Shaka Triad were perceived as the dispatchers of the dead while
Amida and his retinue were believed to be deities welcoming the deceased into the Pure Land.340
Both Descent of Amida Triad and Descent of Shaka Triad hair embroideries may have been
displayed together in certain funerary rituals to represent the multiple deities responsible for
assisting the deceased’s transition from this life into the next.

The Sanskrit Seed-Syllable Amida Pentad (Shuji Amida Gozonzu F&F-Rr[ HRFE F. 24[X])
from Chionji % & 5F is another rare genre of embroidery attributed to Chiijohime. In this image,
Amida, Seishi, and Kannon are represented as Sanskrit seed-syllables along with two other
deities—Sakyamuni and Yakushi Nyorai 3£fifiZli3& (Sk. Bhaisajyaguru)—which are depicted as
seed-syllables at the top of the embroidery. This iconography differs from painted Amida Pentads

because the textiles feature the bodhisattvas Jizo (Jizé bosatsu HijiE35pE Sk. Ksitigarbha) and
Rytiju (Ryiju bosatsu #18f E% Sk. Nagarjuna) in figural form instead of Sakyamuni and Yakushi

Nyorai.ss1 The Descent of Amida Triad hair embroidery from Chiigiiji #'= <5 may have served as

340 This belief concerning the soteriological roles of Shaka and Amida comes from the Chinese monk, Shandao’s #
i (613-681) interpretation of the “Two Rivers and the White Path” (niga byakuds —i7] Hi&) parable from the
Contemplation Sutra. See Mochizuki Bukkyé daijiten 2 H #280KERH, vol. 5 (Tokyo: Sekai Seiten Kanko Kyokai,
1954), 4020-21.

341 Ohara Yoshitoyo KJFZ2:, “Tendai Jogydddo Amida gosonzd no genkei to henyd K15 & 1T 5 YRFE L ELE D
JFUR & ZE7%” in Hoho to shiteno bukkyé bunkashi: Hito mono iméji no rekishigaku J515 & U COILESHES @ &
he® )/ « 4 A= OFEES, eds. Nakano Genzd, Kasuya Makoto, and Kamikawa Michio (Tokyo:
Benseishuppan, 2010), 49-79.
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iconographical source for this Sanskrit Seed-Syllable Amida Pentad embroidery because two small
Sanskrit seed-syllables of Sakyamuni and Yakushi Nyorai are depicted above the figure of Amida
Buddha descending to earth in this textile as well. Tendai Buddhists regard Sakyamuni as the
Buddha of the past, Yakushi Nyorai as the Buddha of the present, and Amida as the Buddha of the

future, so this doctrinal source may be the religious justification for this unusual composition.3s2

4.5 FORMAL FEATURES OF HAIR EMBROIDERIES ATTRIBUTED TO

CHUJOHIME

As explored in Chapter Three, many Buddhist hair embroideries were commissioned for
mortuary rituals to assist the deceased in manifesting an auspicious rebirth. For example, the
second scroll of the Illustrated Biography of Honen (Honen shonin eden 1555 _E N#&1z5; fifteenth
century) depicts the moment in which the man who killed Honen’s father attains enlightenment
despite his transgressions by reciting the nenbutsu in front of an image of the Descent of Amida
Triad. The Buddhist hair embroideries attributed to Chijohime contain certain formal elements
that suggest the images were used not to memorialize the deceased but, rather, had a crucial
performative, commemorative, and didactive function. Three unique visual characteristics include
the position of the Amida Buddha’s rays of light, the inclusion of a portrait of Chiijohime, and

references to texts central to the Taima mandara. For example, in the Dannd-Horinji 18 £ 1AM F
and Tenshoji XM <F Descent of Amida Triad hair embroideries attributed to Chiijohime, Amida’s

rays of light extend towards the embroidery’s border as if to reach into real space. This visual

342 Nara National Museum 7= B [E 375788, Ito no mihotoke sk DA 1F & 1, 283.
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detail effectively dissolves the boundary between picture plane and viewer, and it appears as if
Amida Buddha’s light directly shines onto the audience. These embroideries required an
intellectual and bodily response from viewers and may have been used by female believers to
reenact the moment of entering the Pure Land. Devotees likely chanted the nenbutsu in front of

these embroideries as their bodies turned westward, their fingers counted prayer beads (juzu %X
ZK), and the scent of incense filled the Buddhist hall. Chaijohime’s Descent of Amida Triad hair

embroideries then required a more somaesthetic and corporeal response from viewers.3s3
Another major characteristic of Chtijohime’s hair embroideries is that many of the textiles
also functioned as portraits of the aristocratic woman. Two hair embroideries attributed to

Chajohime—the Descent of Amida Triad at Korinji /5 #K=F and the Sanskrit Seed-Syllable Amida

Triad at Tenshoji—depict kneeling figures on the right side of the image. Unlike the dying figures
illustrated within dwellings in other Descent of Amida Triad embroideries, the individuals depicted
in Chajohime’s hair embroideries hover in space. The Sanskrit Seed-Syllable Amida Triad
attributed to Chiijohime at Tenshoji, for example, incorporates a figure seated on a raised woven
reed mat adorned with green diamond-flower ({£Z& hanabishi) crests. The woman’s head is
covered with a purple shawl and she is depicted holding prayer beads as if in the midst of prayer.

Both the makiogami 4% %, a protective paper placed over the textile, and the wooden container

343 Somaesthetics is a theoretical concept and emerging methodology that considers the ways in which the mind-body
connection heightened one’s experience of art. As can be seen in many Buddhist ritual practices involving religious
images, the devotee’s experience and appreciation of Buddhist images was not purely visual but included multiple
senses including sound, smell, touch, and even taste. See Richard Shusterman, Practicing Philosophy: Pragmatism
and the Philosophical Life (New York: Routledge, 1997), 177.

145



for this embroidery claim that the image was sewn by Chajohime and that the figure is a self-
portrait.344

Portraits, referred to as shin’ei Z.52 meaning “true shadow” in pre-modern Japan, were

commissioned not simply to preserve the likeness of a figure, but to stand-in for the individual as
these images were perceived to be living manifestations of the deceased.3ss Portraits of holy figures
like Chiijohime were thought to embody the person after death. For example, sculpted portraits of
Buddhist patriarchs often contain their ashes as a method of injecting the spirit of the master within
the image.s4s Similarly, the purpose of incorporating what was believed to be Chiijohime’s hair
into the portraits mentioned above was not to create a hyper-realistic likeness of her. Rather, since
Chujohime’s hair is not stitched onto the human figure, but only the deity’s hair, robes, and
Sanskrit seed-syllables, the embroidery served to complete her transformation into an enlightened
being. As both of the portraits of Chiijohime show the figure venerating the deity through gestures
of prayer, the portrait may have also served to signal to the viewer how to appropriately respond
to and venerate the embroidery.

The third characteristic of many hair embroideries attributed to Chiijohime is that they
reference texts that are an iconographical source for the Taima mandara and that are fundamental
to the teachings associated with this image. While hair embroideries used in funerary contexts may
include Sanskrit seed-syllables, passages from religious texts are rarely used; the Sanskrit seed-

syllable for the Amida Buddha is either repeated multiple times or the Sanskrit seed-syllables of

a4 The inscription reads [ HURF AR — 25 fE - H #%& H B2 252 ] and can be translated into English as “Three
Sanskrit seed-syllable image with embroidery and self-portrait woven by Chaijohime.”

345 On the role of portraits in Buddhist mortuary rituals, see Karen Gerhart, The Material Culture of Death (Honolulu:
University of Hawai’i Press, 2009), 147-177.

346 Willa Jane Tanabe, “The Persistence of Self as Body and Personality in Japanese Buddhist Art,” in Self as Image
in Asian Theory and Practice, eds. Roger Ames, Wimal Dissanayake, and Thomas Kasulis (New York: SUNY Press,
1994), 406-420.
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each of the twenty-five bodhisattvas are embroidered onto the textile to allude to their presence.347
On the upper right and left corners of the Sanskrit Seed-Syllable Amida Triad embroidery
attributed to Chiijohime at Tenshoji, however, a description concerning the ninth contemplation of
the Contemplation Sutra is sewn with hair.34s The ninth contemplation from the Contemplation
Sutra discusses the benefits of visualizing Amida Buddha and offers a guarantee that those who
meditate on the image of this Buddha will be reborn into his paradise after death.3s9 Another six-
letter myogo hair embroidery attributed to Chajohime from Tenshoji also includes an excerpt
concerning this ninth contemplation as well as a description of the eighteenth vow of the Amida
Buddha.3so The actual creators of Chiijohime’s hair embroideries then were likely female members
of the monastic community who were knowledgeable of Buddhist scriptures and aimed to
proselytize the message of these sutras to her devotees.

While the formal aspects of these embroideries are an important factor in determining how
a viewer approached the images, equally important are the image’s scale and materiality.
Iconography alone cannot determine the ritual use of an image. For example, Descent of Amida
paintings range from 90 centimeters to 130 centimeters, whereas Chiijohime’s hair embroideries

of the same genre vary in height from 23 centimeters to 118 centimeters.ss1 Each embroidery was

347 On the doctrinal significance of the twenty-five bodhisattvas, see Fusae C. Kanda, “Honen’s Senchaku Doctrine
and His Artistic Agenda,” Japanese Journal of Religious Studies 31, no. 1 (2004): 3-27.

348 This embroidery is badly frayed and the first Chinese character sewn at the beginning of each column was cut off
during a restoration process.

349 For an English translation of the Contemplation Sutra, see Hisao Inagaki, The Three Pure Land Sutras (Berkeley:
Numata Center for Buddhist Translation and Research, 1994).

350 The eighteenth vow of the Amida Buddha from the Hymns in Praise of Birth in the Pure Land (Ojé Raisan 1¥4=
#L#&) was considered central to Honen’s teachings. The Tenshdji myago hair embroidery depicts this vow, [{%{A4
B EHRRAL M HARYE EFEARE SRS SIFEA ] |, on the left side of the embroidery. The English translation
for this vow is, “If, when | am to attain buddhahood, all sentient begins in the ten directions who hold faith with
genuine hearts and who wish to be born in my land are not born there with just ten moments of being mindful of me,
I will not realize enlightenment. Excluded only are those who have committed the five grave offenses and those who
have abused the true Dharma.” Joji Atone and Yoko Hayashi, The Promise of Amida Buddha: Honen’s Path to Bliss
(Boston; Wisdom Publications, 2011), 411.

351 On the scale of embroideries attributed to Ch@ijohime, see Appendix D.
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created for a distinct audience and purpose. In the following section, | will examine inscriptions
on the backs of hair embroideries attributed to Chaijohime to show that the materials that comprise

the textile also determined the image’s efficacy.

4.6 MATERIALITY OF HAIR EMBROIDERIES ATTRIBUTED TO CHUJOHIME

Many of the inscriptions on embroideries attributed to Chajohime claim to incorporate two
materials: Chiijohime’s hair and remnants of lotus threads from the Taima mandara tapestry. As
explored in Chapter Three, human hair was reserved for depicting the most sacred parts of the
Buddhist embroidery such as the deity’s hair and robes, Sanskrit seed-syllables, and excerpts from
sutras. Using female hair to portray the divine was paradoxical since, in pre-modern Japanese
literature, hair was considered a sexualized material, both wild and impure, and became a trope for

sexual passion and love. For example, when the poet Izumi Shikibu Fi iR =5 (970-1030)

describes her longing for a past lover, she writes:

Kurokami no as | lay down

Midare mo shirazuoblivious of my blackhair
Uchifusebain a state of wild disarray

Mazu kakiyarishi | longed for him who earlier,
Hito zo koishiki had stroked it smooth.3s2

Long, thick hair in pre-modern Japan was perceived as a sign of female beauty, but it was also
considered the medium through which women’s desires and internal thoughts could be

communicated.3s3 Women in monogatari tales and waka poems were described as having tangled

352 Rajyashree Pandey, Perfumed Sleeves and Tangled Hair: Body, Woman, and Desire in Medieval Japanese
Narratives (Honolulu: University of Hawai’i Press, 2017), 49.
353 On the meaning of hair in medieval Japanese literature, see Ibid., 45-54.
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hair to signify not only sexual desire but also grief, chaos, and loss, and women cut their hair when
they sought to withdraw from the world. In a similar manner, Chajohime’s hair in these hair
embroideries figuratively communicates her desire to renounce the world and attain oneness with
the Buddha.

Because female hair was considered impure, materials such as fibers from lotus stems and
gold thread may have been incorporated within Buddhist embroideries to purify it. Scientific
testing is necessary to determine whether fibers from lotus stems were actually sewn within the
embroidery, and it is more likely that silk floss was used. Indeed, it was once widely believed that
the original Taima mandara tapestry also contained threads from lotus stems, but a scientific
investigation in 1951 revealed this idea to be false and proved that silk threads were used instead. 354
Lotus flowers are an emblem of purity in a Buddhist context because, just as the lotus rises from
the mud of the pond, so too, it was believed, does the enlightened being also rises above the
impurity of this world. Hair embroideries attributed to Chajohime, then, were perceived to consist
of materials on opposite ends of the spectrum; the hair of a transgressive woman and lotus threads
from the purest plant. Even though actual lotus stems may not be incorporated within these
embroideries, the symbolism here is clear—even the degenerate female body can achieve rebirth
through the purifying substance of lotus threads.

Gold thread was also widely used in hair embroideries attributed to Chajohime as a

purifying substance. The six-letter myaga attributed to Chajohime at Hokydji 8% <, for example,

is embroidered with hair on top of a ground entirely covered in golden floss. As an imperial

354 The Intha people of Myanmar continue to create woven textiles and clothing from the fibers of lotus stems.
Concerning scientific testing conducted on the Taima mandara tapestry, see Oga Ichird K2 —ER, “Taima mandara
wa tsuzureori de aru X ik = 25 # I X8R 4% C & 5, Kobunkazai no kagaku 1, no. 1 (1951): 4-11.

149



convent (bikuni gosho kt I JE#IFT), Hokyoji had the economic means for lavish devotional

objects, but the use of gold demonstrated more than the nunnery’s affluence and had religious
significance. It was believed that the Amida Buddha’s body was golden and that the use of this
color to ornament Buddhist images and sanctuaries could further activate the divine. Gold was also
believed to counteract the polluting effects of death and the impurity of the body. For example, the

mummy of Fujiwara no Kiyohira f /5 i&1fir (1056-1128) within Chiisonji’s H 24<F Golden Hall
(kondo 4 %E) was interred within a golden casket inside an altar adorned in gold.sss The material

of gold thread, thus, like lotus fibers, was believed to have the capacity to purify the negative
powers attributed to female hair.

As these examples show, the materials greatly shaped the meaning imbued in Buddhist hair
embroideries and determined the efficacy of the image. Textiles believed to incorporate the hair
of a saintly figure or the purifying substance of lotus stems were attributed with magical powers
that could heal the body. For example, Pure Land Buddhist believers ingested lint fibers from
Tenshoji’s Taima mandara textile, referred to as “Taima mandara jewels” (Taima mandara shu

k2 2R FEER), in order to collapse the distinction between their body and the Buddha.sss There

are no surviving records that indicate that devotees also consumed fibers of Chiijohime’s

embroideries. However, as Tenshoji also owns three hair embroideries attributed to her, and both

355 Sudd Hirotoshi ZHERELM, “Chiisonji konjikido HHELSE4& a5, in Chiisonji to Motsiji &< & FEHSF, eds.
Sudo Hirotoshi and Iwasa Mitsuharu (Osaka: Hoikusha, 1989), 66-130; Mimi Yiengpruksawan, “The House of Gold:
Fujiwara Kiyohira’s Konjikidd,” Monumenta Nipponica 48, no. 1 (1993): 33-52.

356 The setsuwa tale, Shincho monjii #7135 F14E (1749), and a collection of biographies of people who attained rebirth
in the Amida Buddha’s Pure Land, the Shinsen gjoden #7111, discuss the practice of ingesting fibers from the
image of the Taima mandara in order to achieve rebirth. The Mandarasan Tenshoji engi narabi homotsu raiyu 5 %5
B 1L R ME SRR I E WK H, a text concerning the origin of Tenshoji’s treasures, claims that the temple had three
large grains and thirty-seven small grains of fibers of their Taima mandara image. These lint fibers were collected
and later consumed by believers for their magical powers. Gangdji Bunkazai Kenkyiijo t Bl <F U (b M AF ZEFT,
Chiijohime setsuwa no chosa kenkyii hokokusho W ELEE OFH AN /T E#E F (1983), 103.
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the Taima mandara and these embroideries are connected to her legends, it is possible that
devotees aimed to venerate her embroideries in similar ways that engaged multiple senses, not

simply sight and sound, but also taste and touch.

4.7 THE PROCESS OF CREATION AND SIGNIFICANCE OF HAIR EMBROIDERIES

ATTRIBUTED TO CHUJOHIME

How did hair embroideries become linked with Chiijohime and why was hair considered
to be the crucial material for signifying her rebirth into the Pure Land? Although bodily relics of

preeminent Japanese Buddhist male figures, like Prince Shotoku H2{#E K1 (574-622) and the
monk Eison &Y 2% (1201-1290), were frequently venerated in pre-modern Japan, it would be

inadequate to consider these embroideries in the same category as hair relics.ss7 Unlike hair
embroideries, most of the relics of saintly Buddhist figures—bones, ashes, and occasionally hair—
are not made visible, but interred within pagoda-shaped reliquaries or Buddhist sculptures.sss
Chajohime’s hair embroideries do not merely commemorate her religious devotion or serve to
signify her presence, but are inextricably linked to her act of taking the tonsure because it was
believed that she used her own cut hair for these images. Chiijohime taking the tonsure was a

pivotal moment in the stories about her. The act was illustrated or discussed in most of her stories

357 On relic veneration practices in medieval Japan, see Brian D. Ruppert, Jewel in the Ashes: Buddha Relics and
Power in Early Medieval Japan (Cambridge: Harvard University Press, 2000), 1-15; Kevin Gray Carr, “Pieces of
Princes: Personalized Relics in Medieval Japan,” Japanese Journal of Religious Studies 38, no. 1 (2011): 93-127.

358 For a discussion on the formal qualities of pre-modern Japanese reliquaries and their use in ritual ceremonies, see
Naito Sakae PNjEES, Shari shagon bijutsu no kenkys & FITEERZEMT O HFZE (Tokyo: Seishi shuppan, 2010).
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and a subtemple named Naka no Bo 7.2 5 was even constructed in the 1670s over the site where
it was believed that she cut her hair within Taimadera.3s9

What is commemorated through Chijjohime’s hair embroideries is not only the act of
removing marks of her gender, but how she repurposed this gendered material of long black hair
into a devotional object. Beginning in the seventeenth century, Chajohime’s tales and images
began to emphasize religious labor rather than meditation practices as the means for her to attain

enlightenment. For example, in the Taima mandara sho (¥ it 2 4<% 5it; 1436), a list of sermons
concerning the Taima mandara compiled by the priest Shoso FEJa  (1366-1440), the Amida

Buddha appears to Chiijohime directly after the noblewoman takes the tonsure, but in texts from

the seventeenth century onwards, such as the Taima byakki 24 /& H 5. (written in 1614 and
published in 1648), the Mirror for Women of Our Land (Honcho jokan ASH %8, 1661), a

compilation of female biographies for the edification of women, and the Earlier Pre-Taiheiki

(Zenzen taiheiki Hij # K -50; 1715), a tale concerning the events of the Nara-period court,

Chujohime devotes herself to writing a thousand copies of the Sutra in Praise of the Pure Land

(Shosan jodo kyo Frigiif 1-#%) for a full year before her encounter with the Amida Buddha.seo

Images of Chiijohime from the early modern period also depict the noblewoman directly involved
in the creation process of the Taima mandara. In the lllustrated Stories of Chiijohime hanging

scrolls (Chitjohime eden HRHE#A M, 1767) from Taimadera, for example, Chiijohime—and not

the bodhisattva Kannon—is depicted weaving the Taima mandara. ss1 Furthermore, while

359 Hioki Atsuko H #3#(f, Taima mandara to Chijohime 4k = 55 5E & HE (Tokyo: Benseishuppan, 2010),
126.

360 Tanaka Mie H H &4, “Chijohime setsuwa no kinsei IR EE O ITHE,” 87-92.

361 There are two versions of the lllustrated Stories of Chiijohime hanging scrolls at Taimadera and | am referring to
the work currently held at Taimadera’s subtemple, Okunoin #.[%. Both of these Illustrated Stories of Chitjohime
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Kamakura-period texts claim that Chtijohime ordered conscripted laborers to gather and prepare
lotus stems, in early modern period paintings, Chajohime herself is depicted spinning lotus fibers
and dyeing lotus stems into threads of five vibrant hues.zs2

Inscriptions on hair embroideries attributed to Chtijohime also reinforce the idea that the
noblewoman herself was directly involved in the labor and handiwork of these textiles. Phrases
such as “sewn by Chiijohime” [ H RFALAE ] or “woven by Chiljohime herself” [ H AR B %
were used rather than the general expression of “created by Chiijohime,” " RFGE{E] used to

refer to a patron not directly involved in the physical creation process of the image. The inscription

on the Sanskrit Seed-Syllable Amida Triad hair embroidery from Konbuin Btz 5%, for example,
reads [HORHEZWH 7 2 =77 1 ZHkEe | HEIEHANANSREZ R =T XA
] and provides further extensive details that “Chiijohime sewed this image with her own hands

using hair from her own comb and threads from the [Taima] mandara.” As Yuhang Li has noted
in her study of hair embroidery practices in China, the creation process was incredibly laborious
and highly ritualized.3s3 After women acquired the hair, either through the painful process of
plucking hair from their own heads or using sheared hair from a tonsure, a set of precise procedures

were followed to prepare, clean, and soften the hair to be used as floss. For Japanese hair

hanging scrolls are said to be based on the text, Chiijiohime gyojoki (P fFAEFTIRFD; 1730), but the images and
inscriptions on the Okunoin version deviates from precedence. For example, the inscription states [ 540 LA 5%

=R

=455 | and the illustrations suggest that Chiijohime, and not the bodhisattva Kannon, wove the Taima mandara
tapestry. Ganjoji Bunkazai Kenkytijo JolL=F AV SEHT, Chitiohime setsuwa no chosa kenkyii hokokusho S5 i
At A 0D A TR A TS, 40-41.

362 Nara National Museum, Taimadera: Gokuraku jodo eno akogare tokubetsuten taima mandara kansei 1250 nen
kinen 4 JBR<F : ARG L~ &> T DN FURRRIE X R 2 AR SERK 1250 4FEC/& (Nara: Nara National Museum, 2013),
320.

363 There are no oil stains on these hair embroideries, which indicates that the hair was treated or prepared in some
way. Chen Chaozhi suggests that the hair was first washed to remove oils or dirt and then the hair was softened so
that it could be easily used as thread. See Yuhang Li, “Sensory Devotions: Hair Embroidery and Gendered Corporeal
Practice in Chinese Buddhism,” in Sensational Religion: Sensory Cultures in Material Practice, ed. Sally M. Promey
(New Haven: Yale University Press, 2014): 370.
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embroideries, two or three strands of hair were then grouped together and added, stitch by stitch,
into the silk ground.se4

It is evident from the visual and textual accounts that the model of female piety in the early
modern period had changed. Ch@ijohime was no longer regarded as Japan’s version of Queen
Vaidehi who meditated quietly to attain salvation from the Amida Buddha. Instead, the early
modern Chajohime tales and inscriptions on Chiijohime’s embroideries imply that it is through
acts of religious labor, such as sewing images of the Buddha, and sacrificing one’s body through
the donation of hair, that one could achieve rebirth into the Pure Land. Furthermore, unlike earlier
Buddhist female saints who were celebrated for denying their sexuality, Chajohime is
commemorated precisely for her womanly work (embroidery) and her use of sexualized materials
(long black hair). As Keller Kimbrough writes, “rather than sublimating or denying her sexuality...
[Chujohime] uses [her sexuality] as her very means of overcoming the obstacles of her gender.”’365
This model of female piety directly contrasts with the teachings of the Blood Bowl Sutra. The
Blood Bowl Sutra claimed that women must rely on the saving grace of rituals and the monastic
community at large, but Chaijohime took her salvation into her own hands, literally, and achieved

enlightenment as a woman.

364 There are many technical differences between the creation process of Chinese and Japanese Buddhist hair
embroideries. Hair was sewn into Chinese Buddhist hair embroideries by one of three methods: 1) strands of hair were
grouped together as one 2) a single strand of hair was used as a single thread or 3) a single strand of hair was split into
many finer pieces. Only the first method appears to have been used in Japanese Buddhist hair embroideries.
Furthermore, many inscriptions on Chinese images embroidered with hair claim that the hair was acquired by plucking
it off one’s head. The term “pluck” (Ch. bafa $}%%) does not appear on inscriptions for Japanese Buddhist hair
embroideries, so it is more likely that only tonsured hair was used in Japan. On the techniques of Chinese hair
embroidery, see Li, “Sensory Devotions,” 361-367.

365 Kimbrough, Preachers, Poets, Women, and the Way, 225.
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4.8 THE PROVENANCE OF AND AUDIENCE FOR HAIR EMBROIDERIES

ATTRIBUTED TO CHUJOHIME

The preceding sections examined the formal qualities, materiality, and religious
significance of Buddhist hair embroideries attributed to Chiijohime to show that these images
served as evidence that women could follow Chiijohime’s example and attain enlightenment for
themselves. This leads to the question of how hair embroideries attributed to Chtjohime began to
appear at temples all across Japan. Inscriptions located on the back of these textiles reveal that the
monks of Taimadera distributed the images to two kinds of individuals: 1) wealthy pilgrims
visiting Taimadera, who would later donate the embroideries to local temples, and 2) monks
associated with Taimadera who received Chijohime’s hair embroideries to use for ritual
ceremonies and proselytization activities.

The earliest text concerning the origin of Chiijohime’s hair embroideries dates to 1492 and

can be found on the back of Shochi’in’s IE%[% Descent of Amida Triad embroidery. The
inscription claims that this image embroidered with Chtjohime’s hair is one of forty-eight
embroideries made by her held within Taimadera’s collection.3ss The earliest donation of one of
Chiijohime’s hair embroideries is recorded in the Midajiro hosshinden 7RFE R B % LMz preaching
text (kangebon #{LA), written in 1765. This text explains that Shoki FEZE (1177-1247), the
monk who rediscovered the Taima mandara in 1212, received multiple copies of the Sutra in
Praise of the Pure Land written by Chuijohime herself, as well as a Sanskrit Seed-Syllable

embroidery created with her tonsured hair from a Taimadera monk named Ken’a BA] during a

366 Nara National Museum 2= B [E 375 #)4E, 1to no mihotoke sk D&% & 17, 13.
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recent visit.ss7 Upon returning to his temple at Zenrinji #4£=F, the text claims that Shoka stored

Chaijohime’s sutras and embroidery there.sss This story, however, was likely fabricated at a later
date because Kamakura-period texts concerning Shokii’s visits to Taimadera do not record the
bestowal of such gifts. Although the text may be apocryphal, it offers proof that images and texts
said to be created by Chiijohime were considered precious items during the early modern period.
Illustrated handscrolls from as early as the thirteenth century reveal that pilgrims and
prominent monks received sutras believed to be copied by Chiijohime after their visits to

Taimadera. For example, the Illustrated Biography of the Priest Ippen handscroll (Ippen Hijiri-e

Y

—imEE4R), created in 1299, claims that the itinerant monk, Ippen, received a copy of the Sutra in

Praise of the Pure Land written by Chajohime after his pilgrimage to Taimadera, noting that he
cherished the object throughout his life.ss9 Sutras purported to be copied by Chiijohime are also
found in temples across Japan and attest to her popularity. Pure Land Buddhist temples from

Taimadera to Tanjoji #E4E=F in Nara to Renshoji #4==F in Saga Prefecture, among many others
claim to own sutras copied by Chiijohime.370 An entry from 1492.3.8 of the Oyudono no ue no

nikki #8178 F H 52 indicates that even imperial female attendants acquired sutras copied by

367 Hioki H ¥, Taima mandara to Chiijiohime 4 k= 255 & RHAE, 369.

3s8 This hair embroidery mentioned here may refer to the Sanskrit Seed-Syllable Amida Triad currently held at Zenrinji.
369 Scroll Eight of the Illustrated Biography of the Priest Ippen handscroll discusses Ippen’s visit to Taimadera. See
Komatsu Shigemi /M2 %3, Ippen Shonin eden —i& - A&z (Tokyo: Chuio Koronsha, 1981), 223-226.

370 Tales concerning Chiijohime, including the Taimadera ryaki 4 Bk =5t it (1231), claim that she created one
thousand copies of the Sutra in Praise of the Pure Land. Scholars suggest that Chiijohime became associated with this
particular sutra at a later date because numerous Nara-period copies were found in Taimadera’s collection. The Nara-
period copies in Taimadera are thought to originate to 760 CE and were initially created for the seventy-seventh
memorial service of Empress Komyd J:HH £ f& (701-760) because records state that 1,700 copies of the Sutra in
Praise of the Pure Land were created by the Sutra Scriptorium (Shakydjo 5-#¢FT) of Todaiji B K =F and distributed
to temples all across Japan. There is an inscription at the end of this Sutra in Praise of the Pure Land at Taimadera
which claims that Chiijohime wrote this text. Note that Honyo #5411 is Chiljohime’s Buddhist name. Nara National
Museum 7% B [E 71 4)4F, Taimadera 4 #£=F, 286.
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Chiijohime.371 It is likely that, as the Chtijohime cult spread, the objects pilgrims could attain from
Taimadera expanded to include hair embroideries attributed to this noblewoman as well. The wide
circulation of objects said to have been made by Chiijohime reveals just how pervasive her cult
had become and testifies that her popularity transcended class and even sectarian divides. In fact,
embroideries attributed to Chtijohime have been discovered even at temples with no association to
her cult, such as at the imperial convent, Hoky®oji, the headquarters for the Ji sect of Pure Land

Buddhism, Shojokoji 754+ F and even Shochi’in 1EF[5% an esoteric Shingon Buddhist temple

at Mt. Kdya, the sacred mountain where women were forbidden to visit.
After a patron acquired one of these hair embroideries attributed to Chiijohime, inscriptions
on the back of some images suggest that they were used as personal Buddhist icons (nenjibutsu

‘& F#1L). Personal Buddhas in pre-modern Japan were frequently installed in one’s private living

space for personal veneration or carried around as talismans for private use.s72 After the owner’s
death, the image was frequently donated to a local temple by a family member; this practice applies
to Chiijohime’s embroideries as well. For example, the inscriptions on the Dannd-Horinji’s

Descent of Amida Triad hair embroidery, as well as the Korinji’s & #8=F Descent of Amida Triad
hair embroidery, claim that these images were used as personal Buddhas by patrons Kimata

Moriyasu A{=5FZ (1585-1673), the chief retainer (karé % %) of Hikone 4R, for the former,
and the mother of Kikkawa Hiroyoshi & )11/A 5% (seventeenth century) for the latter. Before these

works were used in temples, the small-scale Korinji Descent of Amida (23 cm tall, 10.2 cm wide)

s71 Hioki H i, Taima mandara to Chiijohime 4 R 2 25 5 & Wi, 327-330.

372 Embroidered examples of personal Buddhas during the pre-modern period were quite unusual since most personal
Buddhas were small-scale sculpted images carved from aromatic wood. Personal Buddhas could belong to an
individual, a particular family, or the clan at large. For further discussion on the function of personal Buddhas, see
Christian Matthias Boehm, “The Concept of Danzo: ‘Sandalwood Images’ in Japanese Buddhist Sculpture of the 8t
to 14t Centuries” (PhD diss., University of London), 95-101.
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was likely carried around by Hiroyoshi’s mother as an amulet whereas the larger Danno-Horinji
embroidery (118.7 cm tall and 39.2 cm wide) was likely hung and displayed within Moriyasu’s
residence. At some later date, the families of these individuals donated the embroideries to temples
connected to Chiijohime’s legends, such as Korinji, and to temples with numerous images and
rituals that celebrated Chiijohime’s enlightenment, such as Danno-Horinji.

Korinji is one of the cult temples associated with the legends of Chtjohime and owns a

hair embroidery attributed to her. It is one of four temples including Tanjoji #E4= <, Tokuyiji 1
fl=F, and Anyoji Z2# =F, clustered together within the Kitsuji A<t District of Nara. Tanjoji was
believed to be a temple constructed on the place where Chiijohime was born, Korinji is where
Chujohime first received her Buddhist training, Anydji is believed to have been founded by
Chajohime, and Tokuyiji maintains a grave marker for Chiijohime’s father, Fujiwara Toyonari.s73
The Abbreviated Origin Story of Korinji (Korinji ryaku engi i MRFR&#%4EL), also claims that the
original temple where Korinji was constructed burned down in 1180 and was rebuilt again as a
nunnery in 1534.374 The Kitsuji District where these four temples are located was known as Nara’s
red-light district as early as the seventeenth century. Records from 1678 claim that this area
attracted many visitors each year as all four temples celebrated Chiijohime’s enlightenment on the
fourteenth day of the fourth month.s7s It is likely that prostitutes located in this district empathized
with Chajohime’s karmic punishments and turned to her teachings and material objects to attain

deliverance from their own worldly and soteriological concerns.

373 Hioki H i, Taima mandara to Chiijohime 4 ¥k 5 25 5 & HfF4E, 76-79.

374 Nara Shishi Henshii Shingikai 4% F 117 ¥ fmfE % 5% 2>, Nara-shi shi 2375 (Tokyo: Yoshikawa kobunkan,
1968), 168-169. For the history of Korinji, see Nakada Yuka {f' FH{GIll, “Naramachi no amadera: Korinji no rekishi
to hoto 4 BRET D JB<F « mAMRSF OBESL & 1EAT,)” Kansai daigaku hakubutsukan kiyo B VS K F R 2 24
(2018): 63-73.

375 Hioki H %, Taima mandara to Chiijohime 4 Ff = 255 & HORHf, 77.
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Tenshoji and Daiunin KZE[E in Kyoto are both temples that appointed head priests

associated with Taimadera. Tenshgji has three hair embroideries attributed to this saintly woman—
a Descent of Amida Triad, a Sanskrit Seed-Syllable Amida Triad, and a Six Letter myogo. The

temple was founded by the monk Meyo R, who had received his training at Taimadera and

traveled to the capital in 1528 to construct this temple and spread the tales of Chujohime.376
Besides three of Chiijohime’s hair embroideries, Tenshgji also has two 170 centimeter-tall hanging
scrolls depicting thirty-five scenes of Chiijohime’s life (Chijohime eden " FHEA2 {5, 1669), a
wooden statue of Chiijohime said to have been carved by the noblewoman herself, and an Eleven-

Headed Kannon sculpture, known as the Weaving Princess Kannon (Orihime Kannon #k A ),

which is believed to be the reincarnated figure of Chtjohime.377 Daiunin’s monk, Kdyo (1629-
1686), was also associated with Taimadera as he visited the temple in 1677 to oversee a restoration
project of their mandalas including the Taima mandara. s7s Daiunin also has a Descent of Amida
Triad hair embroidery attributed to Chajohime, and it is likely that he acquired this image after
one of these visits.

Patrons who owned Chiijohime’s hair embroideries also donated their personal Buddhist
icons to cult temples that were related to Chiijjohime, such as Dannd-Horinji. For example, after
the death of Kimata Moriyasu, his wife dedicated the Descent of Amida Triad hair embroidery

attributed to Chiijohime to this temple. Danno-Horinji was founded by Taichil 2877 (1552-1639),

376 Tenshdji was originally constructed in Mandarachd = 45 #EH] of Kyoto but was rebuilt in its current location near
the Kamo River when Toyotomi Hideyoshi & 75 ## (1537-1598), the Imperial Regent (kanpaku [ F1) of the time,
rearranged the urban plan of the capital in 1590.

a77 Saitd Choshii 77 R FK, ed. Edo meisho zue (L4 F[X<%. Kadokawa Bunko £4)!|3C#, vol. 2522 (Tokyo:
Kadokawa Shoten, 1968), 73.

378 Elizabeth ten Grotenhuis, Japanese Mandalas: Representations of Sacred Geography (Honolulu: University of
Hawai’i Press, 1999): 130-134.
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a monk who traveled across Japan to share the teachings of the Pure Land Buddhist sect and
commissioned many images related to Chaijohime’s devotional practices.379 These images include
a painting of Amida Buddha’s Descent to Taima Temple (Taima nerikuyozu >4 122 X)) in

1624, which illustrates Amida and his retinue welcoming Chajohime into the Western Paradise,

and a Taima mandara wood carving from 1632.3s0

4.9 RITUAL USE OF HAIR EMBROIDERIES ATTRIBUTED TO CHUJOHIME

This brings us to the question of how these Buddhist hair embroideries attributed to
Chajohime were used and why these images were viewed and touched by so many believers within
and outside the monastic communities. I argue that embroideries attributed to Chiijohime were
displayed for a variety of rituals including picture recitation performances, temple exhibitions, and
mukaeko ceremonies to further her cult. All three ceremonies were generally held concurrently on
the same day each year—on the fourteenth day of the fourth month—to commemorate the day it
is believed that Chiijjohime attained rebirth.3s1 These ritual services were also opportune moments
for the monastic community to proselytize to large gatherings and solicit donations.

Etoki, or picture recitation, is a didactic storytelling performance held at many temples
since the thirteenth century to proselytize Buddhist doctrine to a mainly illiterate audience. For

picture recitations, temples frequently used paintings such as handscrolls, hanging scrolls, and

379 Fujita Reio % HH Jih K and Matsuo Kaoru #2Z7>% %, Ryiikyi to Taichii Shonin ten: Eisd no kigen o tadoru 5iER
LS EANR oA Y —DJE & 7= £ % (Dazaifu: Kyiishii Kokuritsu Hakubutsukan, 2011), 64-70.

aso Nara National Museum 7% B [E 3214 £, Taimadera 4 Jfk<F, 289-230.

381 The mukaeko ritual continues to be performed every year at Taimadera but is now held on May 14. The date was

changed when the official Japanese calendar switched from the lunisolar Chinese calendar to the Gregorian calendar
in 1873.
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mandalas that included scenes such as Buddhist hells, biographies of saintly figures, and legends

concerning the founding of temples (engi #% /L ).3s2 Etoki was equally central to preaching

Chajoime’s legends. In fact, the first pictorialized example of an etoki performance comes from
the previously mentioned mid-thirteenth century Illustrated Story of the Miraculous Origin of the
Taima mandara handscroll.ss3 In this image, Amida Buddha, transformed into a nun, explains the
meaning behind the iconography of the Taima mandara in order to assist Chajohime in attaining
enlightenment. The illustrated handscroll itself was also likely used in etoki performances due to
its large size—most Kamakura-period scrolls are around 30 centimeters in height, but this
handscroll, at 48.7 centimeters, could be seen by more viewers.3s4

In addition to the illustrated handscrolls mentioned above, there is evidence that temples
used textiles such as the Taima mandara, to perform etoki related to Chaijohime’s teachings. For

= i

example, the Taima mandala chii & W= %7t (1223), a commentary on the work and use of

the Taima mandara tapestry by Shokd, states that the image was used in etoki performances.ass
During the etoki lecture, Shoka writes that a monk kneeling in front of the Taima mandara used a
feather pointer to draw attention to certain details of the image and explain its meaning to the
viewers. Many temples with hair embroideries attributed to Chtijohime acquired numerous images
concerning the noblewoman’s enlightenment, therefore, it is likely these artworks were treated as

an ensemble during a single etoki performance; the handscroll was used to explain the life of

ss2 lkumi Kaminishi, Explaining Pictures: Buddhist Propaganda and Etoki Storytelling in Japan (Honolulu:
University of Hawai’i Press, 2006), 11-15.

383 Ruch, “Woman to Woman,” 561.

384 Sugahara Futoshi &5 B4 % N, “Komyoji bon ‘Taima mandara engi emaki’ Hanmonogatari (Anchi naratibu)
no giho FHISEAR YRS K EIxERE) KWiE (T F « 777 4 7) OFEIE” Ningen to Kankyo 6
(2013): 39-43.

385 Dix, “Writing Women into Religious Histories,” 18.
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Chijohime, the Taima mandara was used to describe Amida’s Pure Land, and a hair embroidery
created by Chiijjohime was used as an exemplary model of female devotion.

Hair embroideries attributed to Chtijohime were also displayed in kaicho events alongside
the temple’s collection of other related images. A kaicho, literally meaning “opening of the curtain,”
is a temporary display of temple treasures to the general public in order to raise funds and
proselytize Buddhist doctrine. The practice of holding a kaicho event reached its peak in popularity
between the seventeenth and the nineteenth centuries and became a profitable platform for
fundraising since an entrance fee was collected from the viewers.3ss Kaicho events at Pure Land
Buddhist temples associated with Chtjohime usually overlapped with the annual mukaeko
ceremony that celebrated her enlightenment. The four temples mentioned previously as being
located in Nara’s Kitsuji red-light district, for example, held kaicho concurrently with mukakeo
every year on the fourteenth day of the fourth month, usually outdoors, to accommodate large
crowds.ss7 During a mukaeko ceremony, participants wore special robes and masks to physically
transform themselves into Buddhas and bodhisattvas as they reenacted the role of Amida Buddha’s
retinue in welcoming Chiijohime into the Pure Land.sss These performances took on the
appearance of a three-dimensional representations of a Descent of Amida painting as participants

marched in procession towards the western edge of the temple precinct.

386 For details on the history and function of kaicho events at Buddhist temples, see Nam-Lin Hur, “Invitation to the
Secret Buddha of Zenkoji Kaicho and Religious Culture in Early Modern Japan,” Japanese Journal of Religious
Studies, 36, no. 1 (2009): 45-63; Yui Suzuki, “Temple as Museum, Buddha as Art: Hory@ji’s ‘Kudara Kannon’ and
Its Great Treasure Repository,” RES: Anthropology and Aesthetics No. 52, Museums: Crossing Boundaries (Autumn
2007): 128-140.

387 Hioki H ¥, Taima mandara to Chijjiohime 4 Fk 2 255 & -4, 79.

388 Sarah Johanna Horton, “Mukaekd: Practice for the Deathbed,” in Death and the Afterlife in Japanese Buddhism
eds. Jacqueline I. Stone and Mariko Namba Walter (Honolulu: University of Hawai’i Press, 2008), 44-53; Gail Chin
Bryant, “The Mukaekd of Taimadera: A Case of Salvation Re-enacted,” Cahiers d’Extréme Asia 8 (1995): 325-35.
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Temples also displayed hair embroideries attributed to Chiijohime in rural areas in the form

of traveling exhibitions (degaicho HFAME). The Kaicho danwa BAME#FE (1829), an illustrated
book by the ukiyo-e artist Koriki Enkd’an 15 /)5 Mz g (1756-1831), depicts a touring exhibition

from Taimadera that was performed for five years throughout the countryside of Japan.sss
Tanenobu’s illustration shows men, women, and children walking through an exhibition at a
temple in Nagano Prefecture, as nuns direct the visitors’ attention to the many images on view
including Chujohime’s hair embroideries. Hank Glassman has noted that all the handlers of the art
objects in these illustrations are nuns, which implies that only women had the privilege to display
and explain works connected to Chiijohime.390 Like the nuns proselytizing the Blood Bowl Sutra
on the Kumano pilgrimage route, the discourse concerning Chaijohime’s enlightenment passed
from one woman to another, yet, the content of what these nuns preached differed; Kumano bikuni
claimed that women were bound to a polluted female body whereas nuns proselytizing
Chijohime’s teachings used her hair embroideries as evidence that the female body could be

transformed into a vessel of purity.

4.10 CREATING HAIR EMBROIDERIES AS A DEVOTIONAL PRACTICE

Legends of Chiijohime from the early modern period portray her as a woman capable of
overturning misogynistic precepts like nyonin kekkai and achieving enlightenment despite her

female body. As such, early modern women began to take on the practice of hair embroidery in

389 Hayashi Masahiko #HZ, Edo o itoite, jodo e mairamu: Bukkyo bungaku ron Tt % RO CTiF L~ 630 : (A
HC 5 (Tokyo: Meicho shuppan, 1995), 277-340.
390 Glassman, “’Show Me the Place Where My Mother Is!’,” 154-157.
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the late seventeenth century not to memorialize the deceased, but to follow her example and
transform their bodies into a pure vessel in this life. The creation of bodily devotional objects then
became an exemplary method for women to attain closeness with Amida Buddha and eradicate the
impurity of the female body. By the late seventeenth century, both men and women of the Pure
Land Buddhist faith began to donate their hair for inclusion in embroideries. This practice was
especially popular in rural areas because it was believed to confer the same benefits as traveling
to Taimadera on a pilgrimage.

Many seventeenth-century hair embroideries survive in convents and were created by nuns
not to memorialize the deceased, but as a devotional practice to attain oneness with the divine.
Some nuns stored their long locks of hair, cut from when they took the tonsure, in carefully labeled
boxes while others incorporated these locks into images.so1 The imperial convent, Jijuin 2452,
for example, has a hair embroidery of the Mantra of Light (Kémyo shingon 5B E. =) that was
likely created by one of the nuns. The sutra is depicted sixty times on a white hemp ground and
each of the Chinese characters of the text is sewn with human hair. Emperor Go-Mizunoo’s
granddaughter, Abbess Daiki Songd X215 (1674-1719) of Koshoin Y:FEPE, also created a
six-letter myogao by pasting her hair on a silk ground decorated with small cut strips of gold leaf

(kirikane §1]4x).392 It was believed that Daiki Songd, a fervent follower of Rinzai [i§# Zen,
overcame the impurity of her female body and attained enlightenment by solving a koan /%%, or

Zen riddle. The inscription on Daiki Songo’s portrait reads, “[Daiki Songd made] the essential Zen

301 Barbara Ruch, Days of Discipline and Grace: Treasures from the Imperial Buddhist Convents of Kyoto (New York,
Institute for Medieval Japanese Studies, 1998), 18.

392 Daiki Songd first began her monastic training in 1683 at Enshdji 1 #=F under the guidance of Abbess Bunchi and
may have been inspired by Bunchi’s own relic creation practices. See Patricia Fister, “Visual Culture in Japan’s
Imperial Rinzai Zen Convents: The Making of Objects as Expressions of Religious Devotion and Practice,” in Zen
and Material Culture, eds. Pamela Winfield and Steven Heine (New York: Oxford University Press, 2017), 179-81.
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teaching her sole standard, she reached the deepest subtleties of perfect and sudden attainment,
acquiring Buddha-wisdom in all its forms. She soon received her teacher’s sanction of
enlightenment.”393 The hair embroidery of Daiki Songd then does not simply represent her wish
for enlightenment, but rather, confirms that she already achieved it.

By the late seventeenth century, the practice of creating Buddhist hair embroideries shifted
from a personal ritual practice to a communal project that engaged both men and women of all
socioeconomic classes from the imperial court, the monastic community, and especially

commoners. A monk named Kiinen ZZ/& from Daijuin A% in Fushimi, Kyoto, traveled

throughout Japan from 1678 to 1692 and sewed sixty-nine large-scale hair embroideries for Pure
Land Buddhist temples from northern Kytshi to northeastern Japan. While the first few

embroidered images consisted of the Buddha’s Nirvana (Nehanzu {2#%[X]) and Descent of Amida

and Twenty-Five Bodhisattvas embroideries (Nijiigo bosatsu raigozu —.+ T35 5% K1 [X]), most
of the later hair embroideries were representations of the Taima mandara. 3 Unlike hair
embroideries attributed to Chiijohime which used a combination of both silk thread and hair,
however, every stitch in Kiinen’s embroideries incorporated human hair. Primarily using a simple
backstitch technique, Kiinen differentiated between black and white hairs by using the latter for
clouds and the silhouettes of the figures.

Kinen often created embroidered images with hair for temples in rural areas right before
reconstruction projects. Temples collected funds from donors who incorporated their hair into

images. This was a lucrative fundraising method, as the Okufuji monogatari 5.5 435, for

393 Patricia Fister, Amamonzeki: A Hidden Heritage — Treasures of the Japanese Imperial Convents (Tokyo: Sankei
Shinbunsha, 2009), 87.
304 Hioki H 1, Taima mandara to Chizjohime 4k = 255 & HURHE, 293.
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example, claims that in 1691, 128,004 people donated their hairs to be incorporated into a Taima

mandara hair embroidery that was 82 centimeters tall by 79 centimeters wide, at Sesshiiin 2 [

in present-day Aomori Prefecture. The number of contributors may be an exaggeration, but
accounts retelling Kiinen’s visits to Sesshiiin remain that confirm just how momentous this event

was in the lives of rural believers. The village headman (shoya J£ /&) of Goshogawara . fT{]J5
described Kiinen’s visit in the Hirayama nikkki *¥ (11 H 5., written in 1691. The text states,

JNHWIR X0 G B AR =MRMES, SRk, 1
BTG L AT ZfE =h, BLAFEE, ACEZLBEH,
HEszE, HEZR=M@ERER, Rafza AN e Bk, &
AR BRI EZ RN DA & R EmEET H, AR, s

“From the First of August, a traveling monk from Kamigata (Kyoto
region) visited [Sesshiiin] to create a [Taima] mandara. Hair was
collected from both men and women, both the young and the old,
because Kiinen wanted to use hair as the material for [the
embroidery]. People referred to Kiinen as a master of conspiring
wonderful feats. | witnessed male and female visitors alike, in the
midst of prayer, offering their thanks and coins, as their hairs were
drawn [from their head].”396

Kinen’s hair embroideries also gained wide acclaim among feudal lords and the imperial court.
The Okufuji monogatari, for example, includes an account of Tsugaru Nobumasa {5 Bz (1647-
1710), the feudal lord of the Hirosaki Domain, contributing three strands of hair to be used to
portray a portion of Amida Buddha’s neck in Sesshiiin’s Taima mandara.3s7 In 1678, Emperor Go-

Mizunoo also visited Usa Hachimangi /% /\ % in Oita Prefecture to view one of Kiinen’s

completed Taima mandara hair embroideries.3ss Kiinen preached that the merits of incorporating

395 Ibid., 285.

396 English translation by author.

397 Hioki B {1, Taima mandara to Chitjohime 42 55 5%& & " HE, 284.
308 Ibid., 273-74.
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hair into Buddhist embroideries extended to include benefits for this life as well. The Sesshiiin
Hasshi Mandara no engi U5t 522 FERE 2 f%EL, an origin story concerning the Sesshiiin
Taima mandara hair embroidery claims that, “according to this act, your father and mother who
precede you will find themselves in the Pure Land and the children and descendants you leave
behind will enjoy longevity.’’399

While hair embroideries were created in larger numbers during the late seventeenth century
by both women and men, the connection between this devotional practice and Chiijohime as well

as its relationship to Taimadera remained unforgotten by participants. Kiinen was referred to as
the “Second Coming of Chiijohime Kannon” (Chiijohime Kannon bosatsu sairai H & & 35
& FT3K) in texts and was celebrated as a reincarnated figure of Chiijohime. Kiinen also preached
that paying tribute to the Taima mandara hair embroidery acquired the same merit as conducting
a pilgrimage to Taimadera which was likely an appealing teaching to rural commoners who could
not make the arduous journey to visit the site where Chiijohime attained rebirth and view in person

the embroideries created by this woman.

4.11 CONCLUSION

Hair embroideries attributed to Chiijoime were crucial objects used to proselytize stories
about this saintly woman at Pure Land Buddhist temples. Chiijohime’s Buddhist hair embroideries

were distributed by patrons who likely first received them as gifts for supporting Taimadara and

399 The English translation comes from the following sentence, “BtAI#%IZ K& 0V CTHRNZARHEE LIC/EA L, FRL
FRRITFMEAERDA”
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by other temples connected to her legends. In religious ceremonies, these textiles were used for
didactic and commemorative purposes and were displayed to the public during picture recitation
performances, temple exhibitions, and reenactments of Chtjohime’s rebirth. In particular, hair
embroideries attributed to Chiijohime were considered material evidence that women were capable
of achieving enlightenment in this life, despite the impurity of the female body.

By considering how early modern viewers responded to hair embroideries attributed to
Chijohime, we can conclude that beliefs concerning the polluted female body were contentious at
best; in some cases, the female body was celebrated, while in others it was an object of disgust.
Although scholars have claimed that early modern society was preoccupied with notions about
female pollution, we need to consider the multiple solutions that were also proposed by monastic
communities to counteract defilement. Venerating Chtijohime’s hair embroideries and donating
one’s hair to be used in embroideries were likely just two of many devotional acts that developed
in response to beliefs in blood impurity. Such acts began to permeate religious thinking during the
late seventeenth century and gradually transformed conventional Pure Land Buddhist practices

into a more embodied experience.
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5.0 CONCLUSION

The purpose of this investigation has been to demonstrate how Buddhist hair embroideries
enabled women to intervene in ideological and social structures of medieval Japan and to talk past
or sidestep patriarchal Buddhist doctrine. Through the pages of this dissertation, | have argued that
Buddhist hair embroideries enabled women to construct their own alternative to the dominant
discourse, allowing them and expand their power and societal roles. These textiles gave voice to
women and enabled them to forge their own strategies for salvation and enlightenment. Each
chapter of my dissertation focused on different ways that Japanese women used Buddhist
embroideries to shape new attitudes towards female devotion. Chapter Two examined the adoption
and adaptation of embroidered images depicting the bodhisattva Kannon from China to Japan to
argue that the form, use, and meaning of these textiles differed by cultural context and even by
Buddbhist sect. Chapter Three traced the development of Buddhist hair embroideries to show how
this medium was thought to accrue merit in this life and the afterlife for aristocratic women.
Chapter Four analyzed hair embroideries attributed to Chijohime to consider why these textiles
became central to her cultic practices.

| have introduced questions of agency, power, and patronage into the study of Japanese
embroidered Buddhist icons by considering themes such as the process of embroidering, the
circulation and networks of pilgrimage sites and devotional images, the materiality of embroidered
icons, and ritual use. In doing so, my research has made contributions in three broad areas of study.
First, it contributes to the study of women and Buddhism by revealing the central role that the body
played in Buddhist gendered ritual practices in medieval Japan. Indeed, the allure of Buddhist hair

embroideries stemmed from their visceral and sensory appeal as the material remains of a loved
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one or holy figure became intertwined with the image of the Buddha. Second, my study furthers
our understanding of how women made embroideries to express their soteriological and bodily
agency and opens dialogue with works discussing the role of women and needlework across East
Asia. Finally, through its focus on medium and materiality, my dissertation deepens our
understanding of textile arts, which have generally been regarded as “low art” in the field of art
history and demonstrates that these images are worthy of study.

And yet, there are many more questions that remain unanswered. One avenue for further
research would be to consider Buddhist hair embroideries from a cross-regional perspective. The
practice of women incorporating hair within embroidered Buddhist images thrived across China,
Korea, and Japan, yet little is known about the transmission of this medium across time and space.
Second, it is unclear precisely when the making of Buddhist hair embroideries shifted from a
personal gendered devotional practice into a communal project that engaged and united both male
and female parishioners in Japan. Examining this change can perhaps offer an explanation of why
a majority of these monumental Buddhist hair embroideries that incorporate both male and female
hair exist today in rural areas. Finally, another approach to Buddhist hair embroideries would be
to examine these textiles along class lines. Most of the women described in this study were
members of aristocratic families and represent a tiny fraction of the elite. Future research could
potentially investigate how Buddhist textiles served to enrich the lives of women at all levels of
society.

There are also many discoveries yet to be made concerning embroidered Buddhist icons.
Previously unknown embroidered Buddhist images continue to be found particularly at temples in
rural areas on the western coast and the northeastern region of Japan. Over the past decade, these

rediscovered textiles include monumental early-nineteenth-century embroidered images of the
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Taima mandara, the Death of the Historical Buddha (nehanzu {£8&[X]), and a Six Letter myogo 4
7 discovered at Gokurakuji #z£=F in Kashiwazaki city of Niigata Prefecture. An embroidered
image of the bodhisattva Monju (Monju bosatsuSC 7 ¥ p&Sk. Mafijusii) was also discovered in

Yamagata Prefecture. An inscription embroidered on the upper portion of the textile claims this

the image was created by the nun Eihoni 7kiHiJ&, who was the mother of Mogami Yoshiaki i [
7t (1546-1614), the daimyd of the Yamagata Domai, in 1563. As Japanese libraries, museums,

and archives continue to digitize their collections, research on this topic will also become easier
and scholars will have access to new information. Hair embroideries in temple collections will
likely continue to remain inaccessible to the average lay person and will probably only periodically
be displayed in temple kaicho exhibitions. Nevertheless, museums are more frequently showcasing
obscure works from temple repositories. For the 2018 exhibition on Buddhist textiles at the Nara
National Museum, temples had an incentive to share these valuable yet fragile textiles because
woven and embroidered Buddhist icons were restored, meticulously surveyed, and photographed
at the museum’s expense.

In 2018, I had the opportunity to visit the Nara National Museum’s major exhibition on
Buddhist textiles and see all these embroideries that have miraculously stood the test of time
together under one roof. | could make out the fine needlework—the hundreds of stitches contained
within a single flower—that | was unable to see in photographic reproductions. Up close, the
shapes dissolved into countless delicate threads, lines, and patches of color. Just the thought of
the hours of work it took to stitch a single flower made me dizzy. Here is where | encountered a
seventeenth-century embroidered image of Prince Shotoku (574-622), the recipient of one of the
oldest extant embroideries in Japan, now represented as the subject of an embroidered icon

himself. Depicted in the prince regent form (sesshd taishi 2B T-), Shotoku is seated on a straw
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mat holding a scepter with both hands that would have been carried by distinguished figures in
government.400 His face and hands are painted with cream-colored pigment on plain weave silk
while the rest of the textile is embroidered using satin stitch. Gold twisted thread is also stitched
on top to superimpose shimmering floral motifs on Shotoku’s robes and crown. Black thread here
however has replaced human hair to depict Shotoku’s own hair and moustache. The names of
patrons, which were previously inscribed on the back of the embroidery, are now stitched on the
front near the bottom of the image with black, green, and yellow threads. Did the patrons
themselves stitch their names into the textile? The inscription lists the names of male and female

donors who dedicated this embroidered image to Horytji #£F&<F in 1690, the same temple

founded by the prince in 607 CE.401 No specific motivation for the icon’s creation is given in the
inscription, but it is perhaps safe to assume that embroidered Buddhist icons lost their gendered
ritual function during this period.

Up until this moment, however, Buddhist hair embroideries primarily concerned life and
death. They were usually commissioned by women for a loved one’s memorial service and often
incorporated her hair to depict the most sacred parts of the image. Kamakura- and Muromachi-
period women stitched their hair into embroideries to reenact a performance of bodily sacrifice
and to transform female hair, a frequently aestheticized material, into sacred matter suitable for
depicting the divine. Embroidered Buddhist images offer hidden stories of their makers and the
world that they inhabited. The inscriptions on the back or a record about its production are

sometimes all that we have to trace that woman’s existence. Their stories are about heartbreak and

400 Kevin Gray Carr, Plotting the Prince: Shotoku Cults and the Mapping of Medieval Japanese Buddhism (Honolulu:
University of Hawai’i Press, 2012), 12.

201 These names include the monk Joen % [} from Shitenndji VUK F < who was involved in commissioning other
embroidered Buddhist images, the monk D6kd shinshi, 1& 715 1=, the nun Nyokd shinnyo Z175{5 % and others.
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the loss of a mother or a daughter. They also signal anxieties that women had about their place in
the afterlife. Yet the visuality of Buddhist hair embroideries also provide a sense of peace and hope
that they too can achieve happiness in the afterlife. In a museum setting, the embroidery’s faded
color is pronounced. The ritual practice it was used for seems dated and obsolete. Yet the

embroidery’s subject about the fragility of life still speaks vividly to us even now.
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APPENDIX A GENEALOGY OF THE NORTHERN FUJIWARA FAMILY

Fujiwara no Fuyutsugu

775-826

— T
Naga_ra YOShikﬂdO
802-856 2-?

—
Takakuji
$36-000
_—
Mototsune Emperor Uda — Tisiihi
_miL £66-931 -896
| | .
Tadahira Onshi Emperor Daigo
$80-049 85954 885-030
| | | -
Saneyor1 Morosuke
900-970 909-960
| [
Tadatoshi Anshi ——— Emperor Murakami
20 927.967 926-967
S E— S
[
Sanesuke
E; Enyu
957-1046 frperor Soyn

959-991

Appendix Figure 1 Genealogy of the Northern Fujiwara Family
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APPENDIX B TEXTUAL RECORDS ON THE PRODUCTION OF HEIAN PERIOD

EMBROIDERED IMAGES

Appendix Table 1 Textual Records on the Production of Heian Period Embroidered Images

Date Patron Recipient Ritual Embroidered
Image
925.8.23 Emperor Daigo | Mother, Memorial Womb World
IR =4 PR R B Fujiwara no Service Mandala
(885-930) Inshi JAL (- RS = Ak
896)
955.14 Emperor Mother, One Year Lotus Sutra
RIE T Murakami Fujiwara no Memorial Mandala
i ERE Onshi &1 Service LR SRR
(926-967) (885-954)
987.4.29 Emperor Enyt | Mother, Twenty-Fourth | Amida’s Pure
K AE TCAR o gl R L Fujiwara no Memorial Land Mandala
(959-991) Anshi ‘% Service B RREE 1
(927-964) S AR
1028.1 Unknown Fujiwara no Forty-Ninth Amida’s Pure
7 75 LA Michinaga i& Day Memorial | Land Mandala
£ (966-1028) | Service (T SEaa
& AR
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1102.7.21
RN 4R

Unknown

Unknown

Unknown

Image of a
bodhisattva
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APPENDIX C TEXTUAL RECORDS ON THE PRODUCTION OF KAMAKURA
PERIOD EMBROIDERED IMAGES

Appendix Table 2 Textual Records on the Production of Kamakura Period Embroidered Images

Date Patron Recipient Ritual Embroidered Hair
Image
1185.5.29 Hachijo-in | Unknown Merit for | Amida  Seed | Hair of the
G DY A no Sanmi | deceased the Syllable deceased
no person(s) deceased FrfHREEDFET | person(s)
Tsubone
I\ SR BE =
AR
(-1218)
1200.1.13 Hojo Minamoto One-year Sanskrit Seed- [ Masako’s
Sys A Masako no memorial Syllable
Jbg&E+ | Yoritomo service [f = — 4% hair
(1157- A 5
1225) (1147-
1199),
Masako’s
husband
After 1263 | The poet, Tameko Memorial Sanskrit Seed- [ Tameko’s
LR =4 Fujiwara pe Service Syllable hair
no Tameie | (-1263), g
FE3 Tameie’s
(1198- daughter
1275)
1308 Emperor Wife, Memorial Sanskrit Yugimon-
s =4 Go-Uda Yiigimon-in | service syllable in’s hair
% F % K | EERM R
A (1270-
(1267- 1307)
1324)
1332.6 Wife of | Hino 49th day Amida raigo Wife of
oL AR Hino Toshimoto Memorial triad Hino
Toshimoto | HEp# %L (- | Service S — B Toshimoto’s
1332), hair
retainer in
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the service
of Emperor
Go-Daigo
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APPENDIX D BUDDHIST HAIR EMBROIDERIES ATTRIBUTED TO CHUJOHIME

Appendix Table 3 Buddhist Hair Embroideries Attributed to Chuijjohime

Iconography Location Date Size

Descent of Amida Dannd-Horinji Muromachi Period 118.7 x 39.2 cm
Triad 8 E VMRS

fr[RFE = 2R | Kyoto-shi

Descent of Amida Tenshoji KVESF Muromachi Period 65 x29.6 cm
Triad Kyoto

BRTARRE = Bk X

Descent of Amida
Triad
Rl R PE = B3k 1 Y]

Daiunin KZERz
Kyoto

13th-14th century

121.3x40.1 cm

Descent of Amida Shochi’in 1E 2Bt 14w-15th century 58.4 x 26.2 cm
Triad Wakayama
FarRBE =28k | Prefecture
Descent of Amida Nara National 14t-15th century 73.1x25.6 cm
Triad Museum
FIRFE =2 | AX B E N -
originally Taimadera
 JRSF Nara
Descent of Amida | Korinji i #k=F Late Muromachi 23x10.2cm
Triad with patron Nara-shi Period
FATRFE = 28 Sk (X
Sanskrit Seed- Taimadera & FR<F 14w-15th century 67.8 x 26.8 cm
Syllable Amida Triad | Nara-shi
TP RRE = (X
Sanskrit Seed- Tenshoji KIMEF Muromachi Period 83.7x32.4cm
Syllable Amida Triad | Kyoto
with patron
F7- P RBE = 25X
Sanskrit Seed- Konbuin B4 B Muromachi Period 45.2 x22.4cm
Syllable Amida Triad | Nara-shi
L 1-Rr[ 7RFE = 24 [X]
Sanskrit Seed- Zenrinji fAAKSF Kamakura Period 105.5 x 31 ¢cm

Syllable Amida Triad
TP P E =2 X

Kyoto-shi
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Sanskrit Seed- Dannd-Horinji 14+ century 98 x 42.6 cm
Syllable Amida Triad | 18 FJEcF
i F-fRPE —25[X] | Kyoto-shi
Six Letter Myogo Tenshoji KIMESF Muromachi Period 99.2 x 37 cm
PRI EAL 5 Kyoto
Six Letter Myogo Hokydji E#Hi~F Muromachi Period 92.5x 20 cm
PRI EAL 5 Kyoto-shi
Six Letter Myogo Shochi’in 18P 14th-15th century 69.5x 19.4 cm
PRI RFEA 5 Wakayama

Prefecture
Standing Amida Shojokoji 15 ¥ 't =F | 14t century 112.9 x 40.3 cm
(BEN P avAd Kanagawa Prefecture
Descent of Shaka Shinsha-Gokurakuji | Muromachi Period 108.7 x 38.2 cm
Triad B R T
BRI = 2] Kyoto-shi
Sanskrit Seed- Chionji &1 14t-15t century 71x32.7cm
Syllable Amida Kyoto-shi
Pentad
Fei - [l R E . 25X
Sanskrit Seed- Shochi’in 1E 8Bt 14w century 69.5 x 29.4 cm
Syllable A Wakayama
B[4 Prefecture
Dainichi nyorai Hosomi Art Museum | Kamakura Period 49 25cm
KB anksg ML LT RE —

originally

Itsukushima Shrine

Jik AR

Hiroshima Prefecture
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APPENDIX E LIST OF IMAGES

Chapter 2

Figure 1. Eleven-Headed Guanyin, early 8t century, 85.1 cm, Stone, Qibaotai, Chang’an, Tang
Dynasty

Figure 2. Sakyamuni Preaching on Vulture Peak embroidery, 8t century, 241 cm x 159.5 cm,
Embroidery in areas on white plain weave silk and hemp, British Museum

Figure 3. Textile with donors and partial Buddha, 487, 75 cm x 51 cm, Embroidered silk (split
stitch on tabby), Found between Cave 125 and 126, Dunhuang Research Institute

Figure 4. The Consort Yinzhen Sewing.

Figure 5. Guanyin, attributed to Guan Daosheng (1262-1319), 105 cm x 50 cm, Human hair and
silk floss on silk, Embroidery, Nanjing Museum Collection

Figure 6. Buddha, attributed to Ni Renji (1607-1685), 1649, Human hair on silk, Embroidery

Figure 7. Willow-Branch Guanyin, 13t century, 59.8 x 37.2 cm, Embroidery in areas on plain
weave silk, Kyoto National Museum, Japan

Figure 8. Shide, attributed to Yintuoluo (c. 1285-1355), Yuan Dynasty (1279-1368), 87.5 x 31.2
cm, Ink on paper, Hanging scroll, Yale University Art Gallery

Figure 9. Guanyin, Chao I, 1313, National Palace Museum, Taiwan

Figure 10. Water and Moon Guanyin, late 13t-early 14t century, 111 x 76 cm, Ink, slight color
and gold on silk, Hanging scroll, Nelson-Atkins Museum of Art

Figure 11. Seven Locations and Nine Assemblies, Dunhuang Cave 61, 10t century, 194 x 179
cm, ink and colors on silk, Musée des Arts Asiatiques-Guimet, Paris, France

Figure 12. Sakyamuni Preaching, 8t century, 211 x 160.4 cm, Embroidery on white plain weave
silk, Nara National Museum

Figure 13. The Tenjukoku shiichd mandara, 7t century, 88.8 x 82.7 cm, Embroidery in areas on
purple complex gauze silk backed with purple plain weave silk, Chiigiiji, Nara, Japan

Figure 14. Nyoirin Kannon (Sk. Cintamanicakra), 14 century, 92.3 x 40.1 cm, Embroidery
completely covering plain weave silk, Kannonji (Arako Kannon), Aichi Prefecture, Japan
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Figure 15. Nyoirin Kannon (Sk. Cintamanicakra), 14t century, 120.8 x 55.9 cm, Colors on silk,
hanging scroll, Hogonji, Shiga Prefecture, Japan

Figure 16. Detail of The Dragon Princess, Scroll Twelve of the Lotus Sutra in the Heike Nokyo
handscroll, 1164, Itsukushima Shrine, Japan

Figure 17. Kumano Heart Visualization and Ten World Mandala (Kumano kanshin jikkai
mandara), Ink and colors on paper

Figure 18. Nyoirin Kannon (Sk. Cintamanicakra), 14t century-15t century, 72 x 37 cm,
Embroidery in areas on plain weave silk, Hokkeji, Nara

Figure 19. Eleven-Headed Kannon, early 9t century, 100 cm, Hokkeji, Nara

Chapter 3

Figure 1. Detail of hair embroidered Amida Buddha’s Snail-Shell Curls from Descent of Amida
Triad, Muromachi Period. Hair and thread embroidery on silk, 112 x 38.5 cm, Hogonji, Saga
Prefecture, Japan

Figure 2. Fugen and the Ten Female Demons, 12t century. Embroidery on plain weave silk; 75.3
X 41.9 cm. Hogonji, Shiga Prefecture

Figure 3. Seated Amida Triad, 12t century. Embroidery on plain weave silk; 144.1 x 83.2 cm.
Saineniji, Ishikawa Prefecture

Figure 4. Monju Bodhisattva Seated on a Lion, 12t century. Embroidery on plain weave silk;
144.1 x 83.2 cm. Museum Yamato Bunkakan, Nara Prefecture

Figure 5. Detail of Buddhist hair embroidery metal rod from Dainichi nyorai, Kamakura Period.
Hair and thread embroidery on silk, 49 x 25 cm. Hosomi Museum, Kyoto Prefecture, Japan \

Figure 6. Womb World Mandala, 859-880. ink and colors on silk; hanging scroll, 183.6 x 164.2
cm. Saiin, Kyoogokuji (T6j1), Kyoto Prefecture

Figure 7. Hall of the Central Dais Eight Petals. Detail of the Womb World Mandala, 859-880.

ink and colors on silk; hanging scroll, 183.6 x 164.2 cm. Saiin, Kyddogokuji (Toj1), Kyoto
Prefecture

Figure 8. Lotus Sutra Mandala, Kamakura Period, 13t century. Ink, colors, and gold on silk;
hanging scroll, 70 x 68.5 cm. Matsunoodera, Kyoto Prefecture

Figure 9. Taima mandara, late 14w century. Painting, 133.4 x 121.9 cm. The Metropolitan
Museum of Art
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Figure 10. Taima mandara, late 14w century. Painting, 133.4 x 121.9 cm. The Metropolitan
Museum of Art

Figure 11. The Hungry Ghosts Scroll, section 2, 12wt-13wt century. Ink and color on paper;
handscroll, 26.9 x 380.2 cm. Tokyo National Museum

Figure 12. Descent of Amida Triad, Muromachi Period, Hair and thread embroidery on silk. 109.1
cm x 37.2 cm, silk and human hair embroidery on silk, Cleveland Museum of Art

Figure 13. Mourning Locket (with hair of Chancellor Walworth, his parents, and son), 19t
century. Human hair and silver, 3 1/8 x 2 in.

Figure 14. Kannon, 13t century. Guan Daosheng (1262-1319) Human hair and silk floss on silk;
embroidery, 105 x 50 cm. Nanjing Museum, China

Figure 15. Women’s hair rope, 1895. 69 m x 30 cm. Higashi Honganji, Kyoto Prefecture, Japan

Figure 16. Women’s hair rope, created during the Sino-Japanese War (1894-95). Ujiie Naoko.
The Japanese Military and War Museum, Yasukuni Shrine, Tokyo, Japan

Figure 17. Sanskrit Seed-Syllable A, painting, 14w century, 85.4 cm x 39.3 cm, Tokyo National
Museum

Figure 18. Sanskrit Seed-Syllable Amida Triad, 13t century. Hair and thread embroidery on silk,
105.5 x 31 cm. Zenrinji, Kyoto Prefecture, Japan

Figure 19. Sanskrit Seed-Syllable Amida Triad, 14w century. Hair and thread embroidery on silk,
63 x 35.5 cm. Daifukudenji, Mie Prefecture, Japan

Figure 20. Sanskrit Seed-Syllable Amida Triad, 14w century. Hair and thread embroidery on silk,
63 x 35.5 cm. Daifukudenji, Mie Prefecture, Japan

Figure 21. Seated Dainichi nyorai statue, 1210, Jikkei. Wood, lacquered gold foil, inlaid crystal
eyes; sculpture. 104.3 cm, Shuzenji, Shizuoka Prefecture, Japan

Figure 22. Detail from Scroll 2 of the Taima mandara engi emaki, mid-13t century. Color and
ink on paper. Komyoji, Kanagawa Prefecture, Japan

Figure 23. Detail of Onna Sannomiya as a nun with partial tonsure (amasogi). Genjie. 12t century.
Ink and pigment on paper; handscroll. 133.4 x 121.9 cm. Gotd Museum of Art
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Chapter 4

Figure 1. Taima mandara, late 14t century. Painting, 133.4 x 121.9 cm. The Metropolitan Museum
of Art

Figure 2. Blood Lake Hell. Detail from the Hosenbo Tateyama mandara, 1858. Four hanging
scrolls, ink and colors on silk. Private collection

Figure 3. Kumano Heart Visualization and Ten World Mandala, 17t century. Ink and colors on
paper. Hyogo Prefectural Museum of History

Figure 4. Chajohime’s enlightenment. Detail from the Taima mandara engi (Illustrated Tales of
the Origins of the Taima mandara), Kamakura period, 13t century. Two handscrolls, color on

paper. Komydji temple, Kanagawa

Figure 5. Thirteen scenes from the Contemplation Sutra on the right panel of a Diagrammatic
representation of the Taima mandara. Taimadera, Nara Prefecture, Japan

Figure 6. The 9t Visualization. Detail from the Taima mandara, 14t century. Painting, 91.8 x 72.7
cm. The Metropolitan Museum of Art

Figure 7. Welcoming Descent of Amida and Twenty-Five Bodhisattvas, late 14t century. Hanging
scroll, ink, color, and gold on silk. 167 x 85 cm. The Metropolitan Museum of Art

Figure 8. Sanskrit Seed-Syllable Amida Triad funerary stele. Stone. Fusaji, Tokyo Prefecture,
Japan

Figure 9. Emperor Gomizuno-o, Myaga, 17t century. Fingernail clippings on wood, 13 x 11 cm.
Enshoji, Nara Prefecture, Japan

Figure 10. Dainichi nyorai, Kamakura Period. Hair and thread embroidery on silk, 49 x 25 cm.
Hosomi Museum, Kyoto Prefecture, Japan

Figure 11. Sanskrit Seed-Syllable A, 14t century. Hair and thread embroidery on silk, 69.5 x 29.4
cm. Shochi-in, Wakayama Prefecture, Japan

Figure 12. Descent of Shaka Triad, Muromachi Period. Hair and thread embroidery on silk, 108.7
x 38.2 cm. Shinshti-Gokurakuji, Kyoto Prefecture, Japan

Figure 13. Shaka Triad and the Descent of Amida with Twenty-Five Bodhisattvas, 14w century.
Hanging scroll, color on silk, 132.3 x 54.9 cm. Unpenji, Tokushima Prefecture, Japan

Figure 14. Sanskrit Seed-Syllable Amida Pentad, 14t-15t century. Hair and thread embroidery
on silk, 71.0 x 32.7 cm. Chionji, Kyoto Prefecture, Japan
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Figure 15. Descent of Amida Triad, 14t century. Hair and thread embroidery on silk, 105.0 x 40.7
cm. Chiigiiji, Nara Prefecture, Japan

Figure 16. Detail from Scroll 2 of the lllustrated Biography of Honen, 15t century. Colors on silk,
Width 31.86¢cm. Taimadera Okunoin, Nara Prefecture, Japan

Figure 17. Descent of Amida Triad, Muromachi Period. Hair and thread embroidery on silk, 118.7
x 39.2 cm. Dannd-Horinji, Kyoto Prefecture, Japan

Figure 18. Descent of Amida Triad, Muromachi Period. Hair and thread embroidery on silk, 65 x
29.6 cm. Tenshoji, Kyoto Prefecture, Japan

Figure 19. Descent of Amida Triad, Late Muromachi Period. Hair and thread embroidery on silk,
23 x 10.2 cm. Korinji, Nara Prefecture, Japan

Figure 20. Sanskrit Seed-Syllable Amida Triad with patron, Muromachi Period. Hair and thread
embroidery on silk, 83.7 x 32.4 cm. Tenshdji, Kyoto Prefecture, Japan

Figure 21. Six Letter Myogo, Muromachi Period. Hair on paper, 99.2 x 37 cm. Tenshdji, Kyoto
Prefecture, Japan

Figure 22. Six Letter Myogo, Muromachi Period. Hair and thread embroidery on silk, 92.5 x 20
cm. Hokyoji, Kyoto Prefecture, Japan

Figure 23. Illustrated Tales of Chiijohime,1669. Two hanging scrolls, color on silk, 172 x 122 cm.
Tenshoji, Kyoto Prefecture, Japan

Figure 24. Dyeing lotus stems. Hanging scroll, 16t-17t century. Color on silk. Tsumura Kampo
Museum, Ibaraki Prefecture, Japan

Figure 25. Shosan jodo kyo (Sutra in Praise of the Pure Land). Handscroll, Nara Period (8t
century). Ink on paper. Nakanobo, Taimadera Temple, Nara Prefecture, Japan

Figure 26. Standing Amida,14t century. Hair and thread embroidery on silk, 112.9 x 40.3 cm.
Shojokoji, Kanagawa Prefecture, Japan

Figure 27. Six Letter Myogo, 14m-15th century, Hair and thread embroidery on silk, 69.5 x 19.4
cm. Shochi-in, Wakayama Prefecture, Japan

Figure 28. Descent of Amida Triad, 13t-14t century, Hair and thread embroidery on silk, 121.3
x 40.1 cm. Daiun-in, Kyoto Prefecture, Japan

Figure 29. Amida’s Procession Welcoming Chiijohime to Paradise (Nerikuyo), 1624. Hanging
scroll, color on silk, 144.6 x 97.9 cm. Dannd-Horinji, Kyoto Prefecture, Japan
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Figure 30. Taima mandara, 1632. Carving on wood, 89 x 73.4 cm. Danno-Horinji, Kyoto
Prefecture, Japan

Figure 31. A nun performing picture recitation in front of the Taima mandara. Detail from Scroll
2 of the Taima mandara engi emaki, mid-13t century. Color and ink on paper. Komyodji,
Kanagawa Prefecture, Japan

Figure 32. Chujohime’s hair embroidery on display. Detail from Saru-an Takariki Tanenobu,
Kaicho danwa, 1829.

Figure 33. Mantra Woven with Hair. Hair embroidery on hemp, 197 x 59 cm. Jijuin, Kyoto
Prefecture, Japan

Figure 34. Abbess Daiki Songd, Kannon myago, 18t century. Hair embroidery and gold flake on
silk, 100 x 28 cm. Koshoin, Kyoto Prefecture, Japan

Figure 35. Taima mandara, 1691. Hair embroidery on silk, 82.6 x 76 cm. Sesshiiin, Aomori
Prefecture, Japan
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