
Establishment of the Deer Mandala of the Kasuga Shrine in the Collection 
of the Osaka City Museum of Fine Arts and the Kasuga Myojin Oracle

By TABUCHI, Kaho

These research notes take into consideration the beliefs and expressive features at the 
time the Deer Mandala of the Kasuga Shrine (hereafter the “Osaka City Museum of Fine 
Arts Version”) in our collection was created.

Because the Deer Mandala of the Kasuga Shrine depicts the legend of Takemikazuchi 
no Mikoto riding a shrine deer from Hitachi Province to Mt. Mikasayama, the mountain is 
frequently depicted, however, the Osaka City Museum of Fine Arts Version does not have 
a background. The depiction of the shrine deer is unique, and underneath it one can see a 
large torii gate. The deer is facing forward, and light is radiating from a round mirror on top 
of a sakaki evergreen tree depicted in the lotus position.

The Osaka City Museum of Fine Arts Version features an ink inscription, with the 
oracle on the top and the hotsugan bun, or vow, on the bottom. The hotsugan bun reveals 
that Shogen, a  Shinto priest from Kyoto, vowed to create this version as the principle image 
in November of 1406 (Oei 13). The oracle is that of Kasuga Myojin, and the phrase ”house 
of evil thoughts” indicates that there was a scandal around the time the vow  was made. 
Koryaku records show the occurrence of an impure incident related to the Kasuga Festival 
on January 21, 1406. It is conceivable that the Osaka City Museum of Fine Arts Version 
was commissioned to exorcise the impurity of this event.

Considering the production process of the Osaka City Museum of Fine Arts Version, we 
can infer that the above events are why it differs from other versions of the Deer Mandala 
of the Kasuga Shrine. Other than the ink inscription, details on the history of the Osaka 
City Museum of Fine Arts Version are unknown, however, it does serve as a hint into the 
backdrop of its production.
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注

 1 遺跡出土資料には、出土遺構や共伴資料などから製作や廃棄の年代を比較的絞り込みやすい、年代を資料が破
片化しているためサイズ的に科学分析を実施しやすいといった利点がある。 

 2 伝世品は完形品であることが多く、その場合、形状や大きさの制約によって研究機関が所有する実験室据置型
の分析機器では、非破壊材質調査が行えないことが多かった。これまで完形の古九谷大皿などが科学分析され
た事例もあるが、使用できる機器が限られたり、作品の移動などが必要であったりと、調査の障壁が大きかった。
しかし、近年はポータブル式小型機器が開発され、普及してきたことから、伝世品の分析が可能となっている。
本調査では修理のために作品が破片化することから、据置型装置の使用を計画していたが、装置が故障し使用
できなくなったため、ポータブル式装置に変更して調査を実施した。本調査では対象作品の材質的な情報の取
得だけではなく、ポータブル式装置による伝世品の調査方法の確立とデータ解析方法の検討も調査の目的の一
つとした。 

 3 有田における色絵磁器では線描きの後に濃みが施されるとされている。特に、盛絵具と呼ばれる黄色・緑色・
紫色などの色絵具では、濃み用の色絵具が線描きの線を覆うように塗られるが、これは線を保護するためとも
いわれている。また、今回の作品では、色絵具は全て透明釉薬の上に施されているため、透明釉薬も色絵具の
分析結果に影響を与える可能性が高いと考えられる。 

 4 調査当初は金属測定用の「Alloys 2」モードで分析を開始したが、途中でガラス測定用の「Glass Dual」モード
に変更して分析を行った。いずれのモードでも1回の分析で15kVと40kVの管電圧で測定行い、その2回の測定
を統合して分析結果（定量値）を出す仕組みとなっている。ただし、今回は途中で測定モードを変更し、定量
元素の種類などが変わったため、統一した分析値の算出ができなかった。そのため、定量分析による検討は行
わず、定性分析結果のみを提示することとした。 

 5 No.003-03は、陶片の形状的な制約から紫色絵具はX線照射範囲の半分程度であり、残りの部分は透明釉薬であっ
た。そのためNo.003-01を掲載した。 

 6 黄色絵具のデジタル顕微鏡観察では、赤色から褐色の粒子が認められる箇所もあった。黄色絵具には同様の粒
子が全く認められない箇所もあるため、色絵具中に残存した物質ではなく、修理作業時に付着した漆などの接
着剤が表面に残存したものの可能性が高い。 
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 Artist-Monk Chosen/Mugen/Dokucho 
― Rediscovering His Art and History (Continued)

By CHINEN, Satoru

This is a continuation of a discussion that aims to interpret the activities of Dokucho 
Shokyo (date of birth unknown – 1664), artist and monk of the Rinzai sect of Zen Buddhism, 
published in issue No. 23 of this journal. It delves into artistic expressions in the Illustrated 
Biography of Prince Shotoku (three volumes, Eifukuji Temple collection) and the written 
tradition of kotobagaki, or the textual sections of illustrated scrolls, aiming to confi rm that 
Mugen (Chosen) is the artist, and to verify the authenticity of the list of kotobagaki writers 
included the illustrated biography. In search of the correct kotobagaki (picture scroll 
completion and offering) chronology, this discussion also offers the likelihood that it took 
place in 1649 (Keian 2) based on when the manuscript writers served in their posts. With 
the picture scroll commissioned by Retired Emperor Go-Mizunoo in mind, it also reports on 
the involvement of Nyosetsu Mongan, the chief priest of Eigenji Temple who was a close 
associate of Mugen, as well as data searches and new examples of works by Chosen and 
Dokucho.

Changes to Beiqi (Northern Qi) Dynasty Buddhist Image Trends in Yecheng 
– Observations Based on  Fieldwork  Knowledge

By TABAYASHI, Kei

Buddhist images unearthed in Yecheng are recognized as the foundation for Northern 
Qi style in the later half of the Dongwei (Eastern Wei) dynasty, which in turn established 
the Northern Qi style upon infl uence from the outside. Also, because tree-shaped halos on 
Northern Qi images imply that they are derived from a seated statue of the Buddha half-
inclined in meditation, it is conceivable that adoration for the Buddha is one of the elements 
that forms the bedrock of Northern Qi sculpture. In the early Northern Qi dynasty, around 
550s, there were two schools of thought: radical and traditional, and in time, a school 
(Group A) that pursued integration in the same way as at the  Bei(Northern)Xiangtangshan 
southern cave was established starting in the 560s. At the same time as the orthodox style, 
a school (Group B) that aimed for a unique sense of three dimensionality and group image 
expression came into being. Infl uence from the western regions was behind the changes to 
single images from the 560s, which prompted the introduction of decorative medallions, 
chiefl y exerting formative design infl uence on Group B. The pedestal at the Hakutsuru Fine 
Art Museum is viewed as a standard work of the Group B school.
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