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they will bring about a genuine field of felicity
enabling those donors to obtain the reward of the
great fruit (i.e., great enlightenment)-”
From the Fazhuji, quoted p.184, Latter Days of the
Law.5

This text which was first translated by the Chinese monk
Xuanzang in A.D. 645, gives the names, entourage, and
residence of the traditional sixteen arhats or lohans (of
whom only the first and eleventh, Pindola and Rahula are
well-known) and lists them as follows:

ARHATS AS THEY ARE KNOWN (IN SANSKRIT) IN INDIA, or
lohans as they are known in China, or rakan in Japan, are a
subject of Buddhist art that has been popular throughout
Asia. Although arhat images were created in India, in
China, in Tibet and in Japan, they are often mistaken for
bodhisattvas or other Buddhist divinities, and learned
writing about them in English is relatively scarce.1 A brief
survey of this fascinating subject is therefore appropriate as
an introduction to the handbook for an exhibition where a
number of such images are likely to be found.

Marylin Rhie, in Wisdom and Compassion: the Sacred Art
of Tibet, describes arhats as “enlightened Buddhist monks
who remain in this world to maintain the Buddhist teach-
ings until the time of the next Buddha.”2 Snellgrove, in the
Cultural History of Ladakh, called arhats “literally ‘worthy
ones’, title given to early disciples of Sakyamuni, who
achieved the state of nirvana.”3 Julia Murray in an essay in
Latter Days of the Law, adds that the “lohans are presented
in the canonical Fazhuji (A Record of the Abiding of the
Dharma, spoken by the Great Arhat, Nandimitra) as ascetic
followers of the Buddha who attained enlightenment by
their own efforts, according to the Hinayana model”,
p.140.4 In some traditions it is also carefully noted that the
arhats are to be invidiously distinguished from Bodhisattvas,
being concerned with their own attainment of nirvana and
not possessed of the attributes of sacrifice for the benefit of
others which characterize the Bodhisattvas, all of which only
emphasizes that over a vast area of the globe and over many
centuries there has been a great variation in the concept and
portrayal of the arhat.

Nandimitra himself characterized the lohans as follows:
“The sixteen Great Lohans are all endowed with the
three kinds of insight and the six kinds of transcen-
dent knowledge…They have separated themselves
from the infection of the three worlds (desire, form,
and formlessness), and recite and maintain the Tripi-
taka…As they have received the means of the power
of transcendent knowledge, they lengthen their own
lives. As long as the Buddha’s law will remain, they
will always protect and maintain it; and with donors,

Figure 1. Kalika. China, Tang dynasty, early to mid 9th century. Ink and color
on paper. Height: 171⁄8 in. (43.5 cm) Width: 101⁄4 in. (26 cm). The British
Museum, OA1919.1-1.0169* (CH. 00376). (Found in Cave 17, Dunhuang).
Copyright the British Museum
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1. Pindola Bharadvaja, residing in Aparagodana, who is
often shown holding a small pagoda, or a book and an
almsbowl. (see fig.3).

2. Kanakavatsa, who holds a looped cord or a jeweled
pasha (precious lasso) and resides on saffron peak in
Kashmir. 

3. Kanaka Bharadvaja, who holds his hands in a meditative
mudra and resides in Purva videha.

4. Subinda, who resides in Uttara kuru
5. Bakula or Nakula, who holds a mongoose spitting

jewels (see fig.5).
6. Bhadra, who holds a book.
7 Kalika, who holds two golden trinkets and resides in

Samghatadvipa (see fig.1).
8 Vajraputra, who holds a fly whisk, whose right hand is

in vitarka mudra, and who resides in Paranadvipa. (see
fig.6)

9. Cvapaka or Gopaka, who holds a book and resides on
Mount Ganhamadana (see fig.7).

10. Panthaka, who holds a book and resides in the
Trayastrimsha

11. Rahula, who holds a jeweled tiara and resides in Priyan-
gudvipa

12. Nagasena, who holds a libation vase on a staff and
resides on Mt. Potalaka

13. Ingada or Angaja, who is often shown with an incense
burner, fly whisk and Indian writing, residing on Mt.
Vipulaparshva.

14. Vanavasin, usually shown seated holding a fly whisk (see
fig.4).

15. Ajita, who is shown in meditation mudra, his head
covered, and who resides on Mt. Grdhrakuta.

16. Cudpanthaka, who is shown meditating on Mt.
Nemindhara.

As time went on, the list ordering varied and became
more complicated. Two additional arhats came into the
pantheon at a later date, probably during the Northern
Song period in China, and then in Tibet. They are
Hvashang and Dharmatala, and so, particularly in Tibet,
there are depictions of the “eighteen arhats” as well as of the
“sixteen”.6 Much later, particularly in China and Japan, we
encounter multiple images of the five hundred lohan or
rakan. 

Early Writings and Early Images of Arhats

The arhat is first mentioned in literary sources in India
where Buddhism originated, but few visual examples
survive. We can take as a source for such images early
portrayals of ascetics. The ultimate ascetic in Indian
Buddhism is, of course, Sakyamuni, the historical Buddha.
Meditating figures of the Buddha are familiar images in
Asian religious texts of all regions. The Buddha is often
portrayed seated in the cross-legged position associated with
yoga and ascetics, reflecting a liberating practice that focuses
on detachment from the world through physical discipline
and meditative practices. Likewise, images of followers of
the Buddha and great masters of the faith portray a solitary

Figure 2. Lin Tinggui (active 2nd half of the 12th century). Lohans Laundering.
China, Southern Song (1127-1279), 1178. Ink and color on silk.
Height: 44 in. (111.8 cm) Width: 207⁄8 in. (53.1 cm)
Freer Gallery of Art, Smithsonian Institution, Washington, DC. Gift of Charles
Lang Freer FO2.224. Photo By John Tsantes.
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figure seated in calm repose, feet tucked under long robes,
holding a staff as a symbol of one who has found the way
and inspires the adept to follow a doctrine of universal
compassion and asceticism. The Buddhist ideal follows a
prescribed moral behavior, control of breath, control of
senses, celibacy, meditation and pure contemplation that
brings liberating insight in the nature of things, and so we

Figure 3. After Guanxiu (832-912). Pindola-bharadvaja. From a set of Sixteen
Lohans. China, Qing dynasty (1644-1911), 1764. Ink rubbing from a stone
engraving. Height: 461⁄2 in. (118 cm) Width: 20 in. (50.8 cm). The Art
Institute of Chicago, Gift of Tiffany Blake, 1942.6

Figure 4. Lohan Vanavasin. China, Ming dynasty (1368-1644), Yongle period
(1403-1424). Hanging scroll, ink, color and gold on silk. Height: 311⁄4 in.
(79.4 cm) Width: 22 3/8 in. (56.8 cm). On loan to the Brooklyn Museum of
Art, by Judy and Michael Steinhardt, L1994.7.3

The painted image in the format of the hanging scroll
became a common medium for lohan images which would
be placed in the temple sanctum flanking a central figure or
image of Sakyamuni. Such scroll paintings of lohans are
known to have been produced in the Southern and
Northern Song periods through the Ming, with fine
examples often being preserved in Japanese temple collec-
tions. Often produced in expensive materials, these works
are painted in ink on cotton or silk, and detailed with
mineral pigments and gold. 

In the Southern Song period in China, the names of five
hundred lohan were inscribed at the Huianyuan Chan
(Japanese, Zen) Temple. The most celebrated group of five
hundred lohan images following this early example is a
group of one hundred paintings by two professional
painters Zhou Jichang and Lin Tinggui dated to 1178 by
virtue of inscription, made in Zhejiang province. This
group came to be housed in Daitoku-ji Temple in Kyoto.
Ten of the series now are located in the Museum of Fine
Arts, Boston and two in the Freer Gallery of Art (fig.2).10 It
is this link between China and Japan which has helped
preserve many of the standard images of the Song dynasty,
now housed (and kept for posterity) in Japanese temple

Figure 5. Lohan Bakula. China, Ming dynasty (1368-1644), Yongle period
(1403-1424). Hanging scroll, ink, color and gold on silk. Height: 303⁄8 in.
(77.2 cm) Width: 193⁄8 in. (49.2 cm). On loan to the Brooklyn Museum of
Art, by Judy and Michael Steinhardt, L1994.7.1

can expect much of this iconography to be present in
portraits of lohans too.

Like the monk portraits, lohans are often portrayed with
great realism. Sometimes haloed in a conventionalized
image, the lohan may be depicted seated on a platform
throne with emblems associated with his roles, and accom-
panied by an animal vehicle and a monk attendant. He
represents both a social and religious role, identified
through his dress, often an elaborate layering of lavish
brocaded robes, his surroundings (remote, mountainous
landscapes), his emblems and accoutrements. He is often
shown in a stiffly frontal or three-quarter pose, and oriented
to the spectator. Such an image emphasizes the formality of
the monastery. The repetition conveys its rigid ceremony of
a general schematized ideal. Typically, the image represents
the teacher, a sage hermit, shown seated on a rock beneath
trees, accompanied by a monk, donor, or an animal or other
emblem. In China, particularly, there existed a tradition of
portraying lohans as Daoist hermit-sages since the time of
the Southern Liang (502-557).7,8

The earliest documented image of a lohan still extant and
available for study, however, is a Tang dynasty painting

depicting Kalika, identified by a Tibetan inscription, which
also gives the artist’s name as Do-khon-legs (fig.1). The
fragment, part of a cache of scrolls and books found in
1907 by Aurel Stein in Cave 17 at Dunhuang in China, is
now housed in the British Museum. This image is not an
isolated phenomenon. At Dunhuang lohans are not rare, as
exemplified by the well known sixteen lohan images in
Pelliot Cave 76, traditionally dated to the early Song period.
Elsewhere in China, late 9th century, lohans were also
known as a subject in painting. Yet, it is often still difficult
in viewing these early images, whether in painting or in
sculpture, to precisely identify the specific lohan repre-
sented, or sometimes even if the figure is a lohan. Certain
features sometimes distinguish lohans from other Buddhist
figures: the grotesque physiognomy of wide eyebrows, large
nose and chin, deep set eyes. These are all characteristics of
“foreigners”, which is perhaps not so surprising if, as was
often the case, the artist was Chinese, depicting an idealised
image of an Indian monk. In the British Museum Kalika,
shown as figure 1, one scholar has commented that the
lohan is “decidedly a Westerner to judge by his features and
the luxuriant tight orange curls of his eyebrows, beard and
hair.”9

Figure 6. Lohan Vajraputra. China or Eastern Tibet, 15th century. Hanging
scroll, ink, color and gold on cloth. Height: 32 in. (81.3 cm) Width: 20 in.
(50.8 cm). The Metropolitan Museum of Art, Purchase, Friends of Asian Art,
1992. (1992.198)
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collections, evidence which can help us better identify and
attribute the works that are undocumented. 

The individualized lohans are often grouped, receiving
offerings or performing miracles, signifying their Daoist
connections. Some shown in a setting of clouds, others in
naturalistic landscape settings, they are characterized by the
animation of their facial expression and garments painted in
vivid colors. Two painting traditions are combined here: the
ink textures of the landscape painting tradition and the
decorative colorful figural representation. The remarkable
image by Lin Tinggui of Lohan Laundering, a work in the

Freer Gallery of Art, depicts a scene of the everyday life of a
group of lohan in a remote forest in which a five disciples
and an attendant are shown washing their clothes in a
stream and hanging them on the limbs of the trees to dry. 

Such individual figures were a departure from an earlier
prototype, probably based on copies by the early artist
Guanxiu (c.830-912) also from Ningbo. We know
Guanxiu’s austere images from a renowned set in the
Imperial Household Collection, Tokyo.11 The popularity of
these images continued even as late as the 18th century,
when a set of ink rubbings made from stone engravings of
Guanxiu’s earlier works were commissioned by the Emperor
Qianlong in 1764 to commemorate his visit to the Shenyin
Temple, in Hangzhou, where he encountered Guanxiu’s
celebrated style and composition. In one of those rubbings,
Pindola, the first lohan, is represented (fig.3) as a single,
large figure seated on a rock.12 The dramatic facial type
exemplifies the non-Chinese appearance of the lohans, who
in this series are also represented in meditative poses not
associated with miracles or supernatural activity. 

Ascetic images of lohans are of course not the only type.
An early Tibetan text differentiates three types: a Chinese
style, in which the lohans are shown as patriarchs in
scholar’s garb, a Kashmiri-Indian tradition, in which lohans
are shown as monk teachers in Indian attire, and a third
tradition allied with Nepalese painting.13 Still, lohan
portraits are often immediately identifiable: they are seen as
ascetics with distinctive physiognomy which is contrasted
by lavishly patterned garments suggesting magnificence and
riches.

Ultimately derived from an earlier Chinese prototype, the
early Ming images are typically elaborate, continuing a
similar approach to the appearance, pose and setting.
Shown seated in a mountain clearing, Vanavasin (fig.4) is
haloed and holds the fly whisk in one hand. Identifying
elements include his emblem, an attendant standing to one
side, and the peacock in the foreground, conforming to an
iconographic norm, developed long after the Southern Song
prototype. This painting is part of an important group of
eleven known images of related compositions featuring

portraits of lohans probably produced in China in the 15th
century, of which nine are now found in the Steinhardt
collection. An inscription associates the work and the others
in the series with the Emperor Yongle (1403-24); shown at
the right, it reads in gold characters, Da Ming Yongle nian
shi (“implemented or carried out or executed during the
reign of Yongle of the Great Ming”). In another image from
the Yongle series showing three figures (fig.5), the fifth
lohan, Bakula, shown with a halo behind his head, is seated
on a rock at the center and identified by his emblem, the
mongoose spitting jewels. The figure is accompanied by a
male disciple at his left holding a jui scepter and his animal
emblem a deer at the lower right. Like the other images in
the series, the figures are clothed in lavishly decorated robes
and are part of a rich blue-and-green Chinese landscape
setting. Although contemporaneous, this work may have
been executed by another artist of the atelier, because close
examination has revealed that several artists’ hands are
recognized in the Steinhardt series. The inscription in this
set of paintings is important because it may also help date a
number of similar works made in Tibet closely following
this compositional, iconographic and stylistic model.

One of a series painted one or two generations later,

executed in ink, color and gold on cotton, includes a work,
now in the Metropolitan Museum of Art, considered to be
painted either in China or Eastern Tibet in the fifteenth or
early sixteenth century (fig.6). In composition, style, and
technique it bears close affinity to the Steinhardt paintings.
Although catalogued as a Chinese work by the Metropolitan
Museum of Art, like others from the same series, it is
painted on a cloth support typical of Tibetan paintings of
the period, and most probably is painted in Tibet, closely
following a Chinese model. 

This image depicts Vajraputra – and as one can see
maintains an interest in the blue-and-green landscape
setting, a motif associated with Chinese workshops. There is
a transparent halo behind the lohan’s head, and he is seated
on a rock beside a finely detailed pine tree entwined with
boughs of bamboo and plum. Nature is very much a part of
these compositions a kind of theatrical stage setting, but
revealing the ties of these artists to the Chinese painting
tradition. Here, it takes the form of a keen observation of
the environment and the objects placed around the figure,
which are rendered in meticulous detail. Another painting
from this series with similar landscape and figures is known
in a private New York collection. 

Figure 8. Detail: Lohan riding on waves. Wu Bin (active c. 1583-1626)
The Sixteen Lohans. China, Ming dynasty (1368-1644), 1591. Handscroll;
ink and colors on paper.  Height: 123⁄4 in. (32.5 cm) Width: 1631⁄2 in.
(415.4 cm). The Metropolitan Museum of Art, Gift of Douglas Dillon, 1986.
(1986.266.4)

Figure 7. Gopaka and attendant. Japan, Kamakura period (1185-1333), 13th
century. Hanging scroll, ink, color and cut gold leaf on rough silk. 
Height: 373⁄4 (96 cm) Width: 153⁄4 in. (40 cm). The Brooklyn Museum of Art,
gift of Rosemarie and Leighton Longhi, 1993.192.1

Figure 9. Seated Lohan. China, Liao or Northern Song dynasty, 11th-12th
century. White marble. Height: 22 in. (56 cm). Private collection

Figure 10. Seated Lohan. China, Ming dynasty (1344-1644). Stoneware with
traces of polychromy, Height 18 in. (48.5 cm). Paul M Hoff, III and Hazel
Hoff Collection.
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gathering of the disciples of the Buddha on Mount
Tetsuchi, seven days after his death. The subject became of
special interest to the Chan sect of Buddhism in China and

the related Zen sect in Japan. Several temples devoted to the
five hundred rakan were built in Japan, of which the Rakan-
ji in Tokyo is one of the most important surviving
examples. 

This imposing figure from a private collection (fig.11) is
one of six in the USA from Rakan-ji, in Shinagawa district,
Tokyo. An Edo period temple dedicated in 1695, it
contained 530 statues of the five hundred rakan, accompa-
nying a sixteen-foot Shakyamuni image and attendants. The
works were executed by a Zen priest, Shoun Genki (died
1710) who had been a sculptor of Buddhist images before
entering the Buddhist priesthood. The original building was
destroyed by fire and although nearly all the rakan images
were saved, the present building is inadequate in size to
house all of them.18

As is evident in this example, Shoun’s rakan images are
stongly influenced by the Ming, as we see in the priest
portraits at other important Zen temples such as the Rinzai
sect centers of the Obaku monks, independently established
in the 17th century in Japan. The figure is described as a
monk seated in a long robe that falls in deep folds, accentu-
ated by a border in raised relief detailed with gold. His
posture and expression convey stillness of meditation and
mental absorption, with eyes downcast. The figure holds a
scroll in one hand, possibly indicating the emblem of
Gopaka. 

Zen followers with their emphasis on individual salva-
tion, would identify themselves with the historic rakan,
arhat or lohan, in their union with the Buddha. In these
images, the artist has conveyed the individuality of the
rakan, in spite of the elongated earlobes, and slight exagger-
ations of balding cranium and features, the pose and
drapery convey the presence of an individual being. Each
image is carved from several joined pieces of wood, and are
approximately lifesize (height 361⁄2 in) (The group is now
dispersed with examples located in Detroit Art Institute,
Nelson Atkins Museum, Harvard Art Museums,
Metropolitan Museum of Art, two others in the Seattle Art
Museum, and in Europe, the Museum fur Oestasiatis-
chekunst, Berlin, among others.)

Ten rakan examining an ink painting of the white-robed
Kannon from the Burke Foundation is one of a set of
hanging scrolls painted for the Ryuko-ji Temple, Tokyo
(fig.12). The images of the lohan, wearing beautifully
colored and patterned robes, and every motif in the
painting are meticulously devised in minute Chinese
characters for the text of the chapters of the Lotus Sutra (see
detail, fig.13). There is documentation that the artist of this
scroll and its fifty companion paintings, Kato Nobukiyo
(1734-1810) produced these remarkable works as an act of
veneration in which he copied the compositions of a set of
paintings, attributed to the artist Mincho (1352-1431), in a
Kyoto Zen temple, Tofuku-ji. Other paintings from the
Kato series are known, including one in the John and
Kimiko Powers collection.19

Superficially similar to the ascetic historical Buddha
Sakyamuni or images of Chinese Chan priests or abbots,
these portrait images provide a slightly different but still

Of another (earlier) generation and even more unmistak-
ably related to a Song prototype is a Japanese painting of
the Kamakura period (13th century) now owned by the
Brooklyn Museum of Art (fig.7). There can be little doubt
that the painting is closely related to its Chinese (fig.3) and
Tibetan prototypes and we can see here the innately conser-
vative nature-even when crossing national boundaries – of
this painting tradition.

Comparisons among these surviving paintings suggest
that the Brooklyn painting appears to have been modeled
on a Chinese Song dynasty prototype of arhat paintings.14

The Brooklyn painting comes from an incomplete but
dispersed set, with others in the Metropolitan Museum of
Art, The Cleveland Museum of Art, and The Clark Center
for the Study of Japanese Art. There are no insciptions or
other clues to identify the arhat or the artist who painted
this work. Nonetheless, in its brushwork, palette, the use of
cut gold-leaf, figural composition and style, it carries some
of the key attributes that define Kamakura period style.

In it an arhat, tentatively identified as Gopaka, is shown
seated on a rock with a red brocade mat in three-quarter
view. Holding a sutra in his left hand, he is depicted as an
aged Indian monk with long eyebrows and blue eyes, his
upper torso exposed. He wears a robe and white patterned
brocade monk’s shawl (kesa). An attendant stands as a
guardian in armor and helmet, with hands clasped in prayer. 

But not all arhat paintings were iconic. They range from

intense dynamic compositions of single portrait figures to
descriptive pieces. They are a compendium of many
different influences. During the politically turbulent eras of
the Ming and Qing periods in China, artists like Wu Bin
(active c. 1583-1626)returned to the lohan subject, focusing
on the outlandish individualized elements of the lohan
figures. In his lohan narratives, such as several versions of
the five hundred lohans or a handscroll depicting the
sixteen lohans, the artist has individualized the miraculous
events, as in this detail from the Metropolitan Museum of
Art handscroll (fig.8),possibly reinterpreting “Bodhid-
harma’s crossing the Yangtze on a reed”. The lohan’s jagged
features are contrasted with his red robe which flies out
before him as he rides the waves balanced on a wheel. There
is an element of humor involved which takes influence
outside the tradition that dictates a more conventional
lohan imagery. The narrative paintings of this later period,
for the most part were produced by artists who were not
monk painters. Painted in ink on paper or silk, they repre-
sent a new trend in figure paintings, looking to various
sources, both archaic artistic formula and popular culture,
for inspiration.15

This is contrasted with the conservative nature of sculp-
ture depictions of the subject. Lohans were produced in
sculptural relief in situ where the figures may be found
grouped around a Buddha or a Gwanyin (Japanese,
Kannon) and were also produced in groups of stone or
ceramic freestanding figures.

The magnificent white marble figure of a lohan in a
private collection and shown here as figure 9 represents       a
generalized lohan type: a meditative monk, seated on a
rockery pedestal. Although the exact site where the sculp-
ture originated is not known, it can be dated to the Liao or
Northern Song dynasty on the basis of stylistic comparisons
to Buddhist images in bronze and stone, which are denoted
by the deeply carved curves of drapery and the squarish
shaped head of the figure. He is dressed in the clothing of a
monk, with long robe and shoes.16 Such images were also
produced in the ceramic medium, and a number of figures
from a group said to be from the Sun Wu Temple, Shanxi
province, are known; figure 10 is in the Hoff collection and
at least six others in the Mount Trust collection, the collec-
tion of the Asian Art Museum, San Francisco, and the
Chinese Porcelain Company of New York, were modelled in
the same style. The Hoff image is unglazed with traces of
polychromy. While the specific lohan is not identified by
any emble, the figure represents a patriarch, with conven-
tionalized facial expression and deeply cut folds of the robe
while the long beard and prayer beads give it an individual-
ized character.17

Individual portraits are known in several Song examples
but of course Tibet has been the major source for lohan
images from the 12th century on, and the character of these
paintings and sculptures seem to change very little over
time. It is only inscriptions or other artistic devices or
conventions that can tie Tibetan images to periods of
contact with China or Nepal. 

The five hundred rakan are an image of the traditional

Figure 11. Shoun Genki (died 1710). Seated Rakan. Japan, Edo period (1615-
1868), late 17th century. Wood with gold. Height: 34 1⁄8 in. (86.7 cm)
Width: 26 in. (66 cm.) Depth: 24 in. (61 cm). Private Collection.

Figure 12. Kato Nobukiyo (1734-1810). Ten Rakan Examining a Painting of
a White-robed Kannon. Japan, Edo period (1615-1868), 1792. Hanging
scroll, ink, color and gold on paper. Height: 551⁄16 in. (130.3 cm) 
Width: 221⁄4 in. (57.7 cm). Mary and Jackson Burke Foundation
Photo credit: Carl Nardiello
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well-defined religious function as allegorical portraits. Their
form in pictorial images and sculpture is conceived within a
mythic framework which deals with fundamental issues of
reality, transcendent experience, and moral enlightenment. 

The subject of the lohan is part of a long tradition of
Buddhist art that touches the local cultures of every land
where Buddhism thrived, from India, its founding site, to
China, Korea, and Japan; an equally vibrant tradition of
lohan depictions flourished in Tibet where the Tibetan
artists transformed the lohan into a distinctive Tibetan
figure. Space does not permit discussion of the development
of Tibetan imagery and other Himalayan traditions here,
but I hope that this brief introduction has presented a
variety of types of idealized portrait images which demon-
strate why lohans have captivated artists over the centuries.20

The contrast of Kato Nobukiyo’s personal obligation with
Wu Bin’s epiphanies of lohan images are summed up in a
description in essays accompanying the latter’s five hundred
lohans which record that Wu Bin’s lohan images came to
him in a dream as a spiritual inspiration.21

NOTES

1. The subject of arhats has been presented more fully in the following
recent writings: Kent, Richard. “Depictions of the Guardians of the
Law: Lohan Painting in China,” in Latter Days of the Law: Images of
Chinese Buddhism 850-1850, ed. Marsha Weidner, Lawrence,
Kansas: Spencer Museum, University of Kansas, 1994, pp.183-213;
Little, Stephen. “The Arhats in China and Tibet,” Artibus Asiae Vol.
LII, 3/4 (1992), pp. 255-280; and Rogers, Howard. “Lohan”,
Kaikodo Journal, Spring, 1997, pp.64 and 215 ff

2. Rhie, Marylin and Robert Thurman, Wisdom and Compassion: the
Sacred Art of Tibet, New York: Tibet House, 1991, p.50.

3. Snellgrove, David and Tadeusz Skorupski. Cultural History of
Ladakh, Boulder, Co: Parjna Press,1977, Index. p.144.

4. Julia Murray, “The Evolution of Buddhist Narrative Illustration in
China after 850“ in Marsha Weidner, ed., Latter Days of the Law:
Images of Chinese Buddhism 850-1850 Lawrence, Kansas: Spencer
Museum, University of Kansas; Honolulu: University of Hawaii
Press, 1994. p.140.

5. Kent, Richard. “Depictions of the Guardians of the Law: Lohan
Painting in China,” in Latter Days of the Law: Images of Chinese
Buddhism 850-1850, ed. Marsha Weidner, Lawrence, Kansas:
Spencer Museum, University of Kansas, 1994, p.184, and presented
in S. Levi and E. Chavannes, “Les seize arhat protecteurs de la loi”,
Journal Asiatiques (1916), pp.5-50.

6. Little, op.cit., pp. 263 ff. in discussing the two arhats in a scroll in
the Cleveland Museum of Art, puts forth convincingly that they are
a transformation of Buddha and Xuanzang.

7. Wu Tung. Tales from the Land of Dragons: 1,000 Years of Chinese
Painting. Boston: Museum of Fine Arts, 1997, p.170. 

8. The earliest representations in China may date to even earlier date,
see Rogers, op.cit., p.64, who cites recorded 4th century images and
the earliest Chinese text to mention lohans as the Ju Ta-ch’eng
(Southern Liang dynasty (397-439).

9. Whitfield, Roderick. “Mahayanist Art after A.D. 900”, Percival
David Foundation’s Colloquies in Art and Archaeology in Asia, No. 2
(London 1971, p.96.

10. For a thorough investigation of the Daitoku-ji group, see Fong,
Wen. The Lohans and a Bridge to Heaven. Washington, D.C.:
Smithsonian Institution, 1958, and Wu, op. cit. pp.160-167, for the
most recent study of the subject in his discussion of the ten works in
the Museum of Fine Arts, Boston.

11. Rogers, op. cit. p.215-217, for an expansive discussion of Guanxiu’s
extant works and their legacy.

12. Weidner, ed., op. cit., cat. 15, pp.262-264, where Emperor
Qianlong’s association with the subject and his poem at the right in
the Art Institute of Chicago rubbing is translated.

13. Demonstrated by ink sketches by Jivrama, 1435, a Nepalese artist in
Tibet, see P. Pal. The Art of Nepal. Volume Two: Painting (Leiden:
Brill, 1978) fig.219.

14. Donohashi Akio. “The Origins and Lineages of Paintings of the
Sixteen Arhats,” Tenth International Symposium: East and West in
Asian Art History-Opposition and Exchange, 1991, organized by the
Department of Art History, Faculty of Letters, Kobe University.

15. See Cahill, James. The Distant Mountains. New York and Tokyo:
Weatherhill, 1982, p. 221-223, Richard Kent, op. cit. pp.196-205,
and Wen Fong, “The Expanding Literati Culture”, Possessing the
Past, New York: The Metropolitan Museum of Art and Harry N.
Abrams, 1996, pp.402-417, for discussions on the works of Wu Bin
and his contemporaries and the circumstances that produced this
body of grotesque imagery in lohan paintings. 

16. This figure is discussed more fully in Crosscurrents: Masterpieces of
East Asian Art in New York Private Collections (New York: Japan
Society, 1999) cat.10.

17. This object has undergone TL testing, ascribing it to a Ming
dynasty period.

18. For a detailed overview of the Rakan-ji Temple rakan sculptures, see
Sherman E. Lee, “Six of Five Hundred Rakan,” The Art Quarterly,
Detroit Institute of Arts, Vol. X (1947), pp.124-132.

19. I am grateful to Sandy Williams, of the Mary and Jackson Burke
Foundation, for information provided on this work and for her
description in the exhibition catalog, Jewel River, cat. 7, pp.31-32.

20. See Rhie and Thurman, op. cit., pp.102-113 for a detailed introduc-
tion to the subject of arhats in Tibetan art.

21. Cahill, op. cit., pp.222-223.
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