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Abstract 

This dissertation explores how the Buddhist texts carved on the cliffs of 

ÔÖÜÕÛÈÐÕÚɯÚÌÙÝÌËɯÛÏÌÐÙɯ×ÈÛÙÖÕÚɀɯÙÌÓÐÎÐÖÜÚɯÈÕËɯÊÜÓÛÜÙÈÓɯÎÖÈÓÚȭɯ#ÜÙÐÕÎɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0Ðɯ

period (550-577 CE), these carved Buddhist sutra texts and Buddha names were 

prevalent, and were carved directly onto the surfaces of numerous mountains in 

southw estern Shandong Province. The special focus of this study is on the Buddhist 

engravings at Mt. Hongding in Dongping, and at Mt. Tie in Zoucheng. Created in 

approximately 553-564 CE, the carvings at Mt. Hongding stand as the terminus a quo of 

the history of  Buddhist sutras carved into the rocks of the Shandong mountains. The 

!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÚÌÙÝÌËɯÔÖÕÈÚÛÐÊɯÎÖÈÓÚȭɯ3ÏÌɯÔÖÕÒɯ×ÈÛÙÖÕÚȮɯ2ÌÕÎɀÈÕɯ

Daoyi, Fahong, and others created the carvings as an integral part of their Buddhist 

meditation practic es. The carvings at Mt. Tie paint a very different picture. At Mt. Tie, a 

colossal Buddhist sculpture-style carving was created in 579 CE. Sponsored by several 

Han Chinese patrons, the carving was designed in the form of a gigantic Chinese 

traditional stel e. This study suggests that several Han Chinese local elites proudly 

displayed their Han Chinese linage by using the gigantic stele form of Buddhist text 

carving as a means to proclaim Han Chinese cultural and artistic magnificence. To 

achieve these non-religious goals, they appropriated rhetorical devices often used by the 

Han elite, such as the stele form, written statements about the excellence of the 

calligraphy used, and discourse on calligraphy connoisseurship. 
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1. Introduction  

A group of Buddhists ascended a mountain and had several Buddhist scriptu re 

excerpts engraved on its surface. Later, another group of Buddhists climbed up the same 

mountain and destroyed one of the Buddhist sutra carvings in order to make space for 

an image of Buddha to be carved at the same spot. Both the Buddhist text and the 

sculpture carved on that mountain surface could easily have served Buddhist religious 

purposes. So why did the group of Buddhists who arrived later destroy the Buddhist 

texts already carved by Buddhists who were there before them? Was the text of the 

carved Buddhist sutra not pertinent to their intended goal? Or, did they not respect the 

teachings of the carved text or not understand to what the text referred? Did the carved 

text and Buddhist sculpture serve conflicting purposes for each of the two groups of 

Buddhists? 

All of that actually did happen at Mt. Sili ,1 situated on the western banks 

of Lake Dongping, in what is today Shandong Province, a middle coastal region (Figures 

1 and 2).2 On the summit of Mt. Sili are two huge boulders, which are just a few meters 

                                                      

1 Mt. Sili was originally called Mt. Jiliang  (Mt. Backbone) or Mt. Liliang  (Mt. Upright Ridge). 

Later, it was renamed after nearby Sili Village  . Lai Fei (2007), 8; Ledderose ed. (2014), 401. 
2 IÛɯÚÏÖÜÓËɯÉÌɯÕÖÛÌËɯÛÏÈÛɯÛÏÌɯÛÌÙÔȮɯɁ2ÏÈÕËÖÕÎȮɂɯÖÙɯɁ$ÈÚÛɯÖÍɯÛÏÌɯ,ÖÜÕÛÈÐÕÚɯȮɂɯÈÚɯÜÚÌËɯÐÕɯÐÕɯÔÌËÐÌÝÈÓɯ

"ÏÐÕÈȮɯÐÚɯÛÖÛÈÓÓàɯËÐÍÍÌÙÌÕÛɯÍÙÖÔɯÞÏÈÛɯÐÚɯÊÈÓÓÌËɯɁ2ÏÈÕËÖÕÎɂɯÐÕɯ×ÙÌÚÌÕÛ-day China. In medieval sources, 

Ɂ2ÏÈÕËÖÕÎɂɯÞÈÚɯÕÖÛɯÈÕɯÈËÔÐÕÐÚÛÙÈÛÐÝÌɯÛÌÙÔȮɯÉÜÛɯÈɯÎÌÖÎÙÈ×ÏÐÊÈÓɯÛÌÙÔȭɯ3ÏÌɯÈÙÌÈɯÒÕÖÞÕɯÈÚɯ2ÏÈÕËÖÕÎɯÞÈÚɯ

the region, east of the Taihang  mountain range, from Luoyang in the southwest through Ye (near 

modern Anyang), and reached at least as far as Dingzhou  in the northeast. On the other hand, 

modern-ËÈàɯɁ2ÏÈÕËÖÕÎɂɯÊÖÕÚÐÚÛÚɯÖÍɯËÐÍÍÌÙÌÕÛɯÈËÔÐÕÐÚÛÙÈÛÐÝÌɯËÐÚÛÙÐÊÛÚȭɯ#ÜÙÐÕÎɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0Ðɯ×ÌÙÐÖËȮɯÛÏÌɯ

region where Buddhist text carvings were popularly established was under the jurisdiction of Yanzhou 

. With these complications of in mind, and in order to avoid unnecessary confusion, this dissertation 
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away from each other, and are about eleven meters high (Figure 3).3 The Buddhist sutra 

text engravings and sculptures are from the Northern Qi (550 -577 CE) Dynasty, which 

ruled northeastern China for some twenty -five -years from 550 to 577, and are mainly 

situated on the eastern, more massive boulder. The south face of the eastern boulder is 

dominated by a monumental seated Buddha, whose height reaches eleven meters, and 

who is attended by two bodhisattvas on either side. This Buddha triad has n o date, but it 

was possibly created in the late sixth century, likely during the Northern Qi period. 4     

The right side of the Buddha triad displays large and small niches ( Figure 4). The 

carved Buddhist sutra text, which was later destroyed by a Buddhist  votive image and 

its inscription is located in the right lower corner on the south side of the eastern boulder 

(Figures 4~6). Only three characters have been preserved from the original sutra text 

carving.5 The remaining characters are difficult to identi fy on a photograph ( Figure 5), 

                                                      

 

ÜÚÌÚɯɁ2ÏÈÕËÖÕÎɂɯÐÕɯÐÛÚɯÔÖËÌÙÕ-day meaning, as an administrative district  in the eastern part of China on 

the lower reaches of the Yellow River. For the geographical meaning of Shandong in medieval China, as 

well as its modern-day administrative meaning, see Morohashi Tetsuji (1957), vol. 4, 208; Williams (2005), 

38-39; Lai Fei (2013), 58; Guojia Wenwuju ed. (2007), 1; An Zuozhang ed. (1994), 1-2.  
3 For general inform ation on the sculptures and Buddhist text carvings, see Lai Fei (2007), 8-13; Ledderose ed. 

(2014), 395-407. 
4 Lai Fei notes that the large Buddha triad was likely made during Northern Qi or a little bit later. Lai Fei 

(2007), 8. The body and face are unrefined, which may be the result of its large size, or lack of local skilled 

artisans. 
5 This sutra fragment was identified by Lai Fei as part of a well -known verse from the ,ÈÏê×ÈÙÐÕÐÙÝêἶa-ÚľÛÙÈ 

(Daboniepan jing , or Nirvana 2ľÛÙÈȺɯÛÏÈÛɯÙÌÈËÚɯɁ ÓÓɯËÏÈÙÔÈÚɯÈÙÌɯÐÔ×ÌÙÔÈÕÌÕÛȰɯÛÏÐÚɯÐÚɯÛÏÌɯ+ÈÞɯÖÍɯ

birth and extinction. After birth and extinction have been extinguished, tranquil extinction is bliss (

   ). T. 7, 1: 204c23-24; T. 374, 12: 450a16 and 451a1; T. 375, 12: 692a13 and 

693a1. The English translation is adopted from Ledderose ed. (2014), 402. The remaining characters from 

ÛÏÌɯÝÌÙÚÌɯÈÙÌɯɁȻȱȼȻȱȼȻȱȼɯȻȱȼȻȱȼȻȱȼɯȻȱȼȻȱȼȻȱȼɯȻȱȼȻȱȼȻȱȼȻȱȼȭɂɯ+ÈÐɯ%ÌÐɯȹƖƔƔƛȺȮɯƜȰɯ"ÓÈÜdia 
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but the ink and paper rubbings on the cliff help make them easier to see (Figures 5 and 6). 

The three relatively larger characters in the middle are part of a Buddhist sutra text. The 

original height and width of the inscript ion can no longer be definitively reconstructed. 

The section on the right was destroyed by the votive inscription, dated 561 CE, and its 

accompanying votive image (Figures 6 and 7).6 Although the dating of the sutra text 

carving is uncertain, based on the dated votive inscription, the sutra text carvings at the 

site took place before 561 CE. The features of carved sutra passages indicate they were 

most likely from the second half of the sixth century, from about 550s -561 CE.7 On the 

left side of the partial ly destroyed sutra text carving and below it are other votive 

inscriptions and images. These were added later, during the middle of the 11th century. 

Votive inscriptions dated 1064 and 1066 were added to the sculptures, and appear to 

have damaged the left section of the sutra text carving. Directly beneath is a shrine with 

figures representing the Three Teachings of Laozi, the Buddha, and Confucius, dated 

1057 CE (Figure 5). These figures were cut into the surface of the boulder, approximately 

                                                      

 

6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ2ÐÓÐɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ2ÜÛÙÈɯ/ÈÚÚÈÎÌÚȮɯ2ÐÓÐɯƕȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƘƔƕ-403; Ledderose ed. 

(2014), 411-413. 
6 Lai Fei (2007), 8-9; Claudia Wenzel, Ɂ,ÖÜÕÛɯ2ÐÓÐɬSpaceȯɯ3Ö×ÖÎÙÈ×ÏàɯÈÕËɯ2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂ in Ledderose 

ed. (2014), 395-400. This is the earliest dated inscription found at Mt. Sili and no other colophons or dates 

from Northern Qi are found at Mt. Sili. According to the inscription, several disciples of the Buddha, 

ÞÏÖÚÌɯÕÈÔÌÚɯÈÙÌɯÕÖɯÓÖÕÎÌÙɯÓÌÎÐÉÓÌȮɯÊÙÌÈÛÌËɯÈÕɯÐÔÈÎÌɯÖÍɯɁ,ÈÐÛÙÌàÈɀÚ ÙÌÉÐÙÛÏɯÉÌÓÖÞɂɯÐÕɯÛÏÌɯÚÌÊÖÕËɯàÌÈÙɯÖÍɯ

the Huangjian era of the Great Qi (561 CE). For the inscription, see Lai Fei (2007), 12-13; Ledderose ed. 

(2014), 415-419.   
7 There are four sutra passage inscriptions on Mt. Sili. They appear to have been part of the original layout of 

the site during the late sixth century, presumably during the Northern Qi. Claudia  Wenzel, Ɂ,ÖÜÕÛɯ2ÐÓÐɬ

Spaceȯɯ3Ö×ÖÎÙÈ×ÏàɯÈÕËɯ2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂ in Ledderose ed. (2014), 398. 
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20 centimeters deep. Thus, the portion of characters from the sutra text, which were 

originally carved at this spot, were lost.   

Although there is no record of the details about what was going on at this site 

around 561 CE, it appears that at least two different groups of Buddhists were active in 

the Mt. Sili area, as is revealed in the confrontation between those engaged with the 

practice of carving Buddhist texts versus those engaged with Buddhist icon worship. 

The patrons of the Buddhist sculptures did not appear to  have been satisfied with the 

Buddhist sutra carvings. They may not have understood the Buddhist sutra carvings, 

and due to their ignorance, they freely carved votive images over the pre -existing text. 

This phenomenon has given rise to many fundamental questions about the 

Buddhist religious practices in early medieval China and the types of art in the 

Dongping Lake area, as well as questions about the patrons involved with them. Why 

did some groups of patrons support Buddhist carvings instead of Buddhist im ages? 

Why did the patrons for Buddhist images destroy the carved Buddhist texts, instead of 

carving Buddhist sculptures at another spot at the same mountain? Were there no 

donors who patronized both types of art? Were the two different types of Buddhist ar t 

interchangeable, or did they serve totally different goals of different patrons? As many 

scholars have suggested, Buddhist artworks in medieval China were used not only for 

religious purposes, such as to preserve the Dharma, to support Buddhist rituals, to aid 

meditation practices, or to obtain religious merits, but also were used to enhance 
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worldly prestige. 8 In addition, many types of artwork from that era do not appear to 

have had the same function, and each type may have functioned in multiple ways. A t 

Mt. Sili, the Buddhist sculpture and Buddhist text carving seem to have served different 

purposes. For those who patronized the Buddhist images at Mt. Sili, the Buddhist text 

carving appears to have been less important than the Buddhist images.  

The major goal of my dissertation is to explore the implications and functions of 

the religious texts from the Northern Qi period, learn the identity of its leading figures 

and patrons, and discover the religious and cultural goals of the people who were 

involved in their creation. This dissertation will do so by investigating the carved 

Buddhist texts, the carving formats, the environment in which the carved texts were 

ÚÐÛÜÈÛÌËȮɯÈÕËɯÛÏÌɯÚÛÈÛÌÔÌÕÛÚɯÖÍɯÛÏÌɯÛÌßÛɀÚɯÊÙÌÈÛÖÙÚȭ 

The engraved sutra texts on Mt. Sili are one of numerous manifestations of the 

Buddhist practice of carving Buddhist sutra canon on natural boulders and mountain 

surfaces in Shandong during the Northern Qi period. The natural surface of mountain 

rock was called moya  ÖÙɯɁ×ÖÓÐÚÏÌË-ÊÓÐÍÍɂɯÐÕɯ"ÏÐÕÈȮɯÈÕËɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯ×ÖÓÐÚÏÌË-

cliffs are called moya inscriptions. 9 One of the most important characteristics of the 

Buddhist carvings established in Shandong Province during the Northern Qi is that they 

are moya inscriptio ns. These Buddhist moya inscriptions can be classified into three types: 

                                                      

8 Katherine Tsiang (1996a), 259; Wei-Cheng Lin (2014), 66. 
9 The term came into use during the eleventh century of the Song Dynasty. See Harrist (2003-2004), 2 and 

12n1; Harrist (2008), 24-25, and 302n30.  



 

6 

sutra excerpts, names of Buddha, and colophons providing information about the 

creators. The Buddhist texts carved on mountain cliffs from Northern Qi are dated 

roughly between 553 and 580 CE.  

In 577 CE, the Northern Qi dynasty was defeated by the Northern Zhou, who 

ruled northwestern China from 557 to 581 CE. Strictly speaking, some Buddhist text 

carvings actually belong to the Northern Zhou Dynasty period. However, since the 

Buddhis t practice of carving sutras on stone and mountain cliffs was itself a prominent 

feature of Northern Qi Buddhism, the text carvings can be said still to have been created 

under the Northern Qi tradition. These carved Buddhist texts are distributed at about  

thirty sites in Shandong. 10 In the center of the Province are highlands from which 

mountain ranges reach out in several directions. The mountains with sutra texts carved 

during the Northern Qi period are geographically located in southwestern part of 

Shandong Province (Figures 1 and 2). 

Use of stone as a medium for writing in China had begun around the fifth 

century BCE, but active use began in the Han period, about the first century CE. Before 

Buddhists adopted stone for their writings in China, stone insc riptions had been used 

for accomplishing imperial goals, claiming Confucian scholar -official orthodoxy, or 

                                                      

10 Succinct overviews of these inscriptions can be found in Lai Fei (2007), 1-4; Wang Sili and Lai Fei (1991), 

10-18; Kiriya (2002a), 1-67; Ledderose ed. (2014), 19-23. 
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achieving Daoist religious purposes.11 In China, the practice of carving Buddhist texts on 

stone appears to have begun in the early fifth century in t he Northern Liang territory. 

However, its active use did not occur until the end of the fifth and early sixth centuries, 

during the Northern Wei period, when several passages from Buddhist canons were 

carved on cliffs of mountains or freestanding steles. Buddhists who were fascinated by 

the stone carving activity in Shandong during the Northern Qi period built their 

creations upon the foundation of these traditions in China.  

During the Northern Qi period,  Buddhist text carving on stone became prevalent 

as a major feature of Buddhism and Buddhist art in other parts of the Northern Qi 

territory, as well as in Shandong Province.12 During this time, a number of Buddhist 

sutras were carved on stone in the Hebei and Henan Provinces, which were close to the 

dynastic capital, Ye  (near present-day Linzhang ). This demonstrates that the 

practice of carving sutra text on stone was widespread in this period. However, there are 

several remarkable distinctions between the inscribed texts in Shandong and those in the 

capital area. First of all, the location of the engraved texts is different. While Buddhist 

                                                      

11 The examples of use of stone can be seen ÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɯÖÍɯ0ÐÕɀÚɯÚÛÖÕÌɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯÔÖÜÕÛÈÐÕÚȮɯ

Confucian texts carved on steles during the Han and Wei dynasties, and Daoist mountain inscriptio ns 

around Laizhou in eastern Shandong made in the early sixth century. Th e details will be discussed in 

chapter three. 
12 The earliest use of stone as a medium for sutra writing in Buddhism s eems to have begun around the fifth 

century  with a group of miniat ure votive stone stupas during the Northern Liang Dynasty (397-439 CE). 

Aside from the miniature votive stone stupas, four other formats were used for Buddhist text carving: 

ÚÛÌÓÌÚȮɯ×ÖÓÐÚÏÌËɯÊÓÐÍÍÚȮɯÞÈÓÓÚɯÐÕɯÊÈÝÌɯÛÌÔ×ÓÌÚȮɯÈÕËɯÚÛÖÕÌɯÚÓÈÉÚȭɯ#ÜÙÐÕÎɯ"ÏÐÕÈɀÚɯÚÐxth century, three formats 

of stone sutras were explored almost concurrently: steles, polished cliffs, and walls in cave temples. Apart 

from Buddhist religious expression, use of stone as a medium for writing in China began during the Han 

period, in about the first century CE. Ledderose ed. (2014), 37-42. 
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inscriptions in Shandong Province were carved directly on natural mountain cliffs, those 

in Hebei and Henan Province near Ye were carved on the walls of cave temples ɬ 

sometimes on the inside or outside, and sometimes on both the inside and outside. 

Furthermore, the engraved Buddhist texts in Shandong are much larger in terms of scale 

and dimension. In Shandong, each individual character is larger, so the cumulative 

effect results in texts covering larger areas compared to those found in the capital area, 

where smaller characters were used. Most importantly, as far as the contents of the 

carved text are concerned, the texts engraved in Shandong bear different Buddhist 

teachings from those in other areas.13 These dissimilarities indicate that the Buddhist 

texts carved in Shandong were likely established on different Buddhist practices and 

cultural traditions than those in the capital area.  

6ÏÐÓÌɯÛÏÐÚɯËÐÚÚÌÙÛÈÛÐÖÕɀÚɯÍÖÊÜÚɯÐÚɯÖÕɯÛÏÌɯ!ÜËËhist moya inscriptions in Shandong 

Province during the Northern Qi period, another type of Buddhist art, that of sculpture, 

also was prevalent in Shandong during the Northern Qi period. (ÕɯÛÏÌɯƕƝƝƔɀÚȮɯ

excavations revealed astonishingly high quality and wel l-preserved Buddhist stone 

sculptures in Qingzhou, in eastern Shandong. Given the superb condition of these 

sculptures, as well as their location, scholars who study the Chinese art of medieval 

China cannot conduct research without noting these sculptures. Accordingly, it is said 

                                                      

13 The carved Buddhist texts in Shandong are closely associated with the ×ÙÈÑęê×êÙÈÔÐÛêɯ teachings, 

although several carved passages are drawn from different Buddhist sutras, unlike the AvataẐsaka SľÛÙÈ 

or Huayan jing  tradition in Ye and the Mind -Only  tradition in Mount Zhonghuang in 

Shexian, Hebei. For different regional traditions of inscribed stone sutras, see Zhang Zong (2008), 223ɬ35.  
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that Buddhist artifacts in Shandong from that period consists of two major types of art: 

stone Buddhist sculptures and the inscriptions on the polished mountain cliffs. 14 

However, the two types of artwork from the same period were c reated in geographically 

different locations. Buddhist sculptures were created in extensive areas throughout the 

Province, whereas the engraved scriptures on mountain surfaces are located in the 

southwest of the Province only. Furthermore, the fact that thÌɯ×ÈÛÙÖÕÚɀɯÕÈÔÌÚȮɯÞÏÐÊÏɯÈÙÌɯ

inscribed on the sculptures, cannot be found in the colophons to the stone inscriptions 

seems to suggest that the two types of Buddhist art were made by different groups of 

Buddhists who had different goals for making their obje cts.15 The same holds true for 

Buddhist artwork from the Northern Qi area outside Shandong Province. Different 

patrons, each with their own goals, created a variety of Buddhist works, including a 

gigantic Buddha image on a mountain surface, as well as Buddhist cave temples and 

Buddhist sculptures.  

The presence of the remaining carved Buddhist texts indicates they were popular 

in the areas southwest of Shandong during the Northern Qi period. Art historians and 

Buddhologists may be tempted to assume that Buddhist carvings might have been the 

exclusive form of Buddhist monument creation of the region in this period, and that 

most Buddhists of the region may have preferred supporting Buddhist text carving to 

                                                      

14 +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƗƕȭ 
15 Ledderose makes a similar observation. Hwang (2009), 85.  
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other types of Buddhist art. However, the destruction of Buddhist text carvings by the 

subsequent Buddhist groups at Mt. Sili suggests they considered texts to be less 

important than Buddhist images. It is possible that the patrons who supported Buddhist 

text carving and lived around Lake Dongping, a center f or Buddhist text carvings during 

the Northern Qi period, may have been only a minority of the Buddhists overall.  

This dissertation suggests that Buddhist text carvings in southwest Shandong 

during the Northern Qi period are the legacy of a certain religio us and cultural 

movement led by a few groups of Buddhists. The fact that the Buddhist text engravings 

were concentrated in the southwest of Shandong Province and were created in a 

relatively short 27-year time frame (553 - 580 CE) seems to demonstrate that the 

movement was active in the region for only a relatively brief period. The people 

associated with the engraved Buddhist texts must have chosen and supported text 

carving, and believed it was better-suited to their religious and cultural goals than othe r 

types of Buddhist art.  

The most important questions, then, will be the following: What was the 

religious and cultural movement and who were the leading figures? Who developed a 

belief so strong that it moved them to engrave Buddhist scriptures directly o n the faces 

ÖÍɯÔÖÜÕÛÈÐÕÚȮɯÈÕËɯÓÌËɯÛÏÌÔɯÛÖɯÞÖÙÚÏÐ×ɯ!ÜËËÏÈɀÚɯÞÖÙËÚɯÐÕɯ"ÏÐÕÌÚÌɯÊÏÈÙÈÊÛÌÙÚɯÙÈÛÏÌÙɯ

ÛÏÈÕɯÐÕɯ!ÜËËÏÐÚÛɯÐÔÈÎÌÚȳɯ'ÖÞɯËÐËɯÛÏÌɯ!ÜËËÏÐÚÛɯÛÌßÛɯÊÈÙÝÐÕÎÚɯÚÌÙÝÌɯÛÏÌÐÙɯÊÙÌÈÛÖÙÚɀɯ

goals? By investigating what the patrons of these artworks created and stated, this 
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dissertation will explore who the protagonists of the carvings were, and what they 

wished to claim through the engraved Buddhist texts.  

Scholarly interests in Buddhist text carvings in Shandong Province during the 

Northern Qi period did not began unti l the late 1990s, when one of the most important 

Buddhist engraving sites was discovered. This site was in Mt. Hongding, and it bears 

over twenty Buddhist text carvings. Unlike other Buddhist engravings discovered in the 

Qing dynasty during 18th and 19th cÌÕÛÜÙÐÌÚɯÈÕËɯËÐÚÊÜÚÚÌËɯÐÕɯÛÏÌɯÌ×ÐÎÙÈ×ÏÌÙÚɀɯ

documents from that time, none of these newly discovered engravings had yet been 

ÙÌÊÖÙËÌËɯÖÙɯÚÛÜËÐÌËȭɯ'ÖÞÌÝÌÙȮɯÚÐÕÊÌɯÛÏÌÐÙɯËÐÚÊÖÝÌÙàɯÐÕɯÛÏÌɯƕƝƝƔɀÚȮɯ!ÜËËÏÐÚÛɯmoya 

engravings have attracted a large number of scholarÚɀɯÈÛÛÌÕÛÐÖÕɯÈÕËɯÔÈÕàɯÚÊÏÖÓÈÙÚɯÏÈÝÌɯ

conducted research on the engraved Buddhist texts. The carved characters have been 

ÛÏÖÙÖÜÎÏÓàɯÐÕÝÌÚÛÐÎÈÛÌËɯÐÕɯÖÙËÌÙɯÛÖɯÛÙÈÕÚÊÙÐÉÌɯÈÕËɯÐËÌÕÛÐÍàɯÛÏÌɯÊÈÙÝÐÕÎɀÚɯÚÖÜÙÊÌɯÊÈÕÖÕɯ

and to examine the identity of the related persons whose names are listed on the 

colophons. The carved texts have been studied from various perspectives, including 

studies of the history of Buddhism in Shandong during the Northern Qi period, the art 

of calligraphy, and environmental art. P ublications on t he engraved Buddhist texts, led 

by several organizations, such as the Institute of World Religion under the Chinese 

Academy of Social Sciences in Beijing   ( ), Shandong 

Stone Carving Art Museum in Jinan, Shandong  ( ), and 

Heidelberger Akademie der Wissenschaften in Heidelberg, Germany are especially 
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instrumental for research on the carvings. They not only lay the grou ndwork for an in -

depth study by detailing the primary sources, but also introduce the diverse 

perspectives of scholars from various disciplines.  

This dissertation owes a great deal to this earlier scholarship, particularly, to Lai 

Fei, who is a researcher at the Shandong Stone Carving Art Museum in Jinan, Shandong. 

His research provides not only a full picture of the sutra carvings in Shandong by 

outlining their distribution and the topography in which the sutra carvings are situated, 

but also provides detailed information about every character of the carved Buddhist 

texts, as well as that of related persons and monasteries. In his research, Zhang Zong 

from the Institute of World Religion under the Chinese Academy of Social Sciences in 

Beijing, helps us to understand the circumstances surrounding the sutra carvings, by 

elaborating on important concepts, terms, and the meanings and teachings of the sutra 

×ÈÚÚÈÎÌÚȮɯÈÚɯÞÌÓÓɯÈÚɯÛÏÌɯ!ÜËËÏÈɯÕÈÔÌÚɯÊÈÙÝÌËɯÖÕɯÊÓÐÍÍÚȭɯ!ÖÛÏɯÚÊÏÖÓÈÙÚɀɯÞÖÙÒÚɯallowed 

me to do my own research from a more detailed perspective. 

The most recent publications, Buddhist Stone Sutras in China: Shandong Province, 

Volumes one and two, are a joint co-operation between Shandong Stone Carving Art 

Museum and the Heidelberger Akademie der Wissenschaften. They play an important 

role in drawing attention to the field of Buddhist text carvings in Shandong and make it 

much easier to approach the field, since the volumes are written in bilingual English and 

Chinese text. By incorporating 3-D maps, diagrams, and GPS data, as well as high 
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resolution of photographs and rubbings, we are helped to understand the nature of the 

Buddhist carvings on the mountain cliffs and their topographic relationships with other 

mountains where other Buddhist carvings are situated. The volumes provide not only 

meticulous scientific records on the sutra carvings themselves, their location, and the 

environment surrounding the carvings, but also in -depth research essays by numerous 

scholars, including Lothar Ledderose, Zhang Zong, and Paul Copp, and other 

researchers, such as Lai Fei, Claudia Wenzel, and Tsai Suey-Ling.  

This dissertation also is indebted to the Buddhist Stone Sutras in China: Shandong 

Province and the studies by Lai Fei, for the transcriptions and translations of numerou s 

colophons, as well as Buddhist sutra passages, and identifications of the excerpted 

Buddhist scriptures. Concerning the Chinese historical position of each carved Buddhist 

scripture, the teachings of each Buddhist scripture, and the connotations of Buddha 

names, this dissertation consults with analysis by Paul Copp, Claudia Wenzel, and Tsai, 

ÈÚɯÞÌÓÓɯÈÚɯ9ÏÈÕÎɯ9ÖÕÎȭɯ+ÌËËÌÙÖÚÌɀÚɯËÌÛÈÐÓÌËɯÈÕËɯÊÖÔ×ÙÌÏÌÕÚÐÝÌɯÚÛÜËÐÌÚȮɯÍÖÜÕËɯÐÕɯÛÏÌɯ

volumes mentioned above, as well as in other publications, enabled me to locate the 

position in which the Buddhist text carvings can be placed, both in terms of Chinese 

calligraphic traditions and the history of Chinese art.  

+ÌËËÌÙÖÚÌɯÈÓÚÖɯÈÛÛÌÔ×ÛÚɯÛÖɯÌß×ÓÐÊÈÛÌɯÛÏÌɯÊÈÙÝÌËɯ!ÜËËÏÐÚÛɯÛÌßÛÚɀɯÍÜÕÊÛÐÖÕȭɯ'Ìɯ

suggests that the Buddhist text carvings on the mountain cliffs in Shandong served as 

meditation practices for Buddhists of the period. In fact, Zhang Zong and Japanese 
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scholar, Kiriya Seiichi, also have argued that the Shandong cliff carvings served for 

meditation purposes. 16 Ledderose supports them and further develops the argument by 

providing topographical and scriptural evidence. According to Ledderose, several small 

natural chambers or stone seats, on which Buddhist practitioners would have been able 

to meditate, have been found near the sutra carvings. Ledderose also notes that several 

of the carved Buddhist sutra texts themselves center on meditation.17 The suggestion by 

Zhang Zong, Kiriya and Ledderose is likely plausible, but they cannot present solid 

sources that testify to the actual adoption of the use of sutra passages for meditation 

practices by Buddhist priests or believers in the 550s and 560s. Furthermore, a few 

carved sutra passages seem unlikely to have been associated with meditation practices, 

and appear more related to other purposes, since they were drawn from different sutra 

sources from those mentioned above, and feature different traits in both their visual and 

content-specific aspects. All Buddhist texts carved on mountain cliffs in Shandong were 

unlikely established o ut of a single motivation, and accordingly, all of them cannot be 

explained to have functioned as an aid for meditation practices. Focusing solely on the 

functions related to Buddhism and meditation practice described in the carved texts, 

Zhang, Kiriya and  Ledderose have been silent about the functions of the small number 

of exceptional carvings. Nonetheless, their concerns with the functions of the carvings 

                                                      

16 Zhang Zong (2000a), 64-66; Zhang Zong (2003), 20-21; Kiriya Seiichi argues that the monks in Shandong 

ÔÌËÐÛÈÛÌËɯÉÌÍÖÙÌɯÙÖÊÒɯÞÈÓÓÚɯÍÖÓÓÖÞÐÕÎɯ!ÖËÏÐËÏÈÙÔÈɀÚɯÌßÈÔ×ÓÌȭɯ2ÌÌȮɯ*ÐÙÐàÈɯȹƖƔƔƕÈȺȮɯƕƖƙ-155. 
17 Ledderose (2013b). In his opinion, this text is not only a Buddhist eulogy, but also an early example of the 

colophon genre. 
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and the goals of the makers were well initiated, inspiring this dissertation to delve into 

the realm ÖÍɯÛÏÌɯÛÌßÛÚɀɯÍÜÕÊÛÐÖÕÚɯÈÕËɯÛÏÌɯÊÙÌÈÛÖÙÚɀɯÎÖÈÓÚȭɯɯɯ 

Works by Robert E. Harrist Jr. also cannot be omitted. In his book on the writings 

found on polished cliffs, The Landscape of Words (2008), Harrist takes up four writings: a 

Confucian public writing to c ommemorate the acts and personal virtues of 

governmental officials in the first century during the Han Dynasty; a Daoist writing to 

create topographical analogues of mythic realms defined by directional symbolism and 

by the imagined presence of supernatural beings, which were part of the belief system in 

the beginning of sixth century; Buddhist writings worshipped as relics and icons to 

signify the limitless power of Buddhist law in the late sixth century; and Imperial 

writing by Emperor Xuanzong in the eig hth century. On his chapter f or explicating the 

Buddhist writings, Harrist focuses on the sutra text carving and its colophon at Mt. Tie, 

which this dissertation also covers in detail in chapter five . According to Harrist, 

Buddhist sutra passages not only ÚÌÙÝÌËɯÛÖɯ×ÙÌÚÌÙÝÌɯÛÏÌɯ!ÜËËÏÈɀÚɯÛÌÈÊÏÐÕÎÚɯÈÕËɯÌÈÙÕɯ

karmic merit for the sponsors, but also were worthy of veneration as relics or icons that 

transformed an ordinary place into a sacred one. His conclusion is that the creators at Mt. 

Tie enhanced the special value of a sutra passage, by choosing a colossal scale, a stele 

format, and asserting the excellence of the calligraphy, the discourse of calligraphy 

connoisseurship, and aesthetic evaluation in the colophon. 
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Harrist also attempts to explicate the carvinÎɀÚɯÍÜÕÊÛÐÖÕȮɯÚ×ÌÊÐÍÐÊÈÓÓàɯÈÚɯÐÛɯÙÌÓÈÛÌÚɯ

to Buddhism. 18 Among sutra engravings in Shandong during the Northern Qi period, 

the Mt. Tie engraving displays features that are remarkably distinct from others. This 

information makes us reserve judgement about whether the Mt. Tie carving was made 

solely for Buddhist religious purposes. Considering that the patrons proudly stated they 

ÞÌÙÌɯËÌÚÊÌÕËÈÕÛÚɯÖÍɯÖÕÌɯÖÍɯ'ÈÕɯ#àÕÈÚÛàɀÚɯ×ÙÐÔÌɯÔÐÕÐÚÛÌÙÚȮɯÛÏÌɯÝÐÚÜÈÓɯÊÖËÌÚɯÖÍɯ

traditional Han elite discursive practices at Mt. Tie c an be interpreted as fundamental 

rhetorical devices of those patrons.  

While critically incorporating the investigation and research in the works 

introduced above, as well as pursuing a thorough study in the field of art history, 

Buddhism, and Northern Qi history, this dissertation deploys somewhat different 

interpretations of the goals of the creators of Buddhist sutra carvings in Shandong 

during the Northern Qi period. This dissertation observes that the Buddhist cliff 

carvings were presumably the result of a combination of motivations, and suggests that 

among several functions of the carved texts, the most significant motivations may have 

been related to Buddhist meditation practice and the assertion of Han Chinese cultural 

                                                      

18 Harrist observes that the donors imported the colossal stele format, the asserted excellence of the 

calligraphy and the discourse of calligraphy connoisseurship and aesthetic evaluation for their sutra 

carving. Harrist (2008), 192-196, and 205-210. These features are all expressions of Han Chinese upper-

class cultural and artistic heritage, but Harrist does not identify them as being specific to Han  Chinese 

artistic traditions.   
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identity and authority. These m otivations can be grasped through what the patrons 

stated and what they employed for the carvings.  

The carvings can be divided chiefly into two groups, each determined by its 

production dates, locations, and the identities of its main patrons, who could e ither be 

monks or lay practitioners. The Buddhist text carvings made around Dongping  

were created in the 550s-560s. Those in the region around Zoucheng , were made 

during the 570s.19 This dissertation suggests that the Buddhist text carvings in Shandong 

were created for meditation practices in the 550s and 560s, but by the end of 570s, the 

sutra carving was transformed into a gigantic traditional Han memorial stele as a means 

to display the cultural identity of Han Chinese elites.  

Concentrating on the issues outlined above, I will investigate the engraved 

Buddhist texts, discuss the goals of the creators as well as the functions of the engraved 

!ÜËËÏÐÚÛɯÛÌßÛÚɯÐÕɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÙÌÓÐÎÐÖÜÚɯÈÕËɯÊÜÓÛÜÙÈÓɯÓÐÝÌÚȮɯÈÕËɯÊÖÕÛÌßÛÜÈÓÐáÌɯÛÏÌÔɯÞÐÛÏÐÕɯ

the religious and cultural environment of the Northern Qi period and that of late sixth 

century China. 

                                                      

19 The dissertation owes this geographic classification to Lai Fei (2007), 1-2. His interest is in the entirety of 

the  sutra carvings established in Shandong Province, and so includes one more region of the northern 

region of Mount Tai , where the sutra engravings that was were no longer extant on Huangshi ya 

 cliff were located.  This dissertation identifies the Huangshiya cliff engravings as one of the earlier 

traditions, but will not include them in the discussion, as they were created during Eastern Wei period 

and have different features from those in Shandong from the Northern Qi period, in terms of carved texts 

and calligraphy.  
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In ÊÏÈ×ÛÌÙɯÛÞÖȮɯɁBuddhist Artworks Designed for the Diverse Goals of Northern 

Qi PatronsȮɂɯ(ɯÞÐÓÓɯÌßÈÔÐÕÌɯÚÌÝÌÙÈÓɯÞÌÓÓ-known Buddhist works of art created by diverse 

patrons during the same period as that of the Northern Qi. To explore the goals of 

imperial family patrons, a colossal Buddha image in Taiyuan and the Northern 

Xiangtangshan Cave temples in Handan will be examined. The Xiaonanhai Cave 

temples in Anyang will be examined to determine the motivations of an eminent monk 

of that area. A few cave temples and sutra engravings on walls at the Northern and 

Southern Xiangtangshan sites will be examined to learn how patrons who were high 

officials viewed the meaning of those engravings. Lastly, the ordinary lay patrons and 

their goals for the Mt. Sili Buddhi st shrine in Dongping and freestanding Buddhist 

sculptures excavated around Qingzhou in Shandong will be explored. This investigation 

will help us not only to observe ways in which the patrons made their own choices for 

what they believed to be the best types or forms of artwork to meet their goals, but also 

to better understand how the formal visual features, as well as the contents the patrons 

chose for their creation, served their religious and cultural goals.  

Chapter three will investigate the Buddhist  use of stone as a medium for writing 

Buddhist canon passages from the fifth century up to the late sixth century when the 

Northern Qi state existed. Use of stone as writing medium in China, before Buddhism 

flourished in China in the fifth century, also wi ll be examined, since the Buddhists in 

Shandong likely viewed this as a model when planning their own creations. This will 
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help us to understand the background in which the Buddhist text carvings on the 

mountain cliffs in Shandong Province during the North ern Qi period appear in terms of 

their relationship to the Chinese art of that time. These discussions will help us properly 

contextualize the mountain engravings in Shandong with the art of the Northern Qi as 

well as the art of China.    

"ÏÈ×ÛÌÙɯÍÖÜÙȮɯɁ!ÜËËÏÐÚÛɯ3ÌßÛÚɯ"ÈÙÝÌËɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȯɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ

,ÖÕÈÚÛÐÊɯ&ÖÈÓÚȮɂɯÈËËÙÌÚÚÌÚɯÛÏÌɯ!ÜËËÏÐÚÛɯÔÖÜÕÛÈÐÕɯÌÕÎÙÈÝÐÕÎÚɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÈÕËɯÐÛÚɯ

neighboring areas. Mt. Hongding in Dongping is a special focus of the chapter, since it is 

thought of as the terminus a quo of the history of the Shandong Buddhist rock carving 

sutras, which were created around 553-564 CE, and it  is the place where the forms and 

contents of the mountain sutra carvings created in Shandong during the Northern Qi 

period were established. I will investigate carved sutra excerpts and colophons, discuss 

the main monk patrons, explore what the connotations and teachings of the carved 

!ÜËËÏÐÚÛɯÛÌßÛÚɀɯÔÌÈÕÛɯÛÖɯÛÏÌɯ×ÈÛÙÖÕÚȮɯÈÕËɯËÌÚÊÙÐÉÌɯÞÏÈÛɯÛÏÌàɯÞÐÚÏÌËɯÛÖɯÊÖÕÝÌàɯÞÏÌÕɯ

carving the sutra excerpts.  

SÌÕÎɀÈÕɯ#ÈÖàÐɯÐÚɯÛÏÌɯ×ÙÖÔÐÕÌÕÛɯ×ÈÛÙÖÕɯÈÕËɯÊÈÓÓÐÎÙÈ×ÏÌÙɯÈÛɯÛÏÌɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÚÐÛÌɯ

and its vicinity. His presence at many other sites from the 550s until the 570s indicates 

that he was the most significant figure involved with the Buddhist practice of carving 

Buddhist texts on mountain surfaces. Among the sutra passages and Buddha names 

carved at Mt. Hongding, the most noteworthy are the excerpts from the Sutra on the 
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Great Perfection of Wisdom Spoken by ,ÈęÑÜĭÙČ (2È×ÛÈĭÈÛÐÒêɯ×ÙÈÑęê×êÙÈÔÐÛê, Wenshushili 

suoshuo mohe bore boluomi , hereafter the 

,ÈęÑÜĭÙČ /ÙÈÑęê×êÙÈÔÐÛêɯ2ľtra), a phrase about the six ×êÙÈÔÐÛê, and a Buddha name, Da 

Kong Wang Fo . These not only figured prominently at this site, but were 

frequently duplicated at other sites.  

In chapter four, I suggest that many of the Buddhist texts served monastic goals. 

This is particularly true for those who pay attention to the ,ÈęÑÜĭÙČ /ÙÈÑęê×êÙÈÔÐÛêɯ2ľtra, 

which centers on a certain ÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌɯÊÈÓÓÌËɯɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕȮɂ20 I argue 

that the passage from the sutra functioned as an aid for meditation, which was likely 

one of the newly emerging Buddhist practices of the period. In fact, several scholars 

have mentioned that ɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯÐÚɯÚÛÙÌÚÚÌËɯÐÕɯthe ,ÈęÑÜĭÙČɯ×ÙÈÑęê×êÙÈÔÐÛê 

sutra and this might explain why the sutra was repeatedly selected for carving. 21 

However, they cannot prove that the actual utilization of meditation practice took place 

in the 550s-560s. My finding is that Huisi ( , 515-577 CE) actively uses the ɁÖÕÌ-

×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯÉÈÚÌËɯÖÕɯÛÏÌɯ,ÈęÑÜĭÙČ /ÙÈÑęê×êÙÈÔÐÛêɯ2ľtra, and the period when 

ÔÌËÐÛÈÛÐÖÕɯÞÈÚɯ×ÙÈÊÛÐÊÌËɯÉàɯ'ÜÐÚÐɯÍÐÛÚɯÞÌÓÓɯÞÐÛÏɯÛÏÌɯ×ÌÙÐÖËɯÖÍɯÛÏÌɯÊÈÙÝÐÕÎÚɀɯÊÙÌÈÛÐÖÕɯÐÕɯ

the 550s-560s. Moreover, in the years 548-552, Huisi was in Yanzhou in Shandong 

/ÙÖÝÐÕÊÌȮɯÞÏÐÊÏɯÐÚɯÊÓÖÚÌÓàɯÓÖÊÈÛÌËɯÛÖɯ,Ûȭɯ'ÖÕÎËÐÕÎȭɯ(ÕɯÈËËÐÛÐÖÕȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÙÌÊÖÙËÚɯ

                                                      

20 Yixing sanmei, . This is the Chinese translation of the Sanskrit eka-vyľha-samêdhi, which originally 

ÔÌÈÕÛɯɁÚamêdhi  ÖÍɯÈɯÚÐÕÎÓÌɯÈÙÙÈàȭɂɯStevenson (1986), 54. 
21 See Zhang Zong (2000a), 65; Kiriya Seiichi (2001a), 135-ƕƗƚȰɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ

(ÕÚÊÙÐ×ÛÐÖÕÚȮɂɯÐÕɯLedderose ed. (2014), 88. 
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the production dates using the Buddhist calendar, which begins with the date of the 

!ÜËËÏÈɀÚɯËÌÔÐÚÌȮɯÈÕËɯÐÛɯÞÈÚɯ'ÜÐÚÐɀÚɯËÈÛÐÕÎɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÍÖÓÓÖÞÚȭɯ 

Nonetheless, this chapter neither claims that Huisi was responsible for the 

creation of the Mt. Hongding inscription, nor argues that the creators of the Buddhist 

ÊÈÙÝÐÕÎÚɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÔÐÎÏÛɯÏÈÝÌɯÉÌÌÕɯÛÏÌɯËÐÚÊÐ×ÓÌÚɯÖÍɯ'ÜÐÚÐȭ22 

However, the fact thÈÛɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÖÔÔÜÕÐÛàɀÚɯ×ÙÈÊÛÐÊÌɯÈÕËɯÛÏÖÜÎÏÛÚɯÖÝÌÙÓÈ××ÌËɯ

ÞÐÛÏɯ'ÜÐÚÐɀÚɯ!ÜËËÏÐÚÛɯÐËÌÈÚɯÈÕËɯÛÌÈÊÏÐÕÎÚɯÐÕɯÈɯÚÐÎÕÐÍÐÊÈÕÛɯÔÈÕÕÌÙɯËÌÔÖÕÚÛÙÈÛÌÚɯÛÏÈÛɯ

'ÜÐÚÐɀÚɯÛÌÈÊÏÐÕÎÚɯÈÕËɯ×ÙÈÊÛÐÊÌÚɯÞÌÙÌɯÔÖÚÛɯÓÐÒÌÓàɯÞÐËÌÚ×ÙÌÈËɯÌÝÌÕɯÐÕɯ2ÏÈÕËÖÕÎȭɯ3ÏÜÚȮɯ

some Buddhists were likely inspired by Huisi, adopting his ideas and practices, and 

further developed them in their own way, as is seen at Mt. Hongding.  

(ÕɯÔàɯÍÐÕÈÓɯÊÏÈ×ÛÌÙɯȹÊÏÈ×ÛÌÙɯÍÐÝÌȺȮɯÛÐÛÓÌËɯɁ!ÜËËÏÐÚÛɯ3ÌßÛÚɯ"ÈÙÝÌËɯÈÛɯ,Ûȭɯ3ÐÌɯÐÕɯ

9ÖÜÊÏÌÕÎȯɯ'ÈÕɯ/ÈÛÙÖÕÈÎÌɯÈÕËɯ+Èàɯ&ÖÈÓÚȮɂɯ(ɯÊÖÕÚÐËÌr the colossal Buddhist carvings at 

Mt. Tie in Zoucheng, created in 579 CE. Many carvings created around Zoucheng in the 

570s continued the characteristics of the earlier carvings in terms of the scale, format, 

textual content, and calligraphic style, and therefore, they appear to still have been 

associated with religious practices and monastic goals, albeit that the main patronage 

changed from monks to lay believers. Significantly, however, in the late 570s, 

fundamental innovations took place at some mount ain sites around Zoucheng. The scale 

                                                      

22 Many of his disciples are known through textual records. The disciples stayed with Huisi at Mt. Dasu and 

Mt. Nanyue in the sou thern part of China. For several famous disciples, see Stevenson (2006), 11-13. The 

disciples of Huisi in Shandong and Henan, before he went down to the Southern states, are unknown.  



 

22 

of the carvings was enlarged, much longer passages were excerpted from Buddhist sutra 

canon, and a special format was adopted for the carvings.23 This chapter focuses on the 

engravings at Mt. Tie, since the sutra carvings there are relatively well -preserved, and a 

colossal stele format was applied for the carvings. Most importantly, the longest 

colophon in existence is found at this site, is carved next to its related sutra, and details 

ÛÏÌɯÊÙÌÈÛÖÙÚɀɯÛÏÖÜÎÏÛÚɯÈÕËɯÉÌÓÐÌÍÚȮ ÛÏÌÙÌÉàɯÈÓÓÖÞÐÕÎɯÜÚɯÛÖɯÎÙÈÚ×ɯÛÏÌɯÊÙÌÈÛÖÙÚɀɯÎÖÈÓÚȭɯɯ 

The religious goals of the Buddhist texts chosen for the sutra carvings cannot be 

neglected. Drawn from the Vast and Universal Great Collection Sutra 

(,ÈÏêÝÈÐ×ÜÓàÈɇÔÈÏêÚÈẐÕÐ×êÛÈ-ÚľÛÙÈȮɯ#ÈɯÍÈÕÎËÌÕÎɯËÈÑÐɯÑing , hereafter the 

Great Collection Sutra, T. 397, 13),24 each carved passage gives a comprehensive 

description of the unfolding of the Buddhist path from the Mahayana bodhisattva 

perspective, which may have influenced patrons who wished to attain th e Bodhi mind 

ÖÍɯ!ÜËËÏÐÚÔȭɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÞÏÖɯÞÙÖÛÌɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏàɯÈÛɯÛÏÌɯÚÐÛÌȮɯÈÓÚÖɯÔÐÎÏÛɯÏÈÝÌɯÓÌËɯ

the patrons to such Buddhist practices. 

'ÖÞÌÝÌÙȮɯÈÓÛÏÖÜÎÏɯÛÏÌɯÔÈÐÕɯÛÌßÛɯÐÚɯÊÓÌÈÙÓàɯ!ÜËËÏÐÚÛȮɯÛÏÌɯÊÈÙÝÐÕÎɀÚɯÝÐÚÜÈÓɯÈÚ×ÌÊÛÚɯ

combined with the non -religious text in the colophon, makes it doubtful that the Mt. Tie 

                                                      

23 Engraved passages themselves were drawn from different Buddhist sutra canons than those used in 

earlier periods, but the essence of the carved texts belongs to the identical tradition, the so-called 

pÙÈÑęê×êÙÈÔÐÛêɯteachings. 
24 The Great Collection 2ľÛÙÈ was translated into Chinese by the Central Asian monk, DharmakἹema  

(385-433 CE). The carved passage was taken from the Ɂ%ÐÍÛÏɯChapter on Bodhisattva Ocean-ÓÐÒÌɯ6ÐÚËÖÔɂɯ

 (T. 397, 13: 50a16-c13). Ledderose ed. (2009), 56 and 141; Paul Copp and Claudia Wenzel, 

Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: HDS 2ȮɂɯÐÕɯLedderose ed. (2014), 88-89. The translation is traditionally 

dated at 420 CE, but Chen Jinhua suggests that the text dates to a period stretching from 422 to 431. Chen, 

Jinhua (2004): 258.  
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sutra carving was created solely for Buddhist religious goals. In chapter five, I suggest 

that several Han Chinese local elites, who proudly displayed their Han Chinese linage in 

the colophon, created the sutra carving, as a means to proclaim Han Chinese cultural 

and artistic magnificence. To achieve these non-religious goals, they appropriated 

rhetorical devices often used by the Han elite, such as the stele format, high quality 

calligraphy, and a discourse on calligraphy connoisseurship. During the Northern Qi 

period, the relationship between the northern non -Han rulers and high officials, and the 

Han Chinese locals became strained. While the Han Chinese elites were suppressed 

socially and politically,  and the Han Chinese language, customs, and visual culture were 

not respected, the Xianbei culture and other cultures from Central Asia were enjoyed in 

a great fashion. Under such circumstances, the Han Chinese patrons may have wanted 

to find a way to decl are their Han Chinese cultural identity and pride. Accordingly, the 

gigantic sutra engraving at Mt. Tie may have been created to serve the Han Chinese 

×ÈÛÙÖÕÚɀɯÚÌÊÜÓÈÙɯÎÖÈÓÚɯÈÚɯÞÌÓÓɯÈÚɯÛÏÌÐÙɯÙÌÓÐÎÐÖÜÚɯÖÕÌÚȭɯ%ÙÖÔɯÛÏÐÚɯ×ÌÙÚ×ÌÊÛÐÝÌȮɯÛÏÌɯ,Ûȭɯ3ÐÌɯ

carvings can be viewed as not only a grand Buddhist monument, but also a powerful 

Han cultural monument; one that grew out of a cultural movement emphasizing the 

identifiable and distinctive traditional discursive practices of the Han elite.  

Han-Chinese Confucian tradi tions were strongly held in the Shandong region, 

which includes Mt. Tie. This regional character contributes to the specific features found 

in the monument. The city of Zoucheng, where Mt. Tie is situated, is honored as the 
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home of Mencius ( , 372-289 BCE), one of the founding fathers of Confucianism. It 

also is close to Qufu , the home of Confucius  himself, and is located only 20 

kilometers to north. 25 Accordingly, the greatest Confucian scholars have gathered in this 

area of China since Han times. In addition, in the beginning of the period called the 

Northern and Southern Dynasties (420-589 CE), the area we today call Shandong, was 

under the control of the Liu -Song Dynasty (420-479 CE), one of the Southern Dynasties 

built by the Han Chinese, and as such, was integrated into the south culturally and 

politically. After the Liu -Song collapsed in 479 CE, the regions became a part of 

Northern China: Northern Wei (386 -534 CE), Eastern Wei (534-550 CE), and then 

Northern Qi (550-577 CE), which was controlled by non-Chinese rulers.  

3ÏÙÖÜÎÏÖÜÛɯÛÏÐÚɯËÐÚÚÌÙÛÈÛÐÖÕɀÚɯËÐÚÊÜÚÚÐÖÕȮɯÛÏÌɯÔÈÐÕɯÛÏÙÌÈËɯÛÏÈÛɯÛÐÌÚɯÛÏÌɯÊÏÈ×ÛÌÙÚɯ

together is the idea that the diverse aspects of 6th century Buddhist art found in the 

Northern Qi region  ÞÌÙÌɯÛÏÌɯÙÌÚÜÓÛɯÖÍɯÐÛÚɯ×ÈÛÙÖÕÚɀɯÎÖÈÓÚȭɯ3ÏÌÚÌɯÎÖÈÓÚȮɯÈÕËɯÛÏÌɯ

motivations that led to them, either religious, secular, or a combination of both, 

informed the choices the patrons made when they determined which object to make and 

which style to use. It is of course acknowledged that those Buddhist artworks also 

reflected long-standing artistic conventions, as well individual decisions made by the 

makers, who were by definition working with natural materials. While these are 

important factors in analyzing the artworks, they are not the focus of this dissertation. 

                                                      

25 Harrist (2008), 162; +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌd. (2014), 20.   
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While it was not always the case, in some important instances, the content and forms of 

ÛÏÌɯÈÙÛÞÖÙÒÚɯÞÌÙÌɯÚÛÙÖÕÎÓàɯÙÌÓÈÛÌËɯÛÖɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÉÌÓÐÌÍÚȮɯÈÕËɯÚÖɯÙÌÍÓÌÊÛÌËɯÛÏÌÐÙɯ

motivation. Several Buddhist a rtworks explored in the dissertation follow this pattern.  

Actual beliefs or intentions are not so simple to discover. They are not always 

×ÙÖÝÐËÌËɯÐÕɯÈɯÛÌßÛȮɯÈÕËɯÌÝÌÕɯÛÏÖÜÎÏɯÚÖÔÌɯÛÌßÛÚɯÈ××ÌÈÙɯÛÖɯÏÈÝÌɯËÌÚÊÙÐÉÌËɯÛÏÌɯÊÙÌÈÛÖÙÚɀɯ

actual intentions, it is also possible that these texts did not accurately or completely 

ÊÖÕÝÌàɯÛÏÌɯÊÙÌÈÛÖÙÚɀɯÍÜÓÓɯÛÏÖÜÎÏÛÚɯÖÙɯÉÌÓÐÌÍÚȭɯ'ÖÞÌÝÌÙȮɯÞÌɯÊÈÕɯÈÚÊÌÙÛÈÐÕɯÛÏÌÐÙɯÖÝÌÙÈÓÓɯ

outlook and stance, as the visual codes they employed for their artworks played an 

important role in communicat ing their objectives, and were used in ways that conveyed 

a sophisticated visual rhetoric. 

Buddhist texts engraved on mountain surfaces were examples of products 

ËÌÚÐÎÕÌËɯÛÖɯÚÌÙÝÌɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÕÌÌËÚɯÖÙɯÐÕÛÌÙÌÚÛÚȭɯ,ÖÚÛɯÖÍɯÛÏÌÔɯÚÌÙÝÌËɯÔÖÕÒɯ×ÈÛÙÖÕÚɀɯ

monastic and religious motivations, while the Mt. Tie carving was a monumental 

representation of Han Chinese cultural supremacy in opposition to the main Northern 

Qi cultural trends of the Xianbei culture renaissance and Central Asian multiculturalism. 

This research will allow us to make a substantial impact on the understanding of 

Northern Qi culture and society, and understand more fully how it led to a Han cultural 

movement, which impacted Northern Qi Buddhism and led to its diverse expression of 

visual culture.  
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2. Buddhist Artworks Designed for the Diverse Goals of 
Northern Qi Patrons   

The Northern Qi dynasty lasted for some twenty -seven-years (550-577 CE), and 

ÞÏÐÓÌɯÐÛɯËÐËɯÕÖÛɯÜÕÐÍàɯÈÓÓɯÖÍɯ"ÏÐÕÈȮɯÐÛɯÙÜÓÌËɯ"ÏÐÕÈɀÚɯÕÖÙÛÏÌÈÚÛÌÙÕɯÙÌÎÐÖÕɯËÜÙÐÕÎɯÛÏÖÚÌɯ

years (Figure 8). The Northern Qi sponsors were prolific in their construction of 

Buddhist monuments, such as Buddhist cave temples, freestanding Buddhist images, 

and engravings of Buddhist words onto stone; an achievement that has been largely 

attributed to the generous sponsorship of the emperors, court officials, and local elites. 

This chapter examines these achievements and explores the different goals this diverse 

group of patrons hoped or intended their creations to serve. The chapter investigates 

selected well-known examples, which were created by patrons from a variety of social 

ranks, such as rulers, eminent monks, high court officials, and common lay Buddhists.  

The Buddhist artworks that are investigated in chapter two are diverse and 

include Buddhist cave-chapels, Buddhist statues, and Buddhist sutra carvings. To 

understand the imperial family patrons and their goals, the Buddhist Cave Temples of 

Xiangtangshan near the capital city, Ye  (todayɀs Handan in southern Hebei), and a 

colossal Buddha image in the second capital city, Jinyang  (todayɀs Taiyuan in 

Shanxi Province), will be examined. The Xiaonanhai Central Cave in Anyang, Henan 

Province, created by the eminent monk Sengchou  (480ɬ560 CE) will be discussed in 

ÖÙËÌÙɯÛÖɯÓÌÈÙÕɯÈÉÖÜÛɯÛÏÌɯÔÖÕÒɀÚɯÎÖÈÓÚɯÈÕËɯÔÖÛÐÝÈÛÐÖÕÚȭɯ ɯÍÌÞɯÊÈÝÌɯÛÌÔ×ÓÌÚɯÈÕËɯÚÜÛÙÈɯ

engravings on the walls at the Xiangtangshan Cave temple sites will be explored to more 
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fully understand the objectives of the high offici als who sponsored those works. Lastly, 

the goals of the local lay patrons who created the freestanding Buddhist sculptures 

excavated around Qingzhou, and the Buddhist shrines carved on the cliffs of Mt. Sili 

will be discussed, as well as information about the patrons themselves. 

It should be noted that goals behind the creation of any Buddhist artwork are 

hardly monolithic. The varied goals of those who excavated caves, made images, and 

carved sutras included the accumulation of merits for patrons themselve s; their 

deceased parents, ancestors, and teachers; commemoration of deceased emperors; 

protection and perpetuation of the state; meditation methods; memorialization of 

monks; and legitimization of particular teachings and practices. Although the chapter 

w ill focus on the most prominent goals uncovered, other possible functions for those 

same works should not be ruled out.  

This investigation will help us not only to observe ways in which patrons chose 

their particular art forms, but also to better understan d how these choices served their 

religious and cultural goals. The discussion in this chapter will help us properly place 

the Buddhist text carvings in Shandong Province mountains within the context of 

Northern Qi and other Chinese Buddhist art. A variatio n of Buddhist text carvings from 

communities near Mt. Hongding in Dongping and Mt. Tie in Zoucheng will be the main 

focus of chapters four and five.  
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2.1 Imperial Patrons: The Northern Xiangtangshan Cave Temples 
and the Colossal Buddha Image in Taiyuan 

It  is well -known that Northern Qi emperors were ardent supporters of 

Buddhism, 1 and the first emperor of Northern Qi, Wenxuan  (r. 550-559 CE), was an 

especially devoted and generous follower of the Buddhism. 2 3ÏÌɯÌÔ×ÌÙÖÙÚɀɯÚÜ××ÖÙÛɯÍÖÙɯ

Buddhism contributed to the remarkable increase in the number of Buddhist 

monuments, as well as Buddhist temples, priests, and devotees. Soon after the 

establishment of their dynasty, the Northern Qi rulers began cave construction and then 

continued with largescale Buddhist projects through much of the dynasty.  

The Buddhist monuments sponsored by the Northern Qi rulers were located not 

only in th e area of the capital city, Ye, but also in the vicinity of the city of Jinyang, 

ÛÖËÈàɀÚɯ3ÈÐàÜÈÕɯÐÕɯ2ÏÈÕßÐȭɯ)ÐÕàÈÕÎɯÐÚɯwhere the non-Chinese warriors supporting the 

court resided. It served as the military power base of the Northern Qi rulers, and 

                                                      

1 Six emperors reigned during the twenty -seven-year Northern Qi Dynasty. Three held the throne for only 

one year or less: the second emperor (Feidi , 559-560), the third emperor (Xiaozhao , 560-561), and 

the last emperor (Youzhu , 577). These three reigns were too short to have had much of an impact on 

Buddhism. The other three emperors, the first emperor Wenxuan ( , r. 550-559 CE), the fourth emperor 

Wucheng ( , r. 561-565 CE), and the fifth emperor Houzhu ( , r. 565-577 CE), had a large impact on 

Buddhism and Buddhist visual culture, and sponsored large -scale Buddhist projects. For the Northern Qi 

emperorsɀ support of Buddhism, see Chen, Jinhua (2000), 94-96. 
2 Emperor Wenxuan, the first emperor of Northern Qi, was famously drawn to Buddhism. In 550 CE, the 

same year he ascended to the throne, Wenxuan took a vow to become a lay disciple of the renowned monk, 

Fashang  (495-580 CE), who was one of the greatest Buddhist leaders of the time. Observing the 

difficult bodhisattva vows, he issued orders against the practices of hawking, fishing, and butchery, and 

he promised to abstain from all animal flesh and alcohol. One year later, he summoned to his capital 

another Buddhist leader, Sengchou  (480-560 CE), to whom he declared his intention of offering one-

third of the annual state revenue to the ɁThree Treasuresɂ of Buddhism. Daoxuanɀs  (596-667) Further 

Biographies of Eminent Monks (Xu gaoseng zhuan ), T. 2060, 50: 554b25-26. Soper (1966), 260-261; 

Chen (2000), 95; Tsiang (2010), 26. 
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function ed as a secondary capital. Since the emperors traveled regularly between the 

two cities of Jinyang and Ye,3 several grand Buddhist monuments established with 

Northern Qi imperial support were situated on the route between the two cities.4 The 

two most well -known of these are the Buddhist Cave Temples of Xiangtangshan, which 

were built near the capital city, Ye, and the gigantic Buddha image at the Kaihua 

Monastery  at Mt. Meng  (Mengshan  or Xishan ) in the vicinity of 

Jinyang.5 Both boast masterful carving and a monumental scale, and were likely planned 

in order to display the imperial power and authority of the Northern Qi Dynasty, as well 

as to generate merit for the protection of the state.  

                                                      

3 At the end of the Northern Wei (386-534 CE), Jinyang was the power base for Gao Huan  (496ɬ547 CE), 

the father of the first Emperor Wenxuan. With the fall of the Northern Wei, Gao Huan established the 

Eastern Wei Dynasty  (534-550 CE) as a de facto ruler and moved the capital from Luoyang to Ye in 534 CE. 

Hanje Park (1998), 167-169; Eisenberg (2008), 97-98; Tsiang (2010), 19-20.  
4 In the sixth century, there were settlements and Buddhist monasteries along the road between Ye and 

Jinyang that served as resting and supply stations, but they no longer exist today. However, some cave 

temples and stone monuments are still preserved. It was recorded that Xiangtangshan was a detached 

summer palace site and one of the stopping places on the road. Another Buddhist site on the route from 

Northern Qi is Mt. Zhonghuang in Shexian, in the southwestern corner of Hebei Province, best known for 

its extensive engravings of Buddhist sutra texts. For information about the s ite and its Buddhist 

engravings, see Zhang Zong (2010), 294-302.  
5 Another colossal Buddha image was undertaken in the vicinity of Jinyang, during the reign of the Emperor 

Wenxuan. This 50-meter-tall Amit êbha Buddha was created at the Tongzi Monastery at Mt. Long and was 

flanked by two 25 -meter-tall bodhisattvas. Unfortunately, the Tongzi Monastery Buddha and bodhisattva 

images are not preserved. It is recorded that a meditation master, Hongli  , arrived at Mt. Long in 556 

and undertook the process of creating them. Yiqun Li suggests the Buddhist images were likely sponsored 

by the Emperor Wenxuan, since the creation of Buddhist images on such a colossal scale could not have 

been established without imperi al sponsorship. His suggestion is persuasive, but it needs further 

exploration. Yuqun Li (1998), 22-23. Because of this uncertainty, chapter two does not discuss the colossal 

Buddha established at Tongzi Monastery.  
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Xiangtangshan refers to two main groups of caves located at Northern 

Xiangtangshan and at Southern Xiangtangshan, which are about 15 kilometers apart.6 It 

is the northern group of caves that is the largest in scale and holds the earliest carvings. 

It is closely related to the Northern Qi royal family and most likely the first emperor, 

Wenxuan.7 The Northern Xiangtangshan site is situated halfway up a mountainside 

(Figure 9). The three principal caves at this site from the Northern Qi period are known 

as the North, Middle, and South Caves. The Xiangtangshan Cave temples have been 

thoroughly covered in previous scholarship about Northern Qi Buddhist art, and so the 

details need not be revisited here.8 Instead, this section of the chapter will briefly outline 

the earlier studies, and focus on the North Cave at the Northern Xiangtangshan, since it 

is not only the most ambitious in scale, but also the most complex in design and 

decoration. It displays many signs of having been conceived under imperial sponsorship 

                                                      

6 Traditionally, these cave temples were not known as a single group, but had different names and were 

associated with different monasteries and patrons. Tsiang (1996b), 11; Tsiang (2010), 18; Howard (1996), 7. 
7 While the imperial patronage of Northern Xiangtangshan is not questioned, the patro ÕɀÚɯÐËÌÕÛÐÛàɯÐÚɯÈɯ

subject to debate, since the historical records are contradictory. Some Chinese scholars have relied on Zizhi 

tongjian (160:4957) compiled in 1072-1084 CE to argue that the caves were created before the establishment 

of the Northern Qi Dynasty Éàɯ&ÈÖɯ'ÜÈÕȮɯÛÏÌɯÍÈÛÏÌÙɯÖÍɯ-ÖÙÛÏÌÙÕɯ0ÐɀÚɯÍÐÙÚÛɯÌÔ×ÌÙÖÙȮɯ6ÌÕßÜÈÕɯÈÕËɯde facto 

ruler during the Eastern Wei (534-550). They believe the remains of Gao Huan are buried there. The source 

is vague in that it does not indicate a specific cave as burial site at Northern Xiangtangshan. On the other 

hand, many other scholars, including Soper, Howard, and Tsiang, support the idea that Emperor 

Wenxuan, the first emperor of the Northern Qi, is responsible for the beginning of cave construction and 

image-making. For the issue regarding the dating of the Northern Xiangtangshan, see Soper (1966), 262-

263; Howard (1996), 7-8; Tsiang (2010), 19-20; Tang Zhongming (2004), 34-ƗƛȰɯ+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ

2ÜÛÙÈɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƖƘ-25. 
8 For the Xiangtangshan Caves, see Mizuno Seiichi and Nagahiro Toshio (1937); Handanshi Wenwu 

Baoguansuo (1982), 26-43; Soper (1966), 259-268; Howard (1996), 7-19; Tsiang (1996b), 11-76. For a recent 

exhibition catalog on the Xiangtangshan caves, see Tsiang et al. eds. (2010). 
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with advice from those knowledgeable about Buddhist teachings, and having been 

created by skilled craftsmen.  

The North Cave is the largest, and is twelve meters square and eleven meters 

high. At the center of the Cave is a massive central pillar, measuring 6.95 square meters 

(Figures 10~12). There are three niches, one in the front face and one in each of the two 

side walls (Figure 12).9 The sculptures and the lavish decorations on the walls, central 

pillars, and ceilin gs display high quality carvings with a new style and new 

iconographies.10 In terms of its scale, elaborate design, and masterful craftsmanship, the 

North Cave at the Northern Xiangtangshan is comparable to the earlier imperially 

sponsored caves at Yungang and Longmen that were established near their respective 

capital cities in the late fifth and early sixth centuries, during the Northern Wei Dynasty 

(386-534 CE). Like their precedents from the earlier Dynasty, the caves at the Northern 

Xiangtangshan site, especially the North Cave, were built near the capital under  a main 

imperial sponsor, shortly after the establishment of the Northern Qi Dynasty. The 

-ÖÙÛÏÌÙÕɯ7ÐÈÕÎÛÈÕÎÚÏÈÕɯ"ÈÝÌÚɯÚÌÙÝÌËɯÛÖɯËÐÚ×ÓÈàɯÉÖÛÏɯÛÏÌɯÕÌÞɯ#àÕÈÚÛàɀÚɯÈÜÙÈɯÖÍɯ

                                                      

9 Each of the three niches contains a colossal seated Buddha and two standing attendant bodhisattvas. The 

three Buddhas can be identified as the Buddhas of the Three Ages (Past, Present, and Future) on the basis 

of their seated poses. For the Buddhas on the central pillar and other images inside the cave, see Tsiang 

(2010), 26-33. She explains that the sculptures of the North Cave may refer to teachings promulgated in the 

Lotus 2ľÛÙÈ and the AvataẐsakÈɯ2ľÛÙÈȭ 
10 For a new style and new iconographies, such as Spirit Kings and Guardian-demons at the Northern 

Xiangtangshan caves, see Howard (1996), 7-14. 
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imperial power and authority ; one allied with the Buddhist law, and the protection and 

perpetuation of the Dynasty. 11  

One of the most significant architectural and decorative motifs at the 

Xiangtangshan site is the stupa motif.12 The front wall and the entrance of the North 

Cave have been severely damaged and repaired, but on the exterior, high above the 

entrance and windows, there are traces of a jewel at the top of a domed roof, which 

indicates that it was originally designed as a stupa (Figure 10).13 The stupa-shaped 

façade likely gave the impression to those who entered the cave that they were entering 

a stupa. All three caves at Northern Xiangtangshan appear to have been designed to 

have a stupa façade, but it is well-preserved only at the South Cave (Figure 13). The 

stupa motif also can be seen as a pictorial motif that decorates the ornamented frame of 

individual niches (Figure 14). 14 

Scholars suggest there could be many reasons for shaping a cave-temple into a 

stupa. Most likely, caves shaped as stupas could have served as temples for the worship 

                                                      

11 This has been pointed out as one of the most significant goals for building th e cave. Tsiang (1996a), 259; 

Tsiang (2010), 26. 
12 The stupa motif was used extensively inside and outside the caves at Southern Xiangtangshan, as well as 

in those in Northern Xiangtangshan. It is one of the most discernible characteristics among the many cave 

temples built around Ye during the Northern Qi period, and has been discussed by many scholars. For 

example, Sofugawa (1990), 165-206; Howard (1996), 8-10; and Tsiang (1996a), 254-257.  
13 Tsiang (2010), 32. 
14 The stupa motif decoration shows radiant jewels borne on three large lotus blossoms springing from a 

vase. Three jewels are traditionally understood to represent the Three Treasures of early Buddhist faith: 

the Buddha, the teachings of the Buddha, and the monastic order. The precious jewels came to be a 

metaphor for Buddhist wisdom and its beneficial powers. Tsiang (2010), 29-30;  
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of the Buddha and his teachings.15 In India, stupas were originally funerary monuments 

associated with the relics or ashes of Buddha. Gradually, they became symbolic 

structures containing images instead of relics. Their use also was likely related to the 

practice of meditation and contemplation of images, as some sutras popularly circulated 

at that time, instruct practitioners to enter a stupa to concentrate on Buddha images for 

their meditation practice. 16  

Using the stupa facade as a tomb to commemorate deceased Buddhist rulers 

underscored the belief that the emperors and the Buddhas were equals. Historical 

sources report that the North Cave had been used as a burial place for Northern Qi 

emperors.17 As to the issue of which emperor was buried  there, the sources are 

contradictory. Some believe that Gao Huan, the father of the first emperor, Wenxuan, 

was buried at the North Cave, while others believe it was the first emperor Wenxuan 

himself. Although the answer remains uncertain, based on one of the accounts, many 

scholars believe that the North Cave was established by Emperor Wenxuan and that he 

                                                      

15 Katherine Tsiang proposes that building caves into stupas enabled the Buddhist texts to be incised inside 

ÈÕËɯÖÜÛÚÐËÌɯÛÏÌɯÊÈÝÌÚȮɯÈÕËɯÛÖɯÉÌɯÙÌÎÈÙËÌËɯÈÚɯɁ#ÏÈÙÔÈɯÙÌÓÐÊÚɂɯÈÕd objects of veneration. I agree with her, 

especially for the South Cave at Northern Xiangtangshan and for several caves at Southern Xiangtangshan. 

However, the North Cave and Middle Cave at the Northern Xiangtangshan bear no sutra carvings, but are 

decorated with stupa motif decorations. Tsiang speculates that scriptures may have been carved in the 

façade or in the front wall of the North and Middle Caves, which are now no longer preserved in their 

original state. While this is possible, there is no evidence to date that confirms the existence of sutra 

carving at the North and Middle Caves.  
16 FÖÙɯÌßÈÔ×ÓÌȮɯÛÏÌɯÊÏÈ×ÛÌÙɯɁ/ÜÙÌɯ/ÙÈÊÛÐÊÌÚɂɯȹjingxing pin ) from the AvataἴÚÈÒÈɯ2ľÛÙÈɯengraved on the 

side wall of Cave 1 at Southern Xiangtangshan instructs practitioners who wish to take the bodhisattva 

path to, among other things, venerate Buddhas and pay homage to stupas. Lin (2014), 71-74. 
17 The sources are Zizhi tongjian 160:4957, the biography of the monk Mingfen in Further Biographies of 

Eminent Monks (Xu gaoseng zhuan) by Daoxuan (T. 2060, 50: 648) and the stele text dated Jin Dynasty 1159 

and now kept in the Changle temple. For the stele text, see Ding Mingyi (1989), 35. 
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was buried there.18 Tsiang further records that there is a rectangular opening at the top 

of the central pillar in the North Cave, now empty, that could have accommodated a 

large coffin or, alternatively, could have held relics. 19 As Howard suggests, equating the 

Buddha with the emperor brought about the making of the Five Imperial Caves at 

Yungang during the Northern Wei, and likely inspired the tradition ÛÏÈÛɯÛÏÌɯÌÔ×ÌÙÖÙɀÚɯ

ÉÜÙÐÈÓɯÚÏÖÜÓËɯÉÌɯÚÐÔÐÓÈÙɯÛÖɯÛÏÌɯ!ÜËËÏÈɀÚɯÐÕɯ(ÕËÐÈȭɯ3ÏÌɯÊÙÌÈÛÐÖÕɯÖÍɯÚÛÜ×È-shaped caves at 

Xiangtangshan during the Northern Qi period was likely based on these two views as 

well. 20 

Another important Buddhist monument, created under the pat ronage of the 

Northern Qi emperors is the gigantic Buddha image at the Kaihua Monastery   at 

Mt. Meng   (or Xishan ) in the vicinity of the city of Jinyang (Figure 15). The 

statue is a seated Buddha, said to have been as tall as 200 chi (approx. 59 meters), but 

ÊÜÙÙÌÕÛÓàɯÖÕÓàɯÛÏÌɯ!ÜËËÏÈɀÚɯÉÖËàɯÙÌÔÈÐÕÚɯÖÍɯÛÏÌɯÖÙÐÎÐÕÈÓȮɯÔÌÈÚÜÙÐÕÎɯÈ××ÙÖßÐÔÈÛÌÓàɯƗƔɯ

meters high. It is recorded that the head fell off in the 14th century, and after that, the site 

                                                      

18 Some other scholars suggest that the cave was established by Gao Huan, the father of Emperor Wenxuan, 

and that he was buried at one of the Northern Xiangtangshan caves or in a cavern high up in Northern 

Xiangtangshan. For the controversies and related historical sources, see Soper (1966), 262-263; Howard 

(1996), 7-ƜȰɯ+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƖƘ-25. 
19 Tsiang (2010), 19-20. Tsiang further records that there is a rectangular opening at the top of the central 

pillar in the North Cave, now empty, that could have accommodated a large coffin or, alternatively, could 

have held relics. Whoever was buried in the cave at the Northern Xiangtangshan, it seems quite plausible 

that Northern Xiangtangshan functioned as a burial place for the Northern Qi emperors.  
20 Howard (1996), 8-10. 
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fell into ruins. The location of the Buddha subsequently was fo rgotten, and was not 

rediscovered until 1980.21 The new head was installed in 2008.22  

The Kaihua Monastery, founded in 551 CE in Jinyang during the reign of 

Emperor Wenxuan, undertook the construction of a colossal Buddha around 559 CE. 

This Buddha was completed during the reign of Emperor Houzhu (r. 565 -576 CE).23 It is 

recorded that Houzhu let himself succumb to the fantasy of carving the entire mountain 

of Xishan into a colossal Buddha image, and that ten thousand basins of oil were burned 

in a single night, so that work could continue uninterrupted around the clock. 24 The fact 

that Emperor Houzhu worked so intensively to complete the gigantic Buddha image 

indicates that the giant Buddha at Mt. Meng was most likely established with imperial 

support. 25 

What the imperial goals were for establishing this colossal Buddha at Mt. Meng 

is far from clear. However, the colossal Buddhas at Yungang were commissioned by the 

Northern Wei Emperor, Wencheng (r. 452-465 CE), to display his imperial authority and 

that of the preceding Northern Wei emperors; to fortify the belief that Buddhas and 

emperors were equal; and to engage in merit-making activities. Mt. Meng was likely 

                                                      

21 Yuqun Li (1998), 14. 
22 Lin (2014), 78-79. 
23 When the project of sculpting the colossal Buddha began is still under debate. After examining the related 

historical sources, Yuqun Li suggests that the Kaihua Monastery was founded in 551, and that the 

construction of the colossal Buddha began in 559 CE. He believes it was completed in the end of the 

Northern Qi period, during the reign of Emperor Houzhu (565 -576). I concur with his suggestion. Yuqun 

Li (1998), 19-21. 
24 Bei Qi shu, 8.301. Requoted from Jinhua Chen (2010), 96. 
25 Yuqun Li (1998), 22. 
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ËÌÚÐÎÕÌËɯÍÖÙɯÛÏÌɯÚÐÔÐÓÈÙɯÙÌÈÚÖÕÚɯËÜÙÐÕÎɯÛÏÌɯÙÌÐÎÕɯÖÍɯ-ÖÙÛÏÌÙÕɯ0ÐɀÚɯÍÐÙÚÛɯÌÔ×ÌÙÖÙȮɯ

Wenxuan.26 In additio n, as Jinhua Chen suggests, the period when it was completed 

witnessed the empire in decline and threatened by invasions. Accordingly, the 

completion of the gigantic Buddha was likely intended to generate merit for the 

protection and perpetuation of the st ate.27 The grand scale of the magnificent seated 

Buddha presumably well -ÚÌÙÝÌËɯÛÏÌɯÎÖÈÓÚɯÖÍɯÛÏÌɯÌÔ×ÌÙÖÙÚɯÈÕËɯÚÛÈÛÌȮɯÈÚɯÛÏÌɯÔÖÕÜÔÌÕÛɀÚɯ

grandeur proclaimed imperial authority in a stately manner.     

2.2 Monastic Patrons: Eminent Monk Sengchou and the 
Xiaonanhai Central Cave       

The support of pious emperors for Buddhist activities contributed to the 

promotion of Buddhist teachings during the Northern Qi period. As a result, a 

significant number of Northern Qi monks are recorded in history as outstanding 

practitioners, teachers, and scholars.28 Numerous monks participated in establishment of 

diverse Buddhist monuments during the Northern Qi period. One of the most well -

known Buddhist monuments created by a monk during the period (550 -560 CE) are the 

Xiaonanhai Cave temples , which are situated close to a major mountain pass 

ÉÌÛÞÌÌÕɯ8ÌɯÈÕËɯ)ÐÕàÈÕÎȮɯÕÌÈÙɯÛÖËÈàɀÚɯ ÕàÈÕÎȮɯ'ÌÕÈÕɯ/ÙÖÝÐÕÊÌɯȹ%ÐÎÜÙÌɯƕƚȺȭ 

                                                      

26 Yuqun Li (1998), 24. Constructions of colossal Buddhas also were found in the Southern Dynasties at 

Qixiasi  near Nanjing and Baoxiangsi  in todayɀs Xinchang and Zhejiang. Both are dated to 

about the late fifth and early sixth centuries. See Su Bai (1989), 389-412. 
27 Jinhua Chen (2010), 96. Based on a tenth-century stele at the Kaihui Monastery , Prof. Lin suggests that the 

colossal Buddha at Mt. Meng was intended to inspire appreciation of the holiness of the site and the divine 

presence in the colossal image. Lin (2014), 78-80. For the stele, see Yuqun Li (1998), 20. 
28 For brief account on Buddhism and eminent monks under the Northern Qi, see Jinhua Chen (2010), 94-103. 
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The Xiaonanhai site has three caves (East, Central, and West), each of which is 

cut into massive boulders and was constructed under the guidance of the leading 

Buddhist scholar-master, Sengchou  (480ɬ560 CE).29 Sengchou was one of the most 

outstanding and influential clerics under the Northern  Qi period. In 551-52 CE, this 

erudite scholar-monk and meditation master  was summoned to the capital to serve as 

ÛÏÌɯ2ÛÈÛÌɯ/ÙÌÊÌ×ÛÖÙɯÈÕËɯÈÚɯ$Ô×ÌÙÖÙɯ6ÌÕßÜÈÕɀÚɯ×ÌÙÚÖÕÈÓɯÔÌËÐÛÈÛÐÖÕɯÈËÝÐÚÖÙȭ30 Emperor 

Wenxuan received the Bodhisattva vows from Sengchou, and made him abbot of the 

Yunmen temple .  The Yunmen temple is situated about 40 km from Ye, and is 

close to the Anyang Caves.  Sengchou died there at the age of 81in 560 CE. 

Of three caves, the Xiaonanhai Central Cave is the best preserved, and contains 

valuable inscriptions, sutra engravings and visual images both on the interi or and 

ÌßÛÌÙÐÖÙɯÞÈÓÓÚɯÖÍɯÛÏÌɯ"ÈÝÌȭɯ(ÛɯÙÌÛÈÐÕÚɯÛÏÌɯÔÖÚÛɯÊÖÔ×ÓÌÛÌɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯ2ÌÕÎÊÏÖÜɀÚɯ

meditational practices (Figures 16 and 17). Accordingly, this section of chapter two will 

focus on the carvings and images in the Xiaonanhai Central Cave, which are visible 

ÔÈÕÐÍÌÚÛÈÛÐÖÕÚɯÖÍɯ2ÌÕÎÊÏÖÜɀÚɯÙÌÓÐÎÐÖÜÚɯÉÌÓÐÌÍÚɯÈÕËɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌȭɯ3ÏÌɯÊÈÝÌɯÐÚɯ

designed with Buddhist sutra texts and visual imageries, and these functioned as guides 

                                                      

29 Because the surrounding mountain has been excessively quarried in more recent times, the caves appear 

as three independent ones. Originally, they were hewn into the rocky surface, each accessible from a single 

small front entrance. Lin (2014), 67. 
30 He did not become a monk until he reached twenty -eight (in 507), and after he gained a widespread 

reputation at court as a Confucian professor at the National Academy. He first studied with the dharma 

master, Daofang  (d. after 506). %ÖÙɯ2ÌÕÎÊÏÖÜɀÚɯÉÐÖÎÙÈ×ÏàȮɯÚÌÌɯ#ÈÖßÜÈÕɀÚɯFurther Biographies of 

Eminent Monks (Xu gaoseng zhuan), T. 2060, 50: 553b25-555b24; Hsu (1999), 17-44; Jinhua Chen (2010), 97; 

Sunkyung Kim (2011), 96-98. 
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ÛÖɯÏÌÓ×ɯÝÐÚÐÛÖÙÚɯ×ÙÈÊÛÐÊÌɯ2ÌÕÎÊÏÖÜɀÚɯÔÌËÐÛÈÛÐÖÕɯÔÌÛÏÖËɯÞÏÐÓÌɯÐÕɯÛÏÌɯÊÈÝÌȭɯ3ÏÌ 

Xiaonanhai Central Caves have been thoroughly discussed by numerous scholars, so 

there is no need to review their work here. 31 Instead, this section, briefly outlines the 

ÌÈÙÓÐÌÙɯÚÊÏÖÓÈÙÚÏÐ×ɯÖÕɯ2ÌÕÎÊÏÖÜɀÚɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌȮɯÛÏÌɯÝÐÚÜÈÓɯÈÕËɯÛÌßÛÜÈÓɯÈÚ×ÌÊÛÚ of 

ÛÏÌɯ7ÐÈÖÕÈÕÏÈÐɯ"ÈÝÌÚȮɯÈÕËɯÍÖÊÜÚÌÚɯÖÕɯ2ÌÕÎÊÏÖÜɀÚɯÎÖÈÓÚɯÍÖÙɯÊÖÕÚÛÙÜÊÛÐÕÎɯÛÏÌɯ7ÐÈÖÕÈÕÏÈÐɯ

Central Cave.  

The fact that Sengchou is responsible for the carvings in the Xiaonanhai Caves is 

confirmed by t he dedicatory inscription engraved right above the entr ance to the Central 

Cave (Figure 17). According to the inscription, the caves were initially decorated in 550 

by another Dharma master, Sengfang , but Sengchou and his disciples, who were 

residing in nearby Yunmen temple, renovated and redecorated the caves.32 Unlike other 

Buddhist cave-temples sponsored by the imperial family members during the Northern 

Wei or Northern Qi periods, the Xiaonanhai Central Cave is very small, measuring 1.34 

meters in depth, 1.19 meters in width and 1.78 meters in height. It has just enough room 

for a single individual (Figure 16) to perform meditation in an isolated and quiet 

environment. 33 

                                                      

31 For the investigational report of the X iaonanhai Caves, see Henan Sheng Gudai Jianzhu Baohu Yanjiusuo 

(1988), 1-14 and 20. For secondary studies, see Yen Chüan-ying (1995), 561-598; Eileen Hsiang-ling Hsu 

(1999); Inamoto Yasuo (2000), 270ɬ303; Sunkyung Kim (2011), 87-126. 
32 The Yunmen temple, sponsored by Emperor Wenxuan, was founded by Sengchou in the third year of the 

Tianbao reign; Further Biographies of Eminent Monks (Xu gaoseng zhuan), T. 2060, 50: 554b14-16. 
33 Sunkyung Kim points out the location of the Xiaonanhai Cave, close to the Yunmen  temple but far enough 

away to create a feeling of isolation, constitutes one of the monastic ideals of the time, that of modified 

asceticism. Sunkyung Kim (2011), 89. 
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Sengchou was renowned for his specialization in the Four Foundations of 

Mindfulness meditation (Sinianchu ), which is derived from ÛÏÌɯɁ2ÈÎÌÓàɯ/ÙÈÊÛÐÊÌɂɯ

chapter (Shengxing pin ) in the -ÐÙÝêẒÈɯ2ľÛÙÈ.34 This meditation technique involves 

a fourfold visualization process, in which practitioners focus on the impurities of the 

body, sensations, and mind.  In the final stage, practitioners focus on the concept that all 

things are devoid of inherent existence,35 and are guided to contemplate on the 

combined awareness of the impurities and nonexistence.  This was meant to lead them 

to understand ÕÐÙÝêẒa, identifie d as the cosmic Vairocana Buddha, whose transcendent 

body offers the clearest image of the true body of the Dharma (ËÏÈÙÔÈÒêàÈ).  

Significantly, a long passage ÍÙÖÔɯÛÏÌɯɁ2ÈÎÌÓàɯ/ÙÈÊÛÐÊÌɂɯÊÏÈ×ÛÌÙɯȹ2ÏÌÕÎßÐÕÎɯ×ÐÕɯ

) from the -ÐÙÝêẒÈɯ2ľÛÙÈȮ the scriptural baÚÐÚɯÍÖÙɯ2ÌÕÎÊÏÖÜɀÚɯ×ÙÈÊÛÐÊÌɯÖÍɯÛÏÌɯ%ÖÜÙɯ

Foundations of Mindfulness, was inscribed in a prominent location to the left of the 

                                                      

34 Hsu (1999), 52-65. Meanwhile, Chen Jinhua points out that the physical artifacts of th e Xiaonanhai Central 

Cave associated ÞÐÛÏɯ2ÌÕÎÊÏÖÜɀÚɯÔÌËÐÛÈÛÐÖÕɯÛÌÊÏÕÐØÜÌÚɯ×ÙÖÝÐËÌɯÈɯËÐÍÍÌÙÌÕÛɯ×ÐÊÛÜÙÌɯÍÙÖÔɯÛÏÈÛɯÖÍɯÏÐÚɯ

biography, which focuses only on the conventional method of the Four Foundations of Mindfulness . 

According to Jinhua Chen, the inscripti ons found in the Xiaonanhai Central Cave demonstrate that 

2ÌÕÎÊÏÖÜɀÚɯÔÌËÐÛÈÛÐÖÕɯÔÌÛÏÖËÚɯÞÌÙÌɯÉÈÚÌËɯÖÕɯÈɯÊÖÔÉÐÕÈÛÐÖÕɯÖÍɯÛÏÌɯ-ÐÙÝêἶa and AvataἴÚÈÒÈɯ2ľÛÙÈÚ, which 

was crucial for the later development of the  ,ÈÏêàêÕÈɯÔÌËÐÛÈÛÐÖÕɯÛÙÈËÐÛÐÖÕɯÐÕɯ"ÏÐÕÈȭɯ)ÐÕÏÜÈɯ"ÏÌÕ (2002), 

153. 
35 For the meditative practice, Four Foundations of Mindfulness, see Lei Ha (2006); Sunkyung Kim (2011), 

101-102 and the appendix on pages 120-121; Lin (2014), 68-69. The pictorial scene to the left of the central 

Buddha depicts a ÑêÛÈÒÈɯtale that reinforces the doctrinal message of nonexistence, while to the right is an 

image of Sengchou, identified by the accompanying cartouche, presenting incense and flowers to the 

Buddha. The story was carved in relief, representing the !ÙêÏÔÈÕÈɯÑêÛÈÒÈ, one ÖÍɯÛÏÌɯÛÈÓÌÚɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯ

previous incarnations. The message of this tale is primarily about renunciation of the corporeal body in 

order to obtain the truth of nonexistence. The !ÙêÏÔÈÕÈɯÑêÛÈÒÈ was carved at several other Buddhist sites in 

Northern Qi,  including Mt. Jian in Zoucheng, Mt. Sili in Dongping in Shandong (which is discussed in the 

introduction), and on the lintel of cave 6 at Southern Xiangtangshan in Hebei Province. For the ÑêÛÈÒÈ scene 

ÈÕËɯÛÏÌɯÙÌÓÈÛÌËɯÝÌÙÚÌȮɯÚÌÌɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ2ÐÓÐ-(ÕÚÊÙÐ×ÛÐÖÕȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƘƔƖ-403. 
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entrance wall outside the cave ȹ%ÐÎÜÙÌɯƕƛȺȭɯ(ÛɯÌß×ÖÜÕËÚɯÖÕɯÛÏÌɯÊÖÕÛÌÕÛÚɯÖÍɯ2ÌÕÎÊÏÖÜɀÚɯ

meditation technique and on the results of th e practice. In addition, the Vairocana 

Buddha is named in one of the four four -line verses inscribed tÖɯÛÏÌɯÙÐÎÏÛɯÖÍɯÛÏÌɯɁ2ÈÎÌÓàɯ

/ÙÈÊÛÐÊÌɂɯÊÏÈ×ÛÌÙȮɯÞÏÐÊÏɯÐÚɯÛÖɯÛÏÌɯÓÌÍÛɯÖÍɯÛÏÌɯËÌËÐÊÈÛÖÙàɯÐÕÚÊÙÐ×ÛÐÖÕɯÈÉÖÝÌɯÛÏÌɯÌÕÛÙÈÕÊÌȭɯ

The four, four -line verses are entitlÌËɯɁ'àÔÕɯÖÕɯÛÏÌɯAvataẐÚÈÒÈɯ2ľÛÙÈ ,ɂɯÉÜÛɯ

the last verse, in which the Vairocana Buddha is named, is from no preexisting sutra.36 

This verse identifies the Buddha located on the rear (north) wall of the cave as the 

Vairocana Buddha, praises the wisdom of the Vairocana Buddha, and remarks that he 

once entered this cave, thus marking it as an especially auspicious site.37 The inscribed 

sutra passage on the Four Foundations of Mindfulness meditation, the four -line verse on 

the Vairocana Buddha, and the image of the Vairocana Buddha inside the cave 

demonstrate that the Xiaonanhai Central Cave was conceived as a place in which the 

2ÌÕÎÊÏÖÜɀÚɯÍÈÝÖÙÌËɯ%ÖÜÙɯ%ÖÜÕËÈÛÐÖÕÚɯÖÍɯ,ÐÕËÍÜÓÕÌÚÚɯÔÌËÐÛÈÛÐÖÕɯÞÈÚɯ×ÙÈÊÛÐÊÌËȭɯ 

Additional inscriptions on the entrance wall, as well a s the iconic program on the 

internal walls corroborate the interpretation that the cave space was used for meditation 

purposes. The first three four-line verses from Ɂ'àÔÕɯÖÕɯÛÏÌɯAvataẐÚÈÒÈɯ2ľÛÙÈȮɂɯ×Èàɯ

                                                      

36 It was presumably composed by the person who initiated the sutra engraving, most likely Sengchou. Hsu 

suggests that the added verse might refer to the vision of Buddha Vairocana attained by Sengchou while 

practicing meditation in the cave. Hsu (1999), 39. For the verse, see Sunkyung Kim (2011), 110-111; Lin 

(2014), 69-70.  
37 3ÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÖÍɯÛÏÌɯÓÈÚÛɯÝÌÙÚÌɯÐÚɯɁThe grace of the Buddha Vairocana is without obstacles, and is the 

most auspicious of all. BuddhÈɯÖÕÊÌɯÌÕÛÌÙÌËɯÛÏÐÚɯÊÏÈÔÉÌÙȮɯÛÏÜÚɯÛÏÐÚɯ×ÓÈÊÌɯÐÚɯÛÏÌɯÔÖÚÛɯÈÜÚ×ÐÊÐÖÜÚȭɂɯ%ÖÙɯÛÏÌɯ

scriptural significance of these verses, see Yen (1995), 584-587. For the translation, see Hsu (1999), 37-38; 

Sunkyung Kim (2011), 109-110.  
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ÏÖÔÈÎÌɯÛÖɯÛÏÌɯÝÐÙÛÜÌÚɯÖÍɯÛÏÌɯ#Č×Èkara Buddha, one of the Past Buddhas, and other 

numerous Buddhas and heavenly beings, and state that they all visited this cave, thus 

making it the most auspicious cave of all.38 As noted in the verses, the interior walls of 

the cave were an ideal space to fill with the manifestations of myriad Buddhas and 

heavenly beings in high relief ( Figure 18). As previously noted, o n the main (north) wall, 

the Vairocana Buddha is seated alongside two monks. On the left (west) and right (east) 

walls are respectively, the AÔÐÛêÉÏÈɯ!ÜËËÏÈɯÈÕËɯ,ÈÐÛÙÌàÈȭɯ!ÖÛÏɯÍÐÎÜÙÌÚɯÈÙÌɯ

accompanied by two attending bodhisattvas. Each set of is backed by engraved images 

ÖÍɯÛÏÌɯÔÈÐÕɯÍÐÎÜÙÌɀÚɯÈÚÚÖÊÐÈÛÌËɯ/ÜÙÌɯ+ÈÕËɯÊÖÜÕÛÌÙ×ÈÙÛɭ2ÜÒÏêÝÈÛČɯÍÖÙɯÛÏÌɯÍÖÙÔÌÙȮɯÈÕËɯ

Tu ita for the latter.  

Visitors who arriv ed at the cave would begin at the exterior and read the texts 

describing the techniques and results of the meditative practice based on the Four 

Foundations of Mindfulness and the Hymn.  When they entered the cave, they would 

then practice this meditation method, being aware that they were doing so in a most 

auspicious place that had once been occupied by the Vairocana Buddha and other 

Buddhas. The Xiaonanhai Central Cave art was created by Sengchou as a visible means 

of describing his Four Foundations of M indfulness meditation practice, and as a way for 

promoting the method to others. Sengchou appears to have successfully achieved these 

goals by intertwining the inscribed sutra texts and visual iconic images together with the 

                                                      

38 Sunkyung Kim (2011), 109-110. For tÏÌɯ!ÜËËÏÈɀÚɯ×ÙÌÚÌÕÊÌɯÈÚɯÈÜÚ×ÐÊÐÖÜÚɯÚÐÎÕÚȮɯÚÌÌɯ+ÐÕɯȹƖƔƕƘȺȮɯƛƔȭ 
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special history of the cave itself. To this day, the cave stands as a concrete monument, 

ɁÓÐÛÌÙÈÓÓàɯÊÌÔÌÕÛÐÕÎɯÛÏÌɯÔÌÔÖÙàɯÖÍɯ2ÌÕÎÊÏÖÜɀÚɯÐËÌÈÓÚɯÈÕËɯ×ÙÈÊÛÐÊÌÚɂɯÉÌÍÖÙÌɯÛÏÌàɯÏÈËɯ

been forgotten,39 ÈÕËɯÌÚÛÈÉÓÐÚÏÌÚɯ2ÌÕÎÊÏÖÜɀÚɯ!ÜËËÏÐÚÛɯÐËÌÈÚɯÈÕËɯÔÌËÐÛÈÛÐÖÕɯÛÌÊÏÕÐØÜÌÚɯ

as ones that were continuously used and echoed over time.40 

2.3 Court Official Patrons: Lou Rui, Gao Anagong, and Tang 
Yong  

A few of the names of court officials who patronized Buddhist monuments 

during the Northern Qi period were transmitted to us through stone inscriptions as well 

as through historical sources. The most well-known court official patrons are Lou Rui 

 (531-570 CE), Gao Anagong  (d. 580 CE), and Tang Yong  (d. 581 CE). 

From these accounts, it is evident that some of court officials were able to sponsor the 

creation of Buddhist monuments, because they possessed enough wealth and power to 

financially support those activities. 41 Nonetheless, sometimes it is difficult to determine 

what their specific goals were, due to the lack of sources providing solid evidence of 

their rationale. This lack of certainty holds true for the monuments sponsored by Lou 

Rui and Gao Anagong. By contrast, Tang Yong informs us of his goals through the forms 

                                                      

39 The quotation is from Sunkyung Kim (2011), 118. 
40 !ÌÚÐËÌÚȮɯÐÛɯÏÈÚɯÉÌÌÕɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯÛÏÌɯ7ÐÈÖÕÈÕÏÈÐɯ"ÌÕÛÙÈÓɯ"ÈÝÌɯÔÐÎÏÛɯÏÈÝÌɯÍÜÕÊÛÐÖÕÌËɯÈÚɯ2ÌÕÎÊÏÖÜɀÚɯ

mortuary site. Sunkyung Kim (2005), 372-395; Hsu (1999), 40-41. In addition, after t horoughly 

investigating all of the inscriptions at the Xiaonanhai Central Cave, Sunkyung Kim suggests that the visual 

iconic imageries inside the cave point to the practice of Buddhist visionary repentance as well as 

meditation. Sunkyung Kim (2011), 111-116.  
41 %ÖÙɯÛÏÌɯÊÖÜÙÛɯÖÍÍÐÊÐÈÓÚɀɯÞÌÈÓÛÏɯÈÕËɯ×ÖÞÌÙɯÏÈÝÌɯÉÌÌÕɯÔÌÕÛÐÖÕÌËɯÉàɯ3ÚÐÈÕÎȭɯ3ÚÐÈÕÎɯȹƕƝƝƚÉȺȮɯƕƙƕ-152; Tsiang 

(2010), 22. 
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and content he chose for his creation, as well as his own dedicatory inscription. This 

section examines these three court officials, and discusses their sponsorship activities 

and related goals.   

Lou Rui (531-570 CE) was a first cousin to Emperor Wenxuan (r. 550-559) and to 

two other Northern Qi rulers, Xiaozhao  (r. 560-561) and Wucheng  (r. 561-565). 

He was related to them through his paternal aunt, Lady Lou Zhaojun   (501ɬ562 

CE, Empress Dowager Wuming ), who was the wife of Gao Huan, the patriarch 

of the Northern Qi Dynasty. 42 Lou Ruiɀs original family name was Pilou  and his 

family was not Han -Chinese, but was from the Xianbei clan. The ruling family of the  

Northern Qi was of Xianbei ethnicity. 43 Among the maternal relatives of the Northern 

Qiɀs royal family, Lou ɀs family was the most prominent.  As a trusted advisor in 

governmental affairs and a capable soldier, Lou Rui held a variety of grand military, 

provi ncial, and court titles, such as the Governor of Five Regions ɬ Ying , Yi , Guang 

, Ji , and Feng ; Provisioner of Food in the Chang Shan Commandery; Counselor-

in-chief of the Right; Minister of Education; Commander -in-chief; and Grand Mentor. 

He earned the designation, Prince of Dongan , in 560 and he was honored as the 

Grand Minister of War at his death in 570. 

                                                      

42 For his biography, see Bei Qi shu 15.197; Bei shi 54.1955-56. I concur with Tsiang regarding her conclusions 

ÈÉÖÜÛɯ+ÖÜɯ1ÜÐɀÚɯÓÐÍÌɯÈÕËɯÚÜ××ÖÙÛɯÍÖÙɯ!ÜËËÏÐÚÔȭɯ3ÚÐÈÕÎɯȹƕƝƝƚÈȺȮɯƖƗƙ-236 and Sunkyung Kim (2005), 408-411. 
43 3ÏÌÙÌɯÐÚɯÚÖÔÌɯÊÖÕÛÙÖÝÌÙÚàɯÈÉÖÜÛɯÛÏÌɯÖÙÐÎÐÕÚɯÖÍɯ&ÈÖɯ'ÜÈÕɀÚɯÍÈÔÐÓàȮɯÉÜÛɯÚÊÏÖÓÈÙÚɯÈÎÙÌÌɯÛÏÈÛɯÛÏÌɯ&ÈÖɯÍÈÔÐÓàɯ

was of a Sinicized, non-Han lineage, most likely a Xianbei. Wang Zhongluo (1961), 437; Yao Weiyuan 

(1962), 134-137; Hamaguchi (1966), 685~707; Holmgren (1982), 5-7. 
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Lou Rui is recorded to have been an ardent follower of Buddhism and known for 

his support for two of most renowned monks of the Northern Qi period: Sengchou (480 ɬ

560 CE), who was the creator of the Xiaonanhai Central Cave as previously discussed; 

and Lingyu  (518-605 CE).44 It was Lingyu who was closely associated with the 

Buddhist works sponsored by Lou Rui. Lou Rui received Lingyu ɀs instruction on the 

Buddhist precepts in 565 CE, and provided financial support for the Baoshan Temple at 

Mt. Bao for Linyu. 45 This temple is believed to have been established in 546 CE by the 

eminent monk, Daoping  (488-559 CE), and Lingyu was his successor as the abbot 

there. Since the Baoshan Temple had been in existence since the time of Daoping, Lou 

Ruiɀs donation was presumably for the extension and refurbishment of the temple and 

perhaps for the construction of Lingyu ɀs Dazhusheng Cave on Mt. Bao.46 

It was at the same Mt. Bao that a freestanding stone stele, with an engraving of 

the sixth chapter ɁPusa mingnan pin  (Chapter on Bodhisattva Clarifying 

/ÙÖÉÓÌÔÚȺɂɯÖÍɯthe AvataẐÚÈÒÈɯ2ľÛÙÈɯwas created under the sponsorship of Lou Rui 

(Figures 19~21).47 The stele is of limestone, and measures 230 centimeter in height, 98 

                                                      

44 It is recorded in the Xu Gaosengzhuan, T. 2060, 50: 554a ȹ2ÌÕÎÊÏÖÜɀÚɯÉÐÖÎÙÈ×ÏàȺɯÈÕËɯT. 2060, 50: 495-496 

ȹ+ÐÕàÜɀÚ biography).   
45 T. 2060, 50: 496a. Tsiang (1996a), 235-236.  
46 Sunkyung Kim (2005), 410-411. Around the Baoshan Temple at Mt. Bao, numerous Buddhist monuments 

were built, including the Daliusheng Cave  and the Dazhusheng Cave , which were built 

by Daoping and Lingyu, respectively.  
47 The stele was recorded in local gazetteers in the end of 18th and the beginning of the 19th centuries during 

the Qing Dynasty  (1644-1912 CE). For a record on its inscription, see Lu Zengxiang (1816-1882 CE) ed. 

(1985), Baqiongshi jinshi buzheng 21:30-31. It was thought to have been destroyed afterwards, but 

fortunately it was rediscovered, as it had fallen down and broken into pieces  on the ground of a gently 
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centimeters in width, and 28 centimeters in depth ( Figure 20). At the center of the upper 

part of the stele, there is a shrine in which a seated Buddha at the center is attended by 

two flanking bodhisattvas ( Figure 21). There are cartouches at each side of and above the 

shrine, which identifies one Buddha and tw o bodhisattvas: the Buddha Pilushena 

; and the bodhisattvas, Wenshu  and Puxian .48 The sixth chapter of 

the AvataẐsaka Sľtra is carved on the front and the right side of the stele. The obverse 

and left sides of the stele have no carving.49 The first (right -hand) column of the text 

notÌÚɯÛÏÌɯÊÈÙÝÌËɯÛÌßÛɀÚɯÚÖÜÙÊÌȮɯÈÕËɯÐÕÊÓÜËÌÚɯÛÏÌɯÛÐÛÓÌÚɯÖÍɯÛÏÌɯÚÜÛÙÈɯÊÈÕÖÕɯÈÕËɯÛÏÌÐÙɯ

chapters.50 This is followed by a dedicatory inscription, which identifies Lou Rui as the 

chief benefactor of the temple, and then lists his official titles including that of the 

Governor of Five Regions (Ying, Yi, Guang, Ji, and Feng), Provisioner of Food in the 

Changshan  "ÖÔÔÈÕËÌÙàȮɯÈÕËɯ/ÙÐÕÊÌɯÖÍɯ#ÖÕÎɀÈÕɯ.51 The stele can be dated 

approximately to the years between 561 and 565, and Li Yuqun suggests that it is dated 

                                                      

 

rolling hill in the southwestern area of the Baoshan Temple in 1995. The stele was restored in 2003, and 

currently is exhibited with another stele at a site in the foothills of Mt. Bao, under a protective roof. Yuqun 

Li (2012), 63-64. The second stele is smaller than the stele patronized by Lou Rui. Its height is 211 

centimeters, with a width of 91.5 centimeters and a depth of 25.5 centimeters. This stele bear excerpts on 

the first through fourth assembly among the eight assemblies from the AvataἴÚÈÒÈɯ2ľÛÙÈ. It has no 

colophon, but is believed to be from the Northern Qi period. Yuqun Li (2012), 66 -70.  
48 Yuqun Li (2012), 64. 
49 Yuqun Li (2012), 66.  
50 It reads Ɂ .ɂ Yuqun Li (2012), 65. 
51 The transcription of the dedication is as follow s: Ɂ  

   .ɂ Yuqun Li (2012), 65.  
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ƙƚƘȮɯÉÈÚÌËɯÖÕɯ+ÖÜɯ1ÜÐɀÚɯÛÐÛÓÌÚɯÈÕËɯ+ÐÕàÜɀÚɯÉÐÖÎÙÈ×Ïàȭ52  

The dedication demonstrates that Lou Rui was the patron of the stele, but his 

intentions in sponsoring its creation  are far from clear, as there is no mention of either 

his motivations or goals. 6ÏÐÓÌɯÛÏÌɯÚÛÌÓÌɀÚɯËÌËÐÊÈÛÐÖÕɯÕÈÔÌÚɯ+ÖÜɯ1ÜÐɯÈÚɯÛÏÌɯ×ÙÐÔÌɯ

benefactor, it does not mention anything about the m onk, Lingyu, who is believed to 

ÏÈÝÌɯÉÌÌÕɯÛÏÌɯÚÛÌÓÌɀÚɯÊÙÌÈÛÖÙȭɯ3ÏÌɯÚÌÓÌÊÛÌËɯÚÜÛÙÈɯÛÌßÛÚɯÐÕÚÊÙÐÉÌËɯÖÕɯÛÏÌɯÚÛÌÓÌɯÙÌÍÓÌÊÛɯ

+ÐÕÎàÜɀÚɯÖÞÕɯ!ÜËËÏÐÚÛɯ×ÏÐÓÖÚÖ×Ïàȭ53 In addition, the stele was placed at Mt. Bao near 

the Baoshan Temple where Lingyu was the abbot. This, combined with the fact that Lou 

Rui was a prime sponsor for Lingyu in 560s until his death in 570, support the belief that 

Lingyu did in fact create this stele.  

An important question should be raised at this point. Was Lou Rui an active 

patron who commis sioned Buddhist artworks that were created in accordance with his 

Buddhist ideas and beliefs? Or was he only a financial supporter for the monk, Lingyu, 

ÞÏÖɯÜÚÌËɯ+ÖÜɯ1ÜÐɀÚɯÍÐÕÈÕÊÐÈÓɯÚÜ××ÖÙÛɯÛÖɯ×ÙÖÊÌÌËɯÞÐÛÏɯÏÐÚɯÖÞÕɯÎÖÈÓÚȳɯ"arving the sutra 

text on the stone ÚÛÌÓÌɯÞÈÚɯÓÐÒÌÓàɯ+ÐÕÎàÜɀÚɯÐËÌÈȭɯ(ÕɯƙƜƝɯ"$Ȯɯ+ÐÕÎàÜɯÏÈËɯÚÌÝÌÙÈÓɯÚÜÛÙÈɯÛÌßÛÚɯ

he considered the most important carved in his Dazhusheng Cave at Mt. Bao. In the 

years before the construction of the Dazhusheng Cave, Lingyu would likely have 

wanted to have his favorite sutra texts carved on steles. Lou Rui might have supported 

                                                      

52 Yuqun Li (2012), 70-ƛƖȭɯ+ÐɯÕÖÛÌÚɯÛÏÈÛɯ+ÖÜɯ1ÜÐɯÏÌÓËɯÛÏÌɯÛÐÛÓÌɯÖÍɯɁ2ÐÛÜɂɯ from 562 to 564, and became a 

patron to Lingyu beginning in 564. Yuqun Li (2012), 64. 
53 Yuqun Li obseÙÝÌÚɯÛÏÈÛɯÛÏÌɯÚÛÌÓÌɯÛÌÚÛÐÍÐÌÚɯÛÖɯ+ÐÕàÜɀÚɯ!ÜËËÏÐÚÛɯÉÌÓÐÌÍÚɯÈÕËɯÛÏÖÜÎÏÛÚȭɯ8ÜØÜÕɯ+ÐɯȹƖƔƕƖȺȮɯƛƖ-76. 
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+ÐÕÎàÜɀÚɯ×ÙÖÑÌÊÛÚȮɯwith the hope that by doing so he would accumulate religious merits 

for himself and his family.  

Alternatively, it is also possible that Lou Rui might have been intereste d in the 

devotional practice of sutra engraving that was widespread at the period, as he 

demonstrated a sincere support for the Buddhist monk, Lingyu, and a passion for 

Buddhist teaching. As previously noted, t he sutra engraving on the Xiaonanhai Central 

Cave in Anyang was created by Sengchou and his disciples in 560. It is located very 

ÊÓÖÚÌɯÛÖɯ,Ûȭɯ!ÈÖȭɯ(ÕÚ×ÐÙÌËɯÉàɯ2ÌÕÎÊÏÖÜɀÚɯ7ÐÈÖÕÈÕÏÈÐɯ"ÌÕÛÙÈÓɯ"ÈÝÌɯÈÕËɯ+ÐÕÎàÜɀÚɯ

teachings, Lou Rui might have actively sponsored a stele and chosen the sutra carved on 

it. At this point, unfortunately, it is not possible to know which view is the correct one. 

At any rate, it should be noted that this stele with its carved sutra is a creation clearly 

under the patronage of an ethnically Xianbei patron. In chapter five, I suggest  the sutra 

carved at Mt. Tie in Zoucheng, Shandong Province was created as a means to proclaim 

Han Chinese cultural and artistic magnificence by several Han Chinese local elites. 

Nonetheless, the stele patronized by Lou Rui is an indication that sutra carving activity 

was not appropriated only by Han Chinese patrons. 54 

Another well -known court official who sponsored Buddhist art is Gao Anagong. 

He was one of the highest officials of the late Northern Qi period and was especially 

                                                      

54 It should be noted that this sutra carving was carved on the stele form. Why Lou Rui adopted the stele 

form is not clear. It also is unclear who determined th e form and the contents of the stele inscription. Long 

standing artistic convention of using a stele form to dignify the contents of a text  might have been a reaon.  
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skilled in military affairs. His ethnicity was non -Han Chinese, probably Xianbei.55 He 

had the same surname as the ruling Gao family of Northern Qi, but had no familial 

relation to them. He was recorded as the principal  donor for the Southern 

Xiangtangshan Caves. Information about him is known from an inscription titled the 

Ɂ%ÜÚÏÈÕɯ"ÈÝÌÚɯSteleɂ (Fushan shiku zhi bei ), carved on the façade of Cave 2 

at the Southern Xiangtangshan, on both sides of the entrance (Figure 22).56 The 

inscription records that the work at the Southern Xiangtangshan caves were initiated in 

565 CE by a monk called Huiyi . In that year, the Grand Counselor-in-Chief, Gao 

Anagong, accompanied Emperor Houzhu  (557ɬ577, r. 565-577, Gao Wei ) on an 

excursion from the palace.57 Stopping to rest at the cave site, he saw the beginnings of 

some carving there and was inspired to donate generously to the work on the caves and 

their images. 

The Southern Xiangtangshan site is in a more easily accessible location than the 

Northern Xiangtangshan caves, and is cut into a limestone embankment overlooking the 

Fuyang River.58 At the Southern Xiangtangshan site, there are six caves from the 

                                                      

55 Beishi, juan 92, 10: 3049-51; and Bei Qishu, juan 50, 1: 690-92. Requoted from Tsiang (1996b), 83n103. 
56 The inscription was mostly hidden from view by a wall, which had been constructed in front of the caves 

in modern times. The text was discovered only in 1987. The stele records repairs made to the site after the 

Northern Zhou proscription,  with the establishment of the Sui Dynasty (581-618 CE). Although the 

inscription has no date, it can be placed in the Sui Dynasty, within a few decades after the fall of the 

Northern Qi in 577. For the transcriptions, see Chen and Ding (1989), 35. For the translation of the stele text, 

see Tsiang (1996b), 82-83.   
57 The year 565 was first year of the reign of Emperor Houzhu, who was a child of only nine when he 

ascended the throne.  
58 For basic information about the Southern Xiangtangshan site, see Tsiang (2010), 22 and 39-48. 
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Northern Qi period, which are found on two levels (Figures 22 and 23). Cave 1 and Cave 

2 are on the lower level, and Caves 3 through 6 on the upper level. A seventh cave also is 

on the upper level, but it is slightly lower than Caves 3 through 6 and off to one side. It 

appears to have been created somewhat later in time, so is unlikely to be from the 

Northern Qi period. 59 The Southern Xiangtangshan caves are smaller in scale than the 

imperially sponsored group of caves found in the north. However, some of the 

designing and sculpting appears to have been guided by monks, who had considerable 

knowledge about Buddhist teachings, and the execution was done at the hands of skilled 

artisans. This suggests that the caves were constructed under the patronage of those 

who possessed considerable power and wealth. 

Albeit the Ɂ%ÜÚÏÈÕɯ"ÈÝÌÚɯ2ÛÌÓÌɂɯÐÕÚÊÙÐ×ÛÐÖÕɯÛÏÈÛɯindicates the construction of the 

Southern Xiangtangshan caves was initiated in 565 CE by the monk, Huiyi, and was 

patronized at the same year by Gao Anagong, the practice of carving Buddhist shrines 

with Buddha images seems to have been launched at the site earlier than 565 CE. Before 

the year 565, several Buddhist shrines had already been created at the southeastern side 

of the Southern Xiangtangshan site (Figures 24 and 25).60 Among the thirty -two large 

and small Buddhist shrines carved there, a colophon dated 563 CE provides evidence for 

this. Located in the right upper section of the shrines is a single colophon made for two 

                                                      

59 Tsiang (2010), 22. 
60 The area of the cliffs that cover the small Buddhist shrines is 9.8 meters in width, and 3.5 meters in height. 

Lintang Zhang and Peilan Xu (2005), 61. 
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Buddha image shrines, one located on each side of the colophon. The colophon dates the 

shrines to the second year of the Heqing era of the Great Qi (563 CE).61 According to the  

colophon, the two shrines were created due to a collective donation by lay patrons. The 

names of two lay leaders of the lay organization were recorded, one of whom was 

surnamed Wei , but his given name and the entire name of the other leader is 

illegible .62 This colophon demonstrates that a lay organization for constructing Buddhist 

shrines and images was already active at the area before 565 CE.63 

In addition, even though the Ɂ%ÜÚÏÈÕɯ"ÈÝÌÚɯ2ÛÌÓÌɂɯÕÈÔÌÚɯÖÕÓàɯÖÕÌɯ×ÈÛÙÖÕȮɯ&ÈÖɯ

Anagong, it does not seem that he was the sole sponsor for the Southern Xiangtangshan 

Caves. The construction and design of the caves indicate they were created separately, 

each with different ideas and styles of craftsmanship. The caves located within the two -

                                                      

61 The date of the colophon was discovered only in 2004 CE. Mizuno and Nagahiro call these shrines 

Ɂ$ÈÚÛÌÙÕɯ×ÖÓÐÚÏÌË-ÊÓÐÍÍɂɯȹdongfang moya ). Mizuno and Nagahiro (1937), 50, fig. 35, pl. 41. The 

shrines have been renamed ɁSouthern Xiangtang no. 19 polished-cliff ɂ (  19 ) by Chinese 

scholars and researchers. The dated inscription is identified as Southern Xiangtang no. 19 polished -cliff 

inscription C, which is located in between the shrines of no. 19-5 and 19-6. For the archaeological report of 

the discovery of the inscription, see Lintang Zhang and Peilan Xu  (2005), 61-66.  
62 The colophon reads ɁIn the twenty -first day of the sixth month, in  the second year of the Heqing era of the 

Great Qi (563 CE), a lay leader of the yi (yizhu ) named Wei[ȱ][ȱ] and another lay leader named 

[ȱ][ȱ][ȱ][ȱ], reverently make two [ ȱ] images for the emperor,  [ȱ] [ȱ][ȱ]. May all living beings in 

the world of dharma become Buddhas. The translation  is mine. For its rubbing and transcription, see 

Lintang  Zhang (2007), vol. 2, 93. 
63 (ÕÛÌÙÌÚÛÐÕÎÓàȮɯÛÏÌɯÕÈÔÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɯɁ#Èɯ*ÖÕÎɯ6ÈÕÎɯ%ÖɂɯÞÈÚɯÛÞÐÊÌɯÊÈÙÝÌËɯÈÛɯÛÏÌɯ2ÖÜÛÏÌÙÕɯ7ÐÈÕÎÛÈÕÎɯ

no. 19 polished-cliff. Mizuno and Nagahiro (1937), 50, fig. 35, pl. 41; Kiriya (2002a), 66n25. This name for 

the Buddha was frequently carved on mountain surfaces in southwestern Shandong, as will be discussed 

ÐÕɯÊÏÈ×ÛÌÙɯÍÖÜÙȭɯ ɯÔÖÕÒɯÕÈÔÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÔÖÚÛɯÓÐÒÌÓàɯÐÕÝÖÓÝÌËɯÐÕɯÔÖÚÛɯÖÍɯÛÏÌɯÊÈÙÝÐÕÎÚɯÖÍɯÛÏÌɯ

!ÜËËÏÈɀÚɯÕÈÔÌȭɯ2ÐÎÕÐÍÐÊÈÕÛÓàȮɯÖÕÌɯÖÍɯÛÏÌɯÛÞÖɯÊÈÙÝÌËɯÈÛɯÛÏÌɯ2ÖÜÛÏÌÙÕɯ7ÐÈÕÎÛangshan no. 19 polished-cliff 

ÞÈÚɯÞÙÐÛÛÌÕɯÐÕɯÛÏÌɯÐËÌÕÛÐÊÈÓɯÊÈÓÓÐÎÙÈ×ÏÐÊɯÚÛàÓÌɯÛÖɯÛÏÈÛɯÖÍɯ!ÜËËÏÐÚÛɯÛÌßÛɯÌÕÎÙÈÝÐÕÎÚɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ

ÐÕɯ2ÏÈÕËÖÕÎȮɯÐÕËÐÊÈÛÐÕÎɯÐÛɯÔÖÚÛɯÓÐÒÌÓàɯÞÈÚɯÞÙÐÛÛÌÕɯÉàɯÛÏÌɯÚÈÔÌɯ×ÌÙÚÖÕȭɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÞÙÖÛÌɯÛÏÌɯ

calligraphy of the Bu ddha name at many sites in Shandong, which will be discussed in chapter four  in 

detailed manner. 
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story structure are divided into two units. 64 Caves 1 and 2 at the lower level are larger 

than the upper level caves, and Cave 2 is the largest in scale and presumably the earliest. 

Caves 4, 5, and 6 at the upper level are centered directly above Cave 2, which indicates 

the four caves constitute one unit (Figure 23). Cave 3 is located directly above Cave 1, 

and acts as a second unit.65 The group of Caves 2, 4, 5, and 6 are finer in workmanship 

and most likely earlier than Caves 1 and 3.66  

Significantly, several sutra carvings were carved on interior or exterior walls of 

the Southern Xiangtangshan caves. The caves of the first unit bear sutra carvings from 

the ×ÙÈÑęê×êÙÈÔÐÛê literature. 67 Passages drawn from the three sutra canons, the Sľtra on 

the Great Perfection of Wisdom Spoken by MañjÜĭÙČ (2È×ÛÈĭÈÛÐÒêɯPÙÈÑęê×êÙÈÔÐÛêȮɯ6ÌÕÚÏÜÚÏÐÓÐɯ

suoshuo moheboreboluomi , T. 233, 8), the Vast and Universal 

&ÙÌÈÛɯ"ÖÓÓÌÊÛÐÖÕɯ2ľÛÙÈ or the &ÙÌÈÛɯ"ÖÓÓÌÊÛÐÖÕɯ2ľÛÙÈ (,ÈÏêÝÈÐ×ÜÓàÈɇÔÈÏêÚÈẐÕÐ×êÛÈ-ÚľÛÙÈȮɯ#Èɯ

fangdeng daji jing , T. 397, 13), and the Sľtra on the Great Perfection of Wisdom 

(Mahê×ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈȮɯMohe banruo buoluomi jing , T. 223, 8), are 

carved on the interior walls of Cave 2. On the exterior wall above the entrances to Caves 

4-6, another passage from the Sľtra on the GÙÌÈÛɯ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔɯ2×ÖÒÌÕɯÉàɯ,ÈęÑÜĭÙČ 

                                                      

64 Tsiang (2010), 39-44. 
65 Cave 7 is a separate cave at the site, probably constructed after the Northern Qi period. Tsiang (2010), 22 

and 39. 
66 Tsiang (2010), 39-40. 
67  For the carvings, see Lintang Zhang ed. (2007), vol. 1, Figure 2 on page 15, Figure 3 on page 16, Figure 5 at 

the page 31. 
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was carved.68 By contrast, one cave from the second unit, Cave 1, bears long excerpts 

from the AvataẐÚÈÒÈɯ2ľÛÙÈ,69 and Cave 3 has no sutra carving, either on the inside or 

outside of the cave.  

This phenomenon of the separate units suggests that the patronage was not 

necessarily sponsored by one patron only. The caves were most likely constructed 

through the participation of multiple groups of patrons, artisans, and leading Buddhist 

priests. Unfortunately, other th ÈÕɯÛÏÌɯÈ××ÌÈÙÈÕÊÌɯÖÍɯ&ÈÖɯ ÕÈÎÖÕÎɀÚɯÕÈÔÌɯÐÕɯÛÏÌɯ

Southern Xiangtangshan cave construction project, no historical source known to date 

clarifies the specific names of these other patrons or participants. Overall, tÏÌɯÊÈÝÌÚɀɯ

large scale, the profound planning required to design the caves, and the high level of 

workmanship used, all indicate that those with considerable wealth and power, such as 

ÏÐÎÏɯÊÖÜÙÛɯÖÍÍÐÊÐÈÓÚɯÖÙɯÐÔ×ÌÙÐÈÓɯÍÈÔÐÓàɯÔÌÔÉÌÙÚȮɯÚ×ÖÕÚÖÙÌËɯÛÏÌɯÊÈÝÌÚɀɯÊÖÕÚÛÙÜÊÛÐÖÕɯÈÕËɯ

design. Buddhist scholar monks, whose understanding of Buddhist teachings was at an 

advanced level, most likely collaborated with the project. Huiyi and his colleague monks 

would have been included in this last category.  

Although Gao Anagong was named as the prominent  patron of the Southern 

Xiangtangshan caves, to what extent Gao Anagong participated in the cave construction 

                                                      

68 It was Zhang Zong who found this. Lichun Zhao (2003), 41. Tsiang wrongly notes that it is from the 

chapter 7 of the ,ÈÏê×ÈÙÐÕÐÙÝêἶÈɯ2ľÛÙÈɯciting Mizuno and Nagahiro (1937), 131. Tsiang (1996a), 239. The 

passage is a different excerpt from that carved at Cave 2 from the identical scripture. Lichun Zhao (2003), 

ƗƖȭɯ(ÕÚÐËÌɯ"ÈÝÌɯƘȮɯÛÏÌɯ×Ö×ÜÓÈÙɯɁÛÏÌɯ4ÕÐÝÌÙÚÈÓɯ&ÈÛÌÞÈàɯÖÍɯ&ÜÈÕÚÏÐàÐÕȮɂɯÍÙÖÔɯÛÏÌɯLotus 2ľÛÙÈ, also was 

carved. Tsiang (1996a), 239. 
69 It includes part of chapter 4, and all of chapters 5 through 7 carved on its walls. Tsiang (1996a), 238. 
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×ÙÖÑÌÊÛɯÐÚɯÜÕÊÌÙÛÈÐÕȭɯ3ÏÌÙÌɯÙÌÔÈÐÕÚɯÕÖɯÚÖÜÙÊÌɯÛÏÈÛɯÙÌÝÌÈÓÚɯ&ÈÖɯ ÕÈÎÖÕÎɀÚɯÞÐÚÏÌÚɯÞÏÌÕɯ

he donated his wealth to the construction. The stele inscription is the only source 

indicating that Gao Anagong was affiliated with Buddhism and Buddhist construction. 

In fact, it is unknown whether Gao Anagong was a genuinely devout Buddhist or not. If 

it was his great fervor for Buddhism that led him to sponsor the cave construction , 

would he have wanted to display it in a clearer fashion? His silence on the construction, 

as well as the absence of any evidence of his active participation in the construction itself, 

seems to indicate that his enthusiasm for the Buddhist cave construction could have 

been limited. On the other hand, he might have poured out his wealth on the 

construction, emulating the piousness of the Northern Qi emperors, considering it a way 

to acquire merits and display his wealth or power.   

Unlike the court officia ls, Lou Rui and Gao Anagong, Tang Yong displays his 

specific goals for creating Buddhist artwork in two distinct ways: On one hand, he uses a 

very direct writing style to communicate his thoughts for his dedicatory inscriptions; on 

the other hand, he subtly and indirectly communicates his religious and social -political 

goals through his choice of very specific sutra passages that convey his message and 

intent. Tang Yong was one of a few ethnically Han Chinese officials who held critical 

posts during the Nor thern Qi period, during which, the Xianbei emperors were in 
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control.70 During his relatively long term of stable service at the Northern Qi court, Tang 

Yong attained a number of high -ranking posts. It was at this time that Wenxuan served 

as the first emperor of the Eastern Wei dynasty, although his father, Gao Huan, 

functioned as the de facto ruler. 71  

Significantly, Tang Yong is one of the most important figures in the field of 

Northern Qi art history, as well as in Chinese Buddhist art due to his patronizat ion of 

the Buddhist engraved texts at the South Cave in Northern Xiangtangshan from 568-572 

CE. More importantly, he also sponsored Buddhist text carvings for local Han Chinese 

lay believers at Mt. Jian in Shandong Province in ca. 575 CE, which is discussed in 

chapter five in this dissertation. 72 He most likely inspired the local Han Chinese people 

to create their own engravings after he had conducted the Northern Xiangtangshan cave 

project in the capital area. Accordingly, it is crucial to understand Tang Y ÖÕÎɀÚɯÎÖÈÓÚɯÐÕɯ

sponsoring the sutra carvings, since his ideas on the practice of carving Buddhist texts 

                                                      

70 His work was for the military administrative boards, which were critical in providi ng logistics support 

and administrative support to the Northern Qi military. He was documented as an important figure in the 

dynastic history of the Northern Qi. Bei Qi shu, juan 40, 2:530-532. For his biography and political career, 

see Eisenberg (2008), 121-123; Tsiang (1996a), 237; Tsiang (2010), 38-39.  
71 Tang Yong had been posted to the Board of Infantry and Garrisons since the days of Gao Huan. He was 

ÖÕÌɯÖÍɯÛÏÌɯÔÖÚÛɯÛÙÜÚÛÌËɯÈËÝÐÚÖÙÚɯÛÖɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0ÐɀÚɯÍÐÙÚÛɯ$Ô×ÌÙÖÙȮɯWenxuan, and held important post s 

under succeeding emperors. He retained the position throughout the Northern Qi Dynasty  due to his 

competence and ability to guarantee administrative continuity. He was honored with the title of King of 

Jinchang Commander  in 574. Tsiang (1996a), 237. 
72 Mt. Jian is located very close to Mt. Tie, which is the focus of chapter five. At Mt. Tie, local Han Chinese 

patrons created their sutra carving that embodied their cultural identity by employing several visual 

motifs specific to the Han Chinese culture. See chapter five. 
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ÔÖÚÛɯÓÐÒÌÓàɯÊÖÕÛÙÐÉÜÛÌËɯÛÖɯÛÏÌɯÓÖÊÈÓɯ×ÈÛÙÖÕÚɀɯÔÖÛÐÝÈÛÐÖÕÚɯÍÖÙɯÊÈÙÝÐÕÎɯÚÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎɯ

Province during this period.      

3ÏÌɯ2ÖÜÛÏɯÊÈÝÌɀÚɯÊÖÕÚÛÙÜÊÛÐÖÕ was probably begun much later than either of the 

North or Middle Caves, and occurred during the reign of Emperor Wucheng (r. 561-565) 

(Figures 9, 13, and 26).73 3ÈÕÎɯ8ÖÕÎɀÚɯËÌËÐÊÈÛÖÙàɯÐÕÚÊÙÐ×ÛÐÖÕɯÖÕɯÛÏÌɯÚÜÛÙÈɯÌÕÎÙÈÝÐÕÎÚɯ

notes that the scripture engravings were made between 568 and 572 CE. The sutra 

engravings could have been added after the cave chamber and porch were fully shaped 

and the walls finished. Accordingly, t he South Cave was completed sometime before 568 

CE.74 3ÈÕÎɯ8ÖÕÎɀÚɯËÌËÐÊÈÛÖÙàɯÐÕÚÊÙÐ×ÛÐÖÕɯÍÖr the scripture engravings indicates that he 

held many official titles, was close to the royal family, and was responsible for the 

management of temples.75 He presumably intended to display his close relationship with 

the Northern Qi emperors and those of h igh social and political status by placing the 

sutra engravings at the South Cave of the Northern Xiangtangshan site.   

                                                      

73 The South Cave is located at the far southern (right) end of the Northern Xiangtangshan site and is much 

smaller than the North and Central Caves. Its design is also of a different type from that of the North and 

Middle Caves: it is composed of a chamber with altars on three walls and seven images set on each altar, 

whereas the North and Middle Caves each have a large pillar in their center. Tsiang observes that the 

construction of South Cave appears to have begun in the early 560s, but this work seems to have been 

interrupted before it was completed. To complete the carving, a different group of artisans presumably 

was hired, as the principal images display two distinct modes of carving and facial types [facial styles?]. 

Tsiang (2010), 38.  
74 3ÏÌɯËÌËÐÊÈÛÐÖÕɯÕÖÛÌÚɯÛÏÈÛɯɁÐÛɯÞÈÚɯÉÌÎÜÕɯÖÕɯÛÏÌɯÍÐÙÚÛɯËÈàɯÖÍɯÛÏÌɯÛÏÐÙËɯÔÖÕÛÏɯÐÕɯÛÏÌɯÍÖÜÙÛÏɯàÌÈÙɯÖÍɯÛÏÌɯ

Tiantong era (568) and completed on the 28th day of the fifth month in the third year of the Wuping era 

ȹƙƛƖȺȭɂɯ3ÚÐÈÕÎɯȹƕƝƝƚÈȺȮɯƖƗƛȭɯ3ÏÐÚɯËÌËÐÊÈÛÐÖn by Tang Yong is the only dated Northern Qi inscription at the 

Northern Xiangtangshan caves.  
75 His official titles included Lord Specially Advanced, Cavalry General -in-chief, Commander Unequalled in 

Honor, Director of the Imperial Secretariat , Senior Rectifier of Bingzhou, Food Provisioner of Sizhou, 

Administrative Clerk of Puyang Commandery, Dynasty -%ÖÜÕËÐÕÎɯ,ÈÙØÜÐÚɯÖÍɯ"ÏÈÕÎɀÈÕɯ#ÐÚÛÙÐÊÛȮɯÈÕËɯ

Dynasty-Founding Duke of Jinyang Commandery. Tsiang (2010), 38; Tsiang (1996a), 237.  
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3ÈÕÎɯ8ÖÕÎɀÚɯËÌËÐÊÈÛÖÙàɯÐÕÚÊÙÐ×ÛÐÖÕȮɯÞÏÐÊÏɯÐÚɯÞÙÐÛÛÌÕɯÐÕɯÏÐÚɯÖÞÕɯÝÖÐÊÌȮɯÌß×ÓÈÐÕÚɯ

wh y the engravings were created (Figures 27 and 28).76 EnÛÐÛÓÌËȮɯɁ1ÌÊÖÙËɯÖÍɯÛÏÌɯ"ÈÙÝÐÕÎɯ

ÖÍɯ2ÜÛÙÈÚɯÉàɯ3ÈÕÎɯ8ÖÕÎȮɯ#ÜÒÌɯÖÍɯ)ÐÕÊÏÈÕÎɯ"ÖÔÔÈÕËÌÙàɂɯ (hereafter 

Ɂ1ÌÊÖÙËɯÖÍɯÛÏÌɯ"ÈÙÝÐÕÎɯÖÍɯ2ÜÛÙÈÚɯÉàɯ3ÈÕÎɯ8ÖÕÎɂȺȮ77 it is located at the west end on the 

north wall of the courtyard of the South Cave. The inscription was shaped in a stele form 

carved in relief.78 The dedicatory inscription articulates that Tang Yong was concerned 

about the fragility of Buddhist texts written on wood and silk, and that he was 

determined to engrave Buddhist texts on mountains. 79 Scholars have pointed out that 

one of the most important purposes of the Buddhist engravings du ring the Northern Qi 

dynasty was to preserve Buddhist sutras in a more permanent manner. Mofa   

thought was a belief that Buddhist doctrine, sacred sutra texts, and institutions would 

decline and disappear forever. This mofa ideology was widespread throughout the 

Northern Qi Dynasty, and was responsible for the creations of numerous Buddhist text 

                                                      

76 The author of the ɁRecord ÖÍɯÛÏÌɯ"ÈÙÝÐÕÎɯÖÍɯ2ÜÛÙÈÚɯÉàɯ3ÈÕÎɯ8ÖÕÎɂɯÐÚɯÉÌÓÐÌÝÌËɯÛÖɯÉÌɯ3ÈÕÎɯ8ÖÕÎɯÏÐÔÚÌÓÍȮɯ

but the ÊÈÓÓÐÎÙÈ×ÏÌÙɯÐÚɯÜÕÒÕÖÞÕȭɯ2ÌÝÌÙÈÓɯÚÊÏÖÓÈÙÚɯÚÜÎÎÌÚÛɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏÌÙȭɯɯ ÚɯÞÐÓÓɯ

be discussed in chapters three and four, he was active in Shandong Province during this time, and the 

ÊÈÓÓÐÎÙÈ×ÏÐÊɯÚÛàÓÌɯÜÚÌËɯÍÖÙɯÛÏÌɯÊÏÈÙÈÊÛÌÙÚɯÐÕɯÛÏÌɯ3ÈÕÎɯ8ÖÕÎɯÊÈÙÝÐÕÎɯÐÚɯØÜÐÛÌɯÚÐÔÐÓÈÙɯÛÖɯÛÏÈÛɯÜÚÌËɯÉàɯ2ÌÕÎɀÈÕɯ

Daoyi at Mt. Hongding and Mt. Tie. Lis Jung Lu and Lu Dadong (2006 -2007), 271-291; Kiriya (2007), 159-

173.  
77 Tang Yong is referred to ÈÚɯɁ#àÕÈÚÛà-%ÖÜÕËÐÕÎɯ#ÜÒÌɯÖÍɯ)ÐÕÊÏÈÕÎɯ"ÖÔÔÈÕËÌÙɯ3ÈÕÎɯ8ÖÕÎȮɂɯ

. Since this was carved before ÏÌɯÞÈÚɯÏÖÕÖÙÌËɯÞÐÛÏɯÛÏÌɯÛÐÛÓÌɯÖÍɯɁ*ÐÕÎȮɂɯÐÕɯƙƛƘȮɯÏÌɯÞÈÚɯÙÌÍÌÙÙÌËɯÛÖɯÈÚɯ

Ɂ#ÜÒÌȭɂɯ 
78 The stele is 1.65 centimeters in height and 1 meter in width. The upper part of the stele has a niche in 

which a Buddha is sitting on a  throne with both legs hanging down, along with two attending 

bodhisattvas, each sitting with one leg hanging down.  
79 For the translation of the dedicatory inscription, see Tsiang (1996b), 155-156. 
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carvings.80 Fearing that all Buddhist teachings would disappear, some Buddhists had the 

sutras engraved in stone in order to preserve the texts. However, it is unrealistic to 

assume that preservation was the sole purpose behind all the engravings created at that 

time. Few texts were carved in their entirety, and their placement on the faces of cliffs, 

where they easily were exposed to natural erosion, would hardly have been consistent 

with a desire to save Buddhist teachings from destruction.  

Preservation of the text does appear to have been one of the reasons Tang Yong 

sponsored sutra carvings, but further analysis of the carved texts themselves reveals 

some additional goals. The Ɂ1ÌÊÖÙËɯÖÍɯÛÏÌɯ"ÈÙÝÐÕÎɯÖÍɯ2ÜÛÙÈÚɯÉàɯ3ÈÕÎɯ8ÖÕÎɂɯÓÐÚÛÚɯÍÖÜÙɯ

complete Buddhist sut ras which Tang Yong had sponsored: the Weimojie jing  

(5ÐÔÈÓÈÒČÙÛÐɯ-ÐÙËÌĭa 2ľÛÙÈ), the Shengman jing  (¥ÙÐÔêÓêËÌÝн-siẐÏÈÕêËÈ-ÚľÛÙÈ), the 

Bojing  (2ľÛÙÈ Spoken by Buddha on Bo),81 and the Mile chengfo jing  (2ľÛÙÈ 

on Maitreya Achieving Buddhahood). These scriptures are carved on the walls of the porch 

outside the cave and continue around the north (left) wall of the courtyard until they 

reach the Tang Yong stele at the west end of the north wall of the courtyard. 82 Of these 

four, earlier scholarship has determined that the Weimojie jing, the Shengman jing, and 

                                                      

80 The concept of mofa thought was formulated in China in t he 550s by the monks Nanyue Huisi and 

-ÈÙÌÕËÙÈàÈĭÈÚȭɯ%ÖÙɯmofa or the end of dharma, see Nattier (1991), 27-64; Chappell (1980), 122-153.  
81 The translation of the name, Bo, was suggested by Bunyiu Nanjio (1883), 94. There is no known Sanskrit 

version of the sutra, from which a Chinese sutra text could have been translated. Hence, it is presumed 

that this sutra was originally composed in China.  
82 For information about the placement of each sutra on the walls outside of the South Cave, see Zhenfa Xie 

(2006), pl. 4 on page 364. 
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the Mile chengfo jing were carved for their religious philosophy. 83 The Weimojie jing and 

the Shengman jing expound on enlightened lay believers, and so they very well might 

ÙÌÍÓÌÊÛɯ3ÈÕÎɯ8ÖÕÎɀÚɯÙÌÓÐÎÐÖÜÚɯÈÚ×ÐÙÈÛÐÖÕȭ84 The Mile chengfo jing is about the promise of 

the coming of a future Buddha, whom some contemporary Buddhists wished to meet 

and hear his teachings in the belief it would aid their salvation.      

By contrast, the selection of the Bojing does not appear to have been related to 

reli gious teachings at all. The Bojing is one of the )êÛÈÒÈɯÛÈÓÌÚɯÛÏÈÛɯÛÌÓÓÚɯÈÉÖÜÛɯÛÏÌɯ×ÙÌÝÐÖÜÚɯ

lives of ¥êÒàÈÔÜÕÐɯ!ÜËËÏÈ. Zhenfa Xie argues that it was selected for carving at this 

cave because the political life of Bo, who was the main figure and one of the previous 

lives of ¥êÒàÈÔÜÕÐȮɯparallels that of Tang Yong himself. In the narrative of the sutra text, 

Bo was an able man and a trusted courtier of the emperor, but was caught in a trap set 

by envious officials and fell from power. In his real life, Tang Yong went through similar 

experiences in his political career. He had held important posts since the days of Gao 

'ÜÈÕȮɯÞÈÚɯÖÕÌɯÖÍɯ$Ô×ÌÙÖÙɯ6ÌÕßÜÈÕɀÚɯÔÖÚÛɯÛÙÜÚÛÌËɯÈËÝÐÚÌÙÚȮɯÈÕËɯÙÌÛÈÐÕÌËɯÏÐÚɯ×ÖÚÐÛÐÖÕÚɯ

under succeeding emperors. However, in the early 570s, Tang Yong was abruptly 

impeached by censorial officials and his name was removed from the register of 

                                                      

83 Tsiang (1996a), 237-238; Zhenfa Xie (2006), 375-377. 
84 One might ask how and by whom the sutra engravings were chosen. I believe the scripture selection 

process was likely to have been guided primarily by educated monastic leaders, wh ose knowledge of the 

doctrines was broader and more sophisticated than that of their lay counterparts. However, texts also 

were chosen based upon the requests of patrons. The Buddhist scriptures selected for the South Cave at 

Northern Xiangtangshan appear to have been based on a collaboration between the monks and Tang Yong.   
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courtiers. Later, in about 573, he was re-appointed to a high court position. 85 The reason 

why he lost his post is unknown, but it might have been due to political maneuvering 

and back-stabbing by other non-Han officials, as was the case for Bo. While other )êÛÈÒÈ 

stories were popularly and frequently depicted in walls of cave temples or Buddhist 

steles in the fifth and sixth centuries, the narrative of the Bojing rarely appears in 

Buddhist art or literature of the period. This seems to indicate that the selection of the 

Bojing ÍÖÙɯ3ÈÕÎɯ8ÖÕÎɀÚɯÊÈÙÝÐÕÎÚɯÈÛɯÛÏÌɯ2ÖÜÛÏɯ"ÈÝÌɯÖÍɯ-ÖÙÛÏÌÙÕɯ7ÐÈÕÎÛÈÕÎÚÏÈÕɯÞÈÚɯ

chosen with a special intention. Therefore, the selection of this story can be interpreted 

as ÈÕɯÐÕËÐÊÈÛÐÖÕɯÖÍɯ3ÈÕÎɯ8ÖÕÎɀÚɯËÐÚÚÈÛÐÚÍÈÊÛÐÖÕɯÞÐÛÏɯÏÐÚɯÊÖÕÛÌÔ×ÖÙÈÙàɯ×Ölitical 

circumstances, competition with his political Xianbei rivals, or a satire on his own 

political career.86 Based on the Ɂ1ÌÊÖÙËɯÖÍɯÛÏÌɯ"ÈÙÝÐÕÎɯÖÍɯ2ÜÛÙÈÚɯÉàɯ3ÈÕÎɯ8ÖÕÎɂɯÞÏÐÊÏɯ

notes that the sutra carvings on the South Cave were created between the years 568-572.  

3ÏÐÚɯÔÌÈÕÚɯÛÏÌɯÚÜÛÙÈɯÊÈÙÝÐÕÎÚɯÏÈËɯÉÌÎÜÕɯÉÌÍÖÙÌɯ3ÈÕÎɯ8ÖÕÎɀÚɯËÖÞÕÍÈÓÓȮɯÉÜÛɯÞÌÙÌɯ

completed during the period when Tang Yong lost his position at court. As a result, the 

sutras he chose reflect both his religious ideology and his social -political ex periences.87 

                                                      

85 Eisenberg (2008), 121-122. 
86 Zhenfa Xie (2006), 377-380; Haijuan Chen makes a similar observation. Haijuan Chen (2006), 53. 
87 Tang Yong is also associated with a sutra text engraved at another location, that of Mt. Zhonghuang in 

Hebei Province. Currently, this site is known as the Daoist temple of Wahuanggong  ȹɁ/ÈÓÈÊÌɯÖÍɯ

$Ô×ÙÌÚÚɯ-ĹÞÈɂȺȭɯ(ÕɯÈ××ÙÖßÐÔÈÛÌÓàɯƙƛƚɯÖÙɯƙƛƛɯ"$Ȯɯ+ÈËàɯ9ÏÈÖɀÚɯÏÜÚÉÈÕËȮɯ3ÈÕÎɯ8ÖÕÎȮɯÛÖÎÌÛÏÌÙɯÞÐÛÏɯÏÌÙɯ

mother, had a passage from the Guanyin jing of the Lotus Sutra carved at Mt. Zhonghuang to 

posthumously honor Lady Zhao. Six texts were engraved at the site from the following sources: the entire 

Buddhist canon of Siyi fantian suowen jing , Shidi jing , and Shenmi jietuo jing 

; a passage from Yulanpen jing  and Fochui boniepan lueshuo jiaojie jing ; 

and a section of the Lotus Sutra, popularly called Guanyin jing . Of these, the one related to Lady 
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After the sutra engravings were completed at Northern Xiangtangshan, Tang 

Yong sponsored sutra carvings at Mt. Jian in Shandong Province in ca. 575 CE with local 

Han Chinese patrons from the Wei family. The exact nature of the relationship betw een 

the Wei family and Tang Yong is unknown, but their co -patronage at the site suggests 

that as a high court official, Tang Yong provided the local Han Chinese population with 

a way to express their socio-political, cultural, and religious ideas, albeit i n a hidden or 

indirect way, as he did through the carving of the Bojing. In 579 CE, four years after the 

Mt. Jian carving, another local Han Chinese family surnamed Kuang created a Buddhist 

sutra carving at Mt. Tie, which is located very close to Mt. Jian. This carving reflected 

their Han Chinese identity, as it employed several visual and cultural features 

traditionally used in Han Chinese art and culture.  The focus of chapter five will be on 

these Mt. Tie carvings and the religious and cultural goals and motivations of their 

patrons.   

                                                      

 

Zhao is the Guanyin jing from the  Lotus Sutra. The inscription dedicated to Lady Zhao was identified and 

transcribed by epigrapher, Shouming Fan , in the early twentieth century. This inscription was 

believed to have been destroyed, but it was recently discovered on the upper right corner of t he Guanyin 

jing. The inscription says that the mother of Lady Zhao was grieved over the death of her daughter, Lady 

Zhao, which likely occurred shortly before the Dynasty collapsed in 577. Accordingly, she requested that 

King Tang Yong have a statue of Guanyin and the sutra engravings carved in Lady Zhao ɀs memory. The 

statue of Guanyin stands in a niche, but is severely damaged. Below it, there is another niche with a carved 

image of Buddha, which was added during the Sui Era (581-618 CE). According to the dedicatory 

ÐÕÚÊÙÐ×ÛÐÖÕȮɯ+ÈËàɯ9ÏÈÖɀÚɯÔÖÛÏÌÙɯÙÌØÜÌÚÛÌËɯÛÏÈÛɯ3ÈÕÎɯ8ÖÕÎɯÊÖÔÔÐÚÚÐÖÕɯÛÏÌɯÊÈÙÝÐÕÎÚɯÖÍɯÛÏÌɯ&ÜÈÕàÐÕɯÚÛÈÛÜÌɯ

and sutra, and thus it is likely that he also decided the placement of them at Mt. Zonghuang. Several 

scholars argue that Tang Yong could be the creator of all the engravings at the site. In any case, 

considering that the only dedicatory inscription at this site was for the late Lady Zh ao, it is certain that 

Tang Yong was closely associated with the engravings at this location. For the sutra engravings, see Zhang 

Zong (2010), 285-305. 



 

61 

2.4 Common Lay Patrons: Their Diverse Goals 

A large body of Buddhist images from the Northern Qi Dynasty were 

commissioned by common lay believers. They tend to be modest in scale, mass-

produced, at times incomplete, and of  lesser quality compared to those sponsored by 

imperial patrons, high -ranking officials, illustrious monastics, or literary luminaries. 

3ÏÌÚÌɯËÐÍÍÌÙÌÕÊÌÚɯÙÌÍÓÌÊÛɯÛÏÌɯÓÈàɯ×ÈÛÙÖÕÚɀɯÓÌÚÚÌÙɯÚÖÊÐÈÓȮɯ×ÖÓÐÛÐÊÈÓȮɯÈÕËɯÌÊÖÕÖÔÐÊɯÚÛÈÕËÐÕÎȭ88 

Common lay Buddhists could have sponsored the creation of Buddhist artwork as 

individuals, families, or collective groups of lay Buddhists. Some of the works by 

ÊÖÔÔÖÕɯÓÈàɯ×ÈÛÙÖÕÚɯÉÌÈÙɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÖÞÕɯÞÖÙËÚɯÞÙÐÛÛÌÕɯÈÛɯÛÏÌɯËÌËÐÊÈÛÖÙàɯÐÕÚÊÙÐ×ÛÐÖÕÚɯ

located mainly on the pedestal, on the back of freestanding images or steles, on the side 

of the image or shrines, or below it as is the case for the carvings on cliffs or cave 

temples. These dedicatory inscriptions are precious to us, as they help us to grasp the 

×ÈÛÙÖÕÚɀɯÎÖÈÓÚɯÈÕËɯÔÖÛÐÝÈÛÐons for sponsoring these works. Of course, I acknowledge 

that actual beliefs or intentions may not always be communicated via written text, so 

even existing legible colophons might not have explained what the common lay patrons 

actually intended. Nonethele ss, they do demonstrate what the patrons wished, or were 

at least willing to say, to the public. Since no other historical sources recorded these 

ÊÖÔÔÖÕɯÓÈàɯÉÌÓÐÌÝÌÙÚɀɯ!ÜËËÏÐÚÛɯÉÌÓÐÌÍÚȮɯËÌÝÖÛÐÖÕÚȮɯÖÙɯÊÖÕÊÌÙÕÚȮɯÞÌɯÔÜÚÛɯÙÌÓàɯÖÕɯÛÏÌÚÌɯ

                                                      

88 Abe (2002a), 1-4. 
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rheteroical statements if we want to gain even a possible glimpse of their motivations or 

hopes.89  

In general, Buddhists, both lay and ordained, believed that donations for temple -

building and image -making were meritorious activities that brought about beneficial 

results. Dedicatory inscriptions on diverse Buddhist images of the Northern Qi period 

record the manifold wishes and vows of the donors, including hope for good health and 

good fortune for the emperor and all people; for family members both living and 

deceased to be reborn in a Buddhist paradise; for meeting a Buddha and hearing his 

teachings, and for ultimately becoming enlightened and becoming a Buddha. 90 This 

ÚÌÊÛÐÖÕɯÐÕÝÌÚÛÐÎÈÛÌÚɯÛÏÌɯÊÖÔÔÖÕɯÓÈàɯÉÌÓÐÌÝÌÙÚɀɯÉÌÓÐÌÍÚɯÈÕËɯÛÏÌÐÙɯÎÖÈÓÚɯÍÖÙɯÊÖÔÔÐÚÚÐÖÕÐÕÎɯ

Buddhist images.  A few selected instances will be examined, including: the Buddhist 

shrines carved on the cliffs of Mt. Sili in Shandong; a pair of Buddhist shrines carved at 

Southern Xiangtangshan in Hebei; and freestanding Buddhist sculptures excavated 

around Qingzhou in Shand ong.  

The votive image carved at Mt. Sili, situated on the western banks of Lake 

Dongping in Shandong Province, was briefly discussed in the Introduction. D ated to 561 

CE, the creation of this votive inscription and Buddha image was made possible only by 

the destruction of one of the earlier Buddhist sutra carvings, which earlier had been 

                                                      

89 "ÏÐÚÜÐɯ2ÈÛĥɯÈÕËɯ7ÜËÖÕÎɯ'ÖÜɯÊÖÓÓÌÊÛÌËɯÓÈÙÎÌɯÕÜÔÉÌÙÚɯÖÍɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÍÙÖÔɯÛÏÌɯÌ×ÐÎÙÈ×ÏÐÊɯÓÐÛÌÙÈÛÜÙÌɯÈÕËɯ

used them to analyze general patterns of Buddhist patronage and belief. These studies are instrumental in 

ÛÏÌɯÌß×ÓÖÙÈÛÐÖÕɯÖÍɯ×ÈÛÙÖÕÚɀɯÞÐÚÏÌÚɯÍÖÙɯÔÈÒÐÕÎɯËÌËÐÊÈÛÐÖÕÚȭɯ"ÏÐÚÜÐɯ2ÈÛĥɯȹƕƝƛƛȺȮɯƕ-47; Xudong Hou (1998). 
90 For a study of dedicatory inscriptions and images of the period, see Tsiang (2008), 115-169. 
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created at the same spot (Figures 5~7). The Buddha image is a small standing figure 

about 20 centimeters in height. Its head was destroyed and no longer remains (Figure 7). 

3ÏÌɯÝÖÛÐÝÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÛÖɯÛÏÌɯÐÔÈÎÌɀÚɯÓÌÍÛɯÚÐËÌɯ×ÙÖÝÐËÌÚɯÛÏÌɯÐËÌÕÛÐÛàɯÖÍɯÛÏÌɯËÖÕÖÙÚȯ 

In the second year of the Huangjian ÌÙÈɯÖÍɯÛÏÌɯ&ÙÌÈÛɯ0ÐɯȻ#àÕÈÚÛàȼɯȻȱȼȻȱȼȮɯÛÏÌɯ!ÜËËÏÈɀÚɯ

ËÐÚÊÐ×ÓÌÚɯȻȱȼÓÌÐȻȱȼɯȻȱȼȻȱȼɯÙÌÚ×ÌÊÛÍÜÓÓàɯÔÈËÌɯÈÕɯȻÐÔÈÎÌɯÖÍȼɯ,ÈÐÛÙÌàÈɀÚɯÙÌÉÐÙÛÏɯÉÌÓÖw 

ȻȱȼȻȱȼɯÛÏÌɯ(Ô×ÌÙÐÈÓɯ'ÖÜÚÌȮɯÛÏÌɯÛÌÈÊÏÌÙÚȮɯÛÏÌɯÚÈÕÎÏÈɯȹthe monastic community of 

ordained Buddhist monks or nuns) ȮɯÛÏÌɯ×ÈÙÌÕÛÚɯȻȱȼȻȱȼɯÈÕËɯÜÕÐÝÌÙÚÈÓÓàɯÍÖÙɯÈÓÓɯÓÐÝÐÕÎɯ

ÉÌÐÕÎÚɯȻȱȼȻȱȼɯÛÏÌɯ6ÈàɯÐÚɯÞÏÖÓÌÚÖÔÌȮɯȻÞÌȼɯ×ÙÈàɯÛÏÈÛɯÍÙÖÔɯȻȱȼȻȱȼɯȻȱȼȻȱȼȭ91 

This votive inscrip ÛÐÖÕɯÐËÌÕÛÐÍÐÌÚɯÛÏÌɯÚÛÈÕËÐÕÎɯ!ÜËËÏÈɯÈÚɯÈÕɯÐÔÈÎÌɯÖÍɯɁ,ÈÐÛÙÌàÈɀÚɯ

ÙÌÉÐÙÛÏɯÉÌÓÖÞȭɂɯ ÛɯÛÏÌɯÛÐÔÌɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÞÈÚɯÔÈËÌȮɯÐÛɯÞÈÚɯÉÌÓÐÌÝÌËɯÛÏÈÛɯ,ÈÐÛÙÌàÈɯ

awaited his last rebirth as a bodhisattva in Tu ÐÛÈɯÏÌÈÝÌÕȮɯÉÜÛɯÈÚɯÚÖÖÕɯÈÚɯÏÌɯÞÈÚɯɁÙÌÉÖÙÕɯ

ÉÌÓÖÞȮɂɯÔÌÈÕÐÕÎɯÐÕÛÖɯÛÏÌɯÏÜÔÈÕɯÞÖÙÓËɯÐÕɯÛÏÌɯËÐÚÛÈÕÛɯÍÜÛÜÙÌȮɯÏÌɯÞÖÜÓËɯÈÛÛÈÐÕɯ

Buddhahood.92 The Buddha image was created in 561 CE by some laymen calling 

ÛÏÌÔÚÌÓÝÌÚɯɁËÐÚÊÐ×ÓÌÚɯÖÍɯÛÏÌɯ!ÜËËÏÈȭɂɯ3ÏÌÐÙɯÕÈÔÌÚɯÈÙÌɯÕÖɯÓÖÕÎÌr legible. The inscription 

states the lay believers commissioned this Maitreya Buddha image for the emperor, 

teachers, Buddhist monks or nuns, and the parents and all living beings, 93 but the latter 

characters, which usually note what the patrons wished by commissioning Buddha 

image, were so damaged they are illegible. Therefore, we cannot truly know what their 

Ú×ÌÊÐÍÐÊɯÐÕÛÌÕÛÐÖÕÚɯÞÌÙÌȭɯ'ÖÞÌÝÌÙȮɯÎÐÝÌÕɯÛÏÈÛɯ×ÈÛÙÖÕÚɀɯÞÐÚÏÌÚȮɯÞÏÐÊÏɯÞÌÙÌɯÙÌÓÈÛÌËɯÛÖɯ

                                                      

91 The English translation is adopted from Ledderose ed. (2014), 417. 
92 "ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ2ÐÓÐȯɯInscriptionsɬ2ÐÓÐɯƖȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƘƔƛȭ 
93 The dedicatory inscription records that the beneficiaries for whom the Buddha image was made were the 

emperor, teachers, Buddhist monks and nuns , parents in general, and all living beings. However, this 

statement does not appear to have been specifically written for the dedication, but rather a formula that 

appeared in numerous dedicatory inscriptions to Buddhist sculptures in early medieval China . See Chisui 

2ÈÛĥɯȹƕƝƛƛȺȮɯƕƜ-20. 
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!ÜËËÏÈɯÐÔÈÎÌɯÖÍɯɁ,ÈÐÛÙÌàÈɀÚɯÙÌÉÐÙÛÏɯÉÌÓÖÞȮɂɯÙÌÍÌÙÙÐÕÎɯÖÛÏÌÙɯËÌËÐcatory inscriptions in 

ÛÏÌɯÚÐßÛÏɯÊÌÕÛÜÙàȮɯÞÌÙÌɯÛÖɯÔÌÌÛɯÛÏÌɯ!ÜËËÏÈɯÈÕËɯÏÌÈÙɯÛÏÌɯ!ÜËËÏÈɀÚɯÛÌÈÊÏÐÕÎÚȮɯÐÛɯÐÚɯÓÐÒÌÓàɯ

to be true here as well. 

A pair of Buddhist shrines created at the southeastern side of the Southern 

Xiangtangshan site were briefly mentioned w hen discussing the court official patron, 

Gao Anagong (Figures 24 and 25).94 These two shrines are among thirty-two large and 

small Buddhist shrines carved at the site. They are located in the right upper section of 

the cliff area that covers the small and large Buddhist shrines.95 The dedicatory 

inscription is in -between the two shrines, and reads as follows. 

In the twenty -first day of the sixth month, in  the second year of the Heqing era of the Great 

Qi, a lay leader of the yi (yizhu ) ÕÈÔÌËɯ6ÌÐȻȱȼȻȱȼɯÈÕË another lay leader named 

ȻȱȼȻȱȼȻȱȼȻȱȼȮɯÙÌÝÌÙÌÕÛÓàɯÔÈÒÌɯÛÞÖɯȻȱȼɯÐÔÈÎÌÚɯÍÖÙɯÛÏÌɯÌÔ×ÌÙÖÙȮɯɯȻȱȼɯȻȱȼȻȱȼȭɯȹ,ÈàȺɯÈÓÓɯ

living beings in the world of dharma become Buddhas. 96  

The inscription dates the shrines to the second year of the Heqing era of the Great 

Qi (563 CE),97 and states that the two shrines were commissioned by a collective group of 

lay patrons. The names of the two lay leaders of the organization were recorded, one of 

whom was surnamed Wei  , but his given name and the entire name of the other is 

illegible. The dedicatory inscription does not identify the Buddhas themselves, but the 

patrons generally commissioned Buddha images for the emperor and all living beings in 

the world, as a way of praying for all of them to become Buddhas. 

                                                      

94 The area of the cliffs that the small Buddhist shrines cover is 9.8 meters in width, and 3.5 meters in height. 

Lintang Zhang and Peilan Xu (2005), 61. 
95 The area is 9.8 meters in width, and 3.5 meters in height. Lintang Z hang and Peilan Xu (2005), 61. 
96 The translation is mine. For its rubbing and  transcription, see Lintang Zhang (2007), vol. 2, 93. For its 

rubbing and transcription, see Lintang Zhang (2007), vol. 2, 93. 
97 Lintang Zhang and Peilan Xu (2005), 61-66.  
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As noted in the discussion of these two selected examples of lay-commissioned 

Buddhist artwork, dedicatory inscriptions provide essential information for 

ÜÕËÌÙÚÛÈÕËÐÕÎɯÊÖÔÔÖÕɯÓÈàɯ!ÜËËÏÐÚÛÚɀɯÉÌÓÐÌÍÚɯÈÕËɯÛÏÌÐÙɯÎÖÈÓÚɯin commissioning 

!ÜËËÏÐÚÛɯÐÔÈÎÌÚȭɯ'ÖÞɯÛÏÌÕɯÊÈÕɯÞÌɯÍÐÕËɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÖÙɯÊÙÌÈÛÖÙÚɀɯÎÖÈÓÚɯÞÏÌÕɯÕÖɯ

dedicatory inscriptions remain? A large number of freestanding Buddhist sculptures, 

excavated in recent decades at the former Longxing Temple site, are notable for their 

beautiful modeling and refined masterful carving. However, most of the free -standing 

sculptures are broken at the ankles, and their original pedestals, which might have 

contained dedicatory inscriptions with information about their patrons or func tions at 

temple, are unfortunately not preserved. Many scholars have tried to explain the 

×ÖÚÚÐÉÓÌɯÍÜÕÊÛÐÖÕÚɯÖÍɯÛÏÌÚÌɯÚÊÜÓ×ÛÜÙÌÚȮɯÈÚɯÞÌÓÓɯÈÚɯÛÏÌÐÙɯÊÙÌÈÛÖÙÚɀɯÐÕÛÌÕÛÐÖÕÚɯÈÕËɯÞÐÚÏÌÚȭ 

For instance, art historian, Katherine Tsiang, suggests that the freestanding 

Buddha images from Qingzhou produced during the Northern Qi period reflect the 

then-ÊÖÕÛÌÔ×ÖÙÈÙàɯ!ÜËËÏÐÚÛɯËÌÝÖÛÌÌÚɀɯÙÌÓÐÎÐÖÜÚɯÈÚ×ÐÙÈÛÐÖÕÚɯÛÖɯÈÊÏÐÌÝÌɯÌÕÓÐÎÏÛÌÕÔÌÕÛȭ98 

She concurs with the historian, Xudong HouɀÚɯÖÉÚÌÙÝÈÛÐÖÕɯÛÏÈÛɯ!ÜËËÏÐÚÛɯËÌÝÖÛÌÌÚɀɯ

reasons for commissioning Buddhist images changed from wishing for rebirth in a 

Buddha land for the deceased in the early sixth century, to aspiring to achieve 

enlightenment during their own life time in the latter half of the sixth century. 99 Xudong 

                                                      

98 Tsiang (2008), 115-169. 
99 Xudong Hou examines numerous dedicatory inscriptions that date from the middle to late sixth century 

and suggests that theory. Xudong Hou (1998), 204-210. 
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Hou thoroughly  investigated the dedicatory inscriptions,  and demonstrated that by far 

the largest proportion of these wishes to attain Buddhahood, to become a Buddha, or to 

attain true awakening, were expressed by those who appear to be common people.100  

Tsiang observes that in Shandong, Buddhist sculptural images began to be 

fashioned in an earthly appearance during the latter part of the sixth century ( Figure 29). 

In these images, Buddha is depicted as a human being wearing tightly clinging robes 

that expose the outline of his slender body. This style of using thin, tight -fitting monastic 

robes originated from Gupta ɬperiod (fourth ɬsixth centuries) Indian sculpture. Tsiang 

suggests that the human quality of these Buddhist images, carved as free-standing 

sculptures, could be seen to express a new understanding of the Buddha as a vulnerable 

human being, rather than as a supernatural or immortal divine being. She argues that 

many common lay Buddhists contemporary to this period wished to attain true 

enlightenment (also known as Buddhahood) and believed that meeting a Buddha during 

their lifetime would help them achieve this goal. 101 As such, they were drawn to the 

fleshier, more earthly representations of the Buddha, prototypical of the new Indian 

ÚÛàÓÌȮɯÈÚɯÈɯÞÈàɯÛÖɯÔÈÒÌɯ!ÜËËÏÈɀs presence in their own lives more tangible. The figures 

themselves served as a vehicle for enshrining the hopes of lay devotees who wanted to 

obtain enlightenment as Buddha had. All in all, the more natural contours of the new 

                                                      

100 Hou called them the pingmin , that is, members of the laity without official titles, as opposed to 

officials and members of the sangha (monks and nuns). Xudong Hou (1998), 204-210. 
101 Tsiang (2008), 148n39. 
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Indian style could have acted as a conduit to help the lay contemporaries of the 

Northern Qi period more fully express their religious wishes and aspirations.   

Along with Katherine Tsiang, (ɯÈÓÚÖɯÍÐÕËɯ7ÜËÖÕÎɯ'ÖÜɀÚɯÖÉÚÌÙÝÈÛÐÖÕÚɯÈ××ÌÈÓÐÕÎȭɯ

It is interesting to consider how the dedicat ory inscriptions reflected the actual changes 

ÖÍɯÛÏÌɯËÌÝÖÛÌÌÚɀɯÙÌÓÐÎÐÖÜÚɯÈÚ×ÐÙÈÛÐÖÕÚɯÈÕËɯÞÐÚÏÌÚȮɯÈÕËɯÛÖɯÞÖÕËÌÙɯÏÖÞɯÛÏÖÚÌɯÞÐÚÏÌÚɯÈÕËɯ

ÈÚ×ÐÙÈÛÐÖÕÚɯÊÖÜÓËɯÏÈÝÌɯÉÌÌÕɯÙÌÍÓÌÊÛÌËɯÐÕɯ!ÜËËÏÐÚÛɯÚÊÜÓ×ÛÜÙÌȭɯ3ÚÐÈÕÎɀÚɯÚÜÎÎÌÚÛÐÖÕɯ

provides one possibility, but I am not conv inced that the religious aspiration to achieve 

enlightenment could have been expressed through a sculptural style. She assumes that 

the new sculptural style exhibited a more natural and accessible Buddha body to the 

contemporaries of that time. Was her assumption true for those living during the 

Northern Qi period?  At a more basic level, were the softly rounded figures of the 

!ÜËËÏÈɀÚɯÉÖËàɯÙÌÈÓÓàɯÚÌÌÕɯÈÚɯearthy, naturalistic, or human like? From a different 

perspective, that slim body with narrow shoulders and hips might be viewed as 

unrealistic and unnatural to some. In addition, it is important to remember that we do 

not know who the sponsors and makers of the sculpture from the Longxing Temple 

actually were. Overall, many factors have been left unconsiderÌËɯÐÕɯ3ÚÐÈÕÎɀÚɯËÐÚÊÜÚÚÐÖÕɯ

about how Northern Qi sculpture and style related to the religious aspirations of those 

who made them.102 Unless more convincing sources are discovered, the answers will be 

                                                      

102 For a discussion on the Northern Qi sculptural style from a different per spective, see Su Bai (2002), 54-59 

and its review by Abe. Abe (2002c), 294-295. 
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very difficult to clarify. Sometimes, speculation without s olid evidence discourages or 

hinders better understanding of how those sculptures were meant to be viewed by their 

contemporary devotees. 
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3. Traditions of Carving Text on Stone in China before 
the Northern Qi Period  

The practice of carving Buddhist texts on mountain cliffs in Shandong Province 

during the Northern Qi period resulted in carvings distinguishable in two significant 

aspects:  one is that the texts were drawn from previously existing Buddhist canons, and 

the other is that they were engraved directly on immobile mountain cliffs or natural 

boulders, as moya inscriptions. 1 What did the Buddhists, who created these text carvings 

view as their model when planning and designing their religious carvings? Were they 

inspired by carvings th at had been done earlier? On what basis did they conceive of 

their creation?  

This Chapter seeks a better understanding about the background in which the 

Shandong mountain cliff  text carvings were created in relation to the Chinese art of that 

time. The use of Chinese stone writing is reviewed, as this writing medium was 

practiced in the period before Buddhism flourished in China in the fourth and fifth 

centuries. Also examined is the Buddhist use of stone as a medium for text writing up to 

the late sixth century when the Northern Qi state existed.   

                                                      

1 In China, the natural surface of mountain rock was called moya  ÖÙɯɁ×ÖÓÐÚÏÌË-ÊÓÐÍÍȮɂɯÈÕËɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯ

polished-cliffs are called moya inscriptions. One of the most signi ficant characteristics of the Buddhist 

carvings in Shandong Province during the Northern Qi period is that they are moya inscriptions. For the 

ÛÌÙÔɯɁmoya,ɂɯÚee Harrist (2003-2004), 2 and 12n1; Harrist (2008), 24-25 and 302n30. During the Northern Qi 

period , Buddhist text carving on stone became prevalent as a major feature of Buddhism and Buddhist art 

in other parts of the Northern Qi territory, as well as in Shandong Province. In addition to Buddhist moya 

inscriptions, freestanding stone steles and walls in cave temples were utilized for Buddhist text carvings 

during this period. Ledderose ed. (2014), 39-42. 
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When examining the origin of the Chinese practice of carving sutras on stone, it 

is instrumental to note that the creation of similar stone carvings was already well -

developed in India. When Buddhism arrived in China from India during the first and 

second centuries, it brought with it the practice of utilizing stone as an architectural and 

artistic medium. 2 Indian forerunners who used stone as a medium for monuments, 

sculptures, and writings may have had an impac t on Chinese material culture. Although 

ÛÏÌÙÌɯÈÙÌɯÚÌÝÌÙÈÓɯÌßÈÔ×ÓÌÚɯÖÍɯ"ÏÐÕÌÚÌɯÛÌßÛÚɯÊÈÙÝÌËɯÖÕɯÚÛÖÕÌɯ×ÙÐÖÙɯÛÖɯ!ÜËËÏÐÚÔɀÚɯ

introduction into China, afterward its arrival, stone was broadly utilized for writing as 

well as for sculpture.  

In India, stone was used for writing in third century BCE by Emperor Aĭoka (ca. 

274-ca. 236 BCE), who had a number of edicts carved on massive rocks and stone pillars 

at various sites in India and in neighboring countries. 3 These stone-carved edicts discuss 

ÛÏÌɯÙÜÓÌÙɀÚɯÊÖÕÝÌÙÚÐÖn to Buddhism and his efforts to spread Buddhism in his empire. 

Under the Kushan emperor, Kani ka (fl. Ca. 120 CE), several inscriptions on stone 

×ÓÈØÜÌÚɯËÐÚÊÖÝÌÙÌËɯÐÕɯÛÏÌɯÚÐÛÌÚɯÖÍɯ2ÜÙÒÏɯ*ÖÛÈÓɯÈÕËɯ1ÈÉêÛÈÒȮɯ ÍÎÏÈÕÐÚÛÈÕɯËÌÚÊÙÐÉÌɯÌÝÌÕÛÚɯ

of  his early years and the extension of his power over northern India as far as the Bay of 

                                                      

2 Wu Hung argues that  the Chinese discovered stone as an architectural and artistic medium in the early 

Han period with the arrival of Buddhism from In dia, and were influenced by Indian cave temples and 

sculpture. See Wu Hung (1995), 121-142. 
3 AĭÖÒÈɀÚɯÌËÐÊÛÚɯÞÌÙÌɯ×ÙÐÔÈÙÐÓàɯÞÙÐÛÛÌÕɯÐÕɯÛÞÖɯËÐÍÍÌÙÌÕÛɯÚÊÙÐ×ÛÚȯɯ!ÙÈÏÔÐɯÈÕËɯ*ÏÈÙÖÚÏÛÐȭɯ%ÖÙɯ ĭÖÒÈɀÚɯÙÖÊÒɯ

edicts, see Mizuno (1982), 158; Tsukamoto (1976); Smith (1920), Chapters 3 and 4; Mookerji (1962), 

Chapters 5, 7, and 8; Falk (2006). 
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Bengal.4 Chinese Buddhists may have borrowed this earlier Indian practice of carving 

texts on stone, and integrated it into their own material culture. 5 However, a note of 

caution should  be made: Indian stone objects would have been unlikely as a direct 

model for the Buddhists in Shandong Province. The Indian stone objects were not 

carvings of preexisting religious canon texts. In fact, carving sutras on stone appears to 

have been unknown, or extremely limited, in India and Central Asia. 6 

In China, the use of stone as a medium for writing had begun around the fifth 

century BCE.7 The earliest inscribed stone monument known today is the set of ten 

                                                      

4 The texts were wri tten in Bactrian by means of the Greek alphabet. For these inscriptions, see Simsɬ

Williams (2012), 76-80; SimsɬWilliams  (1996), 77ɬ97; Humbach (2003), 157ɬ66. According to the report of a 

Chinese pilgrim Xuanzang  (c. 602 ɬ 664), under the Kushan emperor KaniἹka, commentaries on 

Buddhist sutras compiled by a council assembled by the emperor were engraved on copper plates and 

preserved in the imperial residence in Kashmir. Mizuno (1982), 161. The historical value of this story is 

suspect. John Rosenfield states that the contents of the engravings seem generally datable to the third 

century CE, and the attribution of a Kashmir council to Kani Ἱka is thought to be a pious fabrication 

through which Kani ἹÒÈɀÚɯÉÐÖÎÙÈ×ÏàɯÞÈÚɯÎÐÝÌÕɯÚÖÔÌɯÖÍɯÛÏÌɯÚÈÔÌɯÌÓÌÔÌÕÛÚɯÈÚɯAĭokaɀÚȭɯRosenfield (1967), 

31-2. 
5 As will be discussed in Chapter four, the monk, Fahong , a key figure in the inscriptions at Mt. 

Hongding, is said to have come from India. Inscriptions on the Mt. Hongding sites contain numerous 

pieces of key information helpful to the study of Chinese stone sutras that were established during an 

earlier period than others in Shandong Province. It is suggested that the Fahong must have had some 

knowledge of the stone inscriptions of India, and that he played a pivotal role  in bringing great popularity 

to the creation of stone sutra engravings into Shandong. +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯ

in Ledderose ed. (2014), 39. 
6 No sutras have appeared among the inscriptions discovered in India and Central Asia . See Jettmar and 

Thewalt (1987). Requoted from Harrist (2008), 329n27. 
7 The use of stone as a medium for writing was not limited to China. In Western civilization, use of stone for 

writing seems widespread throughout the ancient periods of Egypt, the Near East, Greece, and Rome. For 

a brief account of stone inscriptions in other civilizations such as Iran, Greece, and Roma, see Harrist 

(2008), 23-24 and 302n26. Since stone carving in the West predates that of China, it  has been suggested that 

stone was utilized as a medium for writing in Western culture before its use in China, and thus some 

believe that Western culture introduced Chinese culture to the use of stone as a carrier of inscriptions and 

ÔÈÛÌÙÐÈÓɯÍÖÙɯÚÊÜÓ×ÛÜÙÌÚȭɯ2ÌÌɯ+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ ÙÛɯÐÕɯ"ÏÐÕÈɯƙƙ0-ƚƔƔȮɂɯÐÕɯLedderose ed. (2009), 22. Wu 

Hung does not mention any of the pre -imperial or imperial Qin stone inscriptions, which were certainly 
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ɁÚÛÖÕÌɯËÙÜÔÚɂɯȹshigu ), which are most lik ely dated to the fifth century BCE. 8 Other 

stone inscriptions of pre-imperial China are the Imprecations against Chu (Zu Chu wen 

) probably of 313/312 BCE,9 and the stone engravings discovered in Hebei near the 

tomb of King Cuo of the State of Zhongshan (r. 323-313 BCE).10 Although the practice of 

carving texts on stone emerged in such an early period in China, the monks and patrons 

during the Northern Qi period in Shandong Province do not appear to have been aware 

of their existence.  This may have been because most of the carvings were related to 

imperial practices or ritual purposes, and so were buried in the ground or had been kept 

out-of-view from the public. In fact, the stone drums created around the fifth century 

                                                      

 

produced. See Wu Hung (1995), 121-142. Martin Kern suggests it would be better to reserve our conclusion 

regarding the Western origin of stone inscription until concrete evidence surfaces. Kern (2000), 52n11.  
8 These ten stones are hard and dark-colored rocks roughly chiseled into their present form of drum -shaped 

boulders and are irregular in form and size, and var y from about 45 centimeters to 90 centimeters in 

height and average 210 centimeters along their horizontal circumference. Each of the ten stones bears a 

rhymed verse of about seventy characters arranged in nine to fifteen vertical columns with five to eigh t 

characters in each column. Because of the incompleteness and obscurity of the text, the date, purpose, and 

even the proper order of the ten stones have been subjects of controversy since their discovery in the early 

seventh century CE. The stones are now in the Palace Museum in Beijing. For details on the stone drums, 

see Tsien (1962), 64-69; Mattos (1988), 37-38.  
9 The inscriptions, made by one of the Qin rulers in the late fourth century BCE, include three stone 

inscriptions of prayers addressed to the spirits of nature to which the Qin state sacrificed. The inscriptions 

were all written in a style similar to that of the stone drums, and twenty -nine characters in exactly the 

same form appeared in both inscriptions. The original stones no longer exist today, but the text of the first 

two inscriptions is preserved in rubbings made in the twelfth century from the original stones. See Tsien 

(1962), 67-68.  
10 This stone resembles the form of later steles, but it is actually a natural boulder. The short text in seal 

script characters names a certain Kong Cheng who was charged with supervising the fishing and hunting 

enclosures of King Cuo. The function of this monument is unknown. For a brief account of this monument, 

see Zhao Chao (1997), 77-83; Kern (2000), 44-50; Wong (2004), 28. 



 

73 

BCE were unknown for over one thous and years, until the early seventh century CE, 

when it was recorded that they were discovered.  

These inscribed stone objects used original writings for each work, rather than 

previously existing texts. In addition, they were neither carved onto mountain s urfaces, 

nor located in mountains. By contrast, the Buddhist sutra texts of our focus were 

duplications drawn from pre -existing Buddhist canon texts, and carved directly on 

mountain rocks,  creating immobile on -site monuments.  

Before Chinese Buddhists extensively adopted stone for their writings, stone 

inscriptions had been used for accomplishing imperial goals, such as claiming Confucian 

scholar-official orthodoxy, or achieving Daoist religious purposes. 11 Considering the 

geographical and historical circums tances in the early sixth century, the following three 

stone inscriptions could have served as models from which the monks and patrons, who 

had Buddhist texts carved on mountain cliffs in Shandong, could choose: stone 

engravings by the First Emperor of Qin  in Shandong, stone Confucian classics from the 

Han and Wei dynasties, and Daoist mountain inscriptions in Laizhou in eastern 

                                                      

11 The examples of the use of stone can be seen in ÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɯÖÍɯ0ÐÕɀÚɯÚÛÖÕÌɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯÔÖÜÕÛÈÐÕÚȮɯ

Confucian texts carved on steles during the Han and Wei dynasties, and Daoist mountain inscriptions 

around Laizhou in eastern Shandong made in the early sixth century. The details will be discussed in 

chapter three. 
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Shandong.12 All three were located near the Buddhist text carvings in Shandong 

Province or the Northern Qi capital city, Ye.  

It should be noted that the Buddhists who were fascinated by the stone carving 

activity in Shandong Province during the Northern Qi period could not use a sole model 

on which to base their creation. Among the potential models described above, none of 

them feature both characteristics specific to the Northern Qi text carvings: (1) the use of 

preexisting canon texts; and (2) the placement of the carvings directly on mountain rocks. 

Placing the carvings on mountains was closely associated with the indigenous mountai n 

culture of ancient China. Mountains were considered divine and numinous, and places 

ÖÍɯÖÊÊÜÓÛɯ×ÖÞÌÙɯÈÕËɯ×ÖÛÌÕÊàȭɯ3ÏÙÖÜÎÏÖÜÛɯ"ÏÐÕÈɀÚɯÏÐÚÛÖÙàȮɯÐÛɯÞÈÚɯÈɯÍÜÕËÈÔÌÕÛÈÓɯÉÌÓÐÌÍɯ

that mountains were breathing and moving, and that they possessed animated and 

living  forces accorded to none but the spiritual.13 Mountains were thought to be not only 

places where a variety of immortal beings dwelled, but were themselves divine beings. 

Mountains were sometimes worshipped as gods in their own right. 14  

In China, the practice of carving Buddhist texts on stone appears to have begun 

in the early fifth century in the Northern Liang territory. However, its active use did not 

                                                      

12 Regarding the following three earlier stone inscriptions, I agree with Ledderose, who suggests the three 

earlier stone inscriptions would be models for Buddhists  in Shandong during the Northern Qi. Ledderose, 

Ɂ!ÜËËÏÐÚÛɯ ÙÛɯin China 550-ƚƔƔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯƖƖ-23.   
13 For a discussion on the Chinese conception of mountains and mountain worship in ancient China, see 

Kiyohiko Munakata (1991), 1-12; Wei-cheng Lin (2014), chapter two, specifically see 51-56. For the 

fundamental role of mountains in early Chinese history, see James Robson (2009), 1-14. 
14 Kleeman (1994), 226-238; Miyakawa Hisayuki ( 1964), 58-88. For relationship between Buddhism and 

Chinese mountain culture , Zürcher (1959), 207; James Robson (2004), 341-383; Robson (2010), 1353-1397. 
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occur until the end of fifth and the early sixth centuries, during the Northern Wei period. 

It was at that time when votive inscriptions, as well as passages taken from Buddhist 

sutra canons, began to be carved on the cliffs of mountains or freestanding steles. 

Among them, it was not until the early sixth century when passages taken from 

Buddhist scriptures w ere carved on mountain cliffs. The monks and patrons of Buddhist 

carvings in our focus built their creations upon the foundation of these multifarious 

traditions in China.  

This chapter examines these earlier Chinese practices of carving text on stone, 

both inside and outside the context of Buddhism, in order to seek possible foundational 

models, which Northern Qi Buddhists could have referenced when they carved sutra 

texts on the Shandong mountains. Models outside Buddhism will be investigated first, 

and include: the stone engravings by the First Emperor of Qin, the stone Confucian 

classics from the Han dynasty, and the Daoist mountain inscriptions in Laizhou in 

eastern Shandong. This survey will be conducted largely in chronological order, and will 

explore similarities to and differences from the Northern Qi Buddhist texts carved on the 

Shandong mountains. Following this, the Buddhist use of stone as a medium for carving 

their inscriptions will be discussed.    
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3.1 Stone Engravings by the First Emperor of Qin in Shandong 

The placement of inscribed stones into mountains appears to begin with the First 

Sublime Divine  Emperor of Qin  (Qin Shihuangdi , 259-210 BCE, r. 221-210 BCE, 

ÏÌÙÌÈÍÛÌÙɯɁÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɂȺȭɯ ÍÛÌÙɯÛÏÌɯÜÕÐÍÐÊÈÛÐÖÕɯÖÍɯÛÏÌɯÌÔ×ÐÙÌȮɯÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɯÏÈËɯ

inscribed stone steles installed  on mountains in order to justify his newly conquered 

territory  ÈÕËɯ×ÙÈÐÚÌɯÏÐÚɯÈËÔÐÕÐÚÛÙÈÛÐÖÕɀÚɯÈÊhievements.  The First Emperor directed the 

construction of these stone steles when he toured these newly acquired eastern 

territories 15   

The First Emperor was said to have erected seven inscribed stones on seven 

mountains between 219-211 BCE. During his first visit in 219 BCE, the first three stones 

were installed on Mount Yi  (Zouxian, present day Zoucheng  in Shandong), Mt.  

Tai  (present day 3ÈÐɀÈÕɯ in Shandong ), and on the terrace of Mt. Langye 

 (present day Qingdao  in Shandong). In 218 BCE, two more stones were erected 

on Mount Zhifu  ÖÕɯÐÛÚɯɁÌÈÚÛÌÙÕɯÝÐÚÛÈɂ (Zhifu dongguan ), and also in Zhifu 

                                                      

15 The inscribed steles were erected only in locations in the eastern new territories of the Qin Empire. From 

the capital, Xianyang , the nearest of these places was Mt. Yi, some 800 km away. The emperor also 

went west and south, albeit without setting up stone inscriptions. Regarding a reason for why the 

monumental inscriptions were erected in the newly conquered eastern regions, Kern suggests that it was 

part of a ritual agenda: the proclamation of the conquest issued towards the conquered people and the 

cosmic spirits. Kern (2000), 106-107. This act is documented in detail in the first dynastic  history, Records of 

the  Historian (Shiji ) by the great historian, Sima Qian  (c. 145 or 135- 86 BCE). See Sima Qian, 

Shiji (1982), 6.242-245, 260-262; 28.1366-67. According to Simi Qian, between 219-210 BCE, the First 

Emperor, accompanied by his high officials, made a series of excursions through the eastern 

commanderies of the newly unified empire. For his routes, see Tsuruma Kazuyuki, ɁShin teikoku no keisei 

to tĥhĥ sekai: Shikĥtei no tĥhĥ junshu keiro no chĥsa o fumaeteɂ; Inaba Ichirĥ, ɁShin Shikĥ no junshu to 

kokuseki.ɂ Requoted from Kern  (2000), 1-2. The inscriptions describe the emperorɀs great 

accomplishments in unifying the world, subjugating all, adjusting laws and regulations, clarifying human 

concerns, and bringing peace and happiness to all. Tsien (1962), 68-69. 
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(present day Yantai  in Shandong). In 215 BCE, one stone was installed at the gate of 

Jieshi  (present day Changli prefecture in Hebei). The last stone was 

constructed in 211 BCE at Mt. Kuaiji  (present day Shaoxing  in Zhejiang).16  

The stones used for the engravings were hard, dark-colored rocks, similar in 

shape to the stone drums. The Emperor chose stone as a medium because it was the 

most durable material known at the time . On the inscription on Mt Yi, ÛÏÌɯ$Ô×ÌÙÖÙɀÚɯ

own words indicate that he ÞÈÕÛÌËɯÏÐÚɯÈÊÏÐÌÝÌÔÌÕÛÚɯÈÕËɯÛÏÌɯÞÖÙÓËɀÚɯÒÕÖÞÓÌËÎÌɯÖÍɯ

them to survive for ten thousand years. 17 Fragments believed to have come from the 

stone markers on Mt. Tai and Mt. Langye still survive today, but the only surviv ing 

fragments proven to be authentic come from Mt. Langye .18 Originally, t his Mt. Langye 

                                                      

16 Sima Qian documents a total of seven inscriptions. Throughout 2ÐÔÈɯ0ÐÈÕɀÚɯËÖÊÜÔÌÕÛ, the seven texts are 

referred to by the names of the mountains they are on. A chronology for the inscriptions is provided, but 

only  six of the seven inscriptions are recorded. Sima Qian, Shiji  (1982), 6.242-62. The omitted inscription is 

the text on Mt. Yi. The Mt. Yi text, mentioned by Shiji as being chronologically first, was well -known in 

Tang times, and has appeared in inscription collections since the early fourteenth century. The Mt. Yi  stele, 

like most of the other inscriptions, was lost early in the course of history. A copy from A.D. 993 is 

preserved in ÛÏÌɯɁ%ÖÙÌÚÛɯÖÍɯ2ÛÌÓÈÌɂɯȹÉÌÐ-lin ȺɯÖÍɯ2ÏÈÈÕßÐɯ/ÙÖÝÐÕÊÐÈÓɯ,ÜÚÌÜÔɯÐÕɯ7ÐɀÈÕɯ. Tsien (1962), 

68-69; Kern (2000), 2-3. For a discussion of the sources of the history of the steles, see Rong Geng (1935), 

126-31 and 164-67. For the selection of the seven original locations, as well as the current locations, see Li, 

Wenfang (2008), 90-96; Kern (2000), 3-4, and 106-ƕƔƝȭɯ 4ÕÓÐÒÌɯ *ÌÙÕɀÚɯ ÉÖÖÒ which uses Wade-Giles 

Romanization, this dissertation uses Pinyin Romanization.     
17 For an annotated translation of the inscription on Mt. Yi, see Kern (2000), 10-15. Other scholars have 

similarly pointed out that the First Emperor chose stone as material due to its durability. Ledderose, 

Ɂ!ÜËËÏÐÚÛɯ ÙÛɯÐÕɯ"ÏÐÕÈɯƙƙƔ-ƚƔƔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯƖƖ-23; Suey-Ling Tsai and ClaudiÈɯ6ÌÕáÌÓȮɯɁ3ÏÌɯ

2ÛÖÕÌɯ(ÕÚÊÙÐ×ÛÐÖÕÚɯÖÍɯÛÏÌɯ2Ðßɯ,ÖÜÕÛÈÐÕÚɯÖÍɯ9ÖÜÊÏÌÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯƗƖȭ 
18 For stone markers on Mt. Tai and Mt. Langye, see Shimonaka (1930), v. 1, pls. 135 and 136. Another 

fragment from Mt. Tai is of questionable authenticity. Th e Langye stele actually survived until 1900 when 

it fell victim to a violent rain -storm during which it plunged into the sea. Fragments have been re -

assembled into a stele which is now preserved in the Museum of Chinese History in Beijing. See Rong 

Geng (1935), 128-129 and 140-41. The allegedly original fragment from Mt. Tai is kept in the Temple of Mt. 

Tai  ÐÕɯ3ÈÐɀÈÕȮɯ2ÏÈÕËÖÕÎɯ/ÙÖÝÐÕÊÌȭɯ*ÌÙÕɯȹƖƔƔƔȺȮɯƚÕƖƗȭɯ 
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marker was believed to have been five meters in height, with a width of 2 meters at the 

bottom, which decreased to about 1.7 meters in the middle, and 1 meter at the top.19 

The inscriptions by the First Emperor certainly made a great impact on the 

development of mountain inscriptions by Buddhists during the Northern Qi period. 

Five of the seven mountains where the First Emperor erected his inscribed stone steles 

are located in present day Shandong Province.20 Furthermore, during the northern Qi 

period, Buddhists carved their scriptures on Mt. Yi and Mt. Tai, which were the same 

×ÓÈÊÌÚɯÞÏÌÙÌɯÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɀÚɯÍÐÙÚÛɯÈÕËɯÚÌÊÖÕËɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÏÈËɯÈÓÙÌÈËàɯÉÌÌÕɯÊÈÙÝÌËȭɯ

The creators of the Buddhist inscriptions on the mountains were well aware of the stone 

inscriptions by the First Emperor, as is shown in a passage in the colophon, called Stone 

Hymn on Mt. Tie.  

Even the jade plaques from Mount Kunlun, the golden slips in the East ern 

Pavilion [Library], the recorded merits of [King] Mu of Zhou, and the inscribed 

achievements of the emperor of Qin; Ȼȱȼɯthe present [carvings] surpass [all 

previous ones]. Compared with this carving, those others are trivial! 21 (emphasis 

mine)  

The anonymous voice from the  colophon proclaims that he was not only well 

aware of the epigraphic pedigree of these mountains, but he also asserted that the 

                                                      

19 Rong Geng (1935), 128-129; Tsien (1962), 74. The form of stone inscriptions by the First Emperor is called 

ɁJieɂɯ, to distinguish it from a form of ÚÛÌÓÌȭɯɁ)ÐÌɂɯÏÈÚɯÈɯÕÈÙÙÖÞȮɯÙÖÜÕËÌËɯÛÖ×ɯÈÕËɯÈɯÞÐËÌÙȮɯÚØÜÈÙÌ-shaped 

ÉÖÛÛÖÔȮɯÞÏÐÓÌɯɁbeiɂɯ (usually called stele) takes the form of a square or rectangle. See Yuan, Mingying 

(2007), vol. 1, 10-ƕƕȭɯ3ÏÌɯÛÌÙÔɯɁbeiɂɯÞÈÚɯÊÖÐÕÌËɯÐÕɯÛÏÌɯ'ÈÕɯ#àÕÈÚÛàɯÛÖɯËÌÚÐÎÕÈÛÌɯÛÏÌɯ×ÙÖÛÖÛà×ÐÊÈÓɯ"ÏÐÕÌÚÌɯ

stele we know today. All early references to bei are found in the ritual texts of the Confucian classical 

canon established by the Han. Wong (2004), 19. 
20 While Ledderose states that four of the seven steles were located in current Shandong Province, there are 

actually five. +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ ÙÛɯÐÕɯ"ÏÐÕÈɯƙƙƔ-ƚƔƔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯƖƖȭ See Li, Wenfang 

(2008), 90-96; Kern (2000), 3-4.  
21 The English translation is adopted fro m Ledderose ed. (2015), 165 with minor changes.   
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carved Buddhist text was even greater than the earlier inscriptions.22 The Northern Qi 

creators of the sutra carving at Mt. Tie took advantage of the imperial  aura of the First 

$Ô×ÌÙÖÙɀÚɯÚÛÖÕÌɯÔÖÕÜÔÌÕÛÚɯÈÚɯÈɯÎÙÈÕËɯ×ÓÈÛÍÖÙÔɯÜ×ÖÕɯÞÏÐÊÏɯÛÖɯÌßÈÓÛɯÛÏÌÐÙɯÖÞÕɯÊÙÌÈÛÐÖÕɯ

at Mt. Tie.23   

'ÖÞÌÝÌÙȮɯÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɀÚɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÞÌÙÌɯÕÖÛɯÊÈÙÝÌËɯÖÕÛÖɯÚÜÙÍÈÊÌÚɯÖÍɯ

mountains, but into stones that had been hewn into a specific shape and then placed on 

the mountains.24 Thus, the difference between these monuments by the First Emperor 

and those with Shandong Buddhist inscriptions carved directly on the rocks of 

mountains is remarkable. Although the inscriptions of the First Emperor were not easily 

movable due to their scale and weight, they were still mobile and tended to be 

vulnerable to damage.25 Furthermore, the content of the inscriptions presents another 

                                                      

22 There are other pieces of evidence that inscriptions by the First Emperor were well-known to sixth century 

contemporaries in Shandong. Zheng Daozhao had his poems engraved on a few mountains near Laizhou, 

ÐÕɯÌÈÚÛɯ2ÏÈÕËÖÕÎȭɯ(Õɯ×ÈÚÚÈÎÌÚɯÖÍɯ9ÏÌÕÎɯ#ÈÖáÏÈÖɀÚɯ×ÖÌÔÚɯÛÐÛÓÌËɯɁPentasyllabic Poem on Ascending Cloud 

Peak Mountain and Viewing Sea Elves by Zheng #ÈÖáÏÈÖȮɆɯÛÏÌɯÍÐÕÈÓɯÓÐÕÌÚɯÖÍɯ9ÏÌÕÎɀÚɯ/ÖÌÔɯÖÕɯ5ÐÌÞÐÕÎɯ

2ÌÈɯ$ÓÝÌÚɯÙÌÈËÚȮɯɁ3ÏÌɯ$Ô×ÌÙÖÙɯÖÍɯ0ÐÕɯËÐËɯÕÖÛɯdrive his chariot here in vain,  and how could Emperor Wu 

ÏÈÝÌɯÚÐÎÏÌËɯÞÐÛÏÖÜÛɯÈɯÙÌÈÚÖÕȳɂɯ3ÙÈÕÚÓÈÛÐÖÕɯÈËÖ×ÛÌËɯÍÙÖÔɯ'ÈÙÙÐÚÛɯȹƖƔƔƜȺȮɯƕƗƖɯÈÕËɯƖƝƘɯƖ*ȭɯ ÕɯÈÓÓÜÚÐÖÕɯÛÖɯ

these imperial journeys appears also in the Eulogy on Heavenly Column Mountain (Tianzhushan ming), 

an essay Éàɯ9ÏÌÕÎɯ2ÏÜáÜɯÊÈÙÝÌËɯÕÌÈÙɯÛÏÌɯÔÖÜÕÛÈÐÕȯɯɁÛÏÌɯ%ÐÙÚÛɯ$Ô×ÌÙÖÙɯÙÖÈÔÌËɯÏÌÙÌɯÈÕËɯÍÖÙÎÖÛɯÛÖɯÙÌÛÜÙÕɯɤɯ

$Ô×ÌÙÖÙɯ6Üɯ×ÈÚÚÌËɯÉàɯÈÕËɯËÌÓÐÎÏÛÌËɯÐÕɯÓÐÕÎÌÙÐÕÎȭɂɯ2ÌÌɯ6ÈÕÎɯ2ÐÓÐɯÌÛɯÈÓȭɯȹ1992), 56. It was to this part of 

Shandong that both the First Emperor of Qin and Emperor Wu of the Han Dynasty traveled in the hope of 

encountering immortal beings ɬ ÝÐÚÐÛÚɯÛÖɯÞÏÐÊÏɯÛÏÌɯÍÐÕÈÓɯÓÐÕÌÚɯÖÍɯ9ÏÌÕÎɀÚɯ/ÖÌÔɯÖÕɯ5ÐÌÞÐÕÎɯ2ÌÈɯ$ÓÝÌÚɯÙÌÍÌÙȭɯ

This inscription was destroyed in 1969. Surviving fragments are in the Pingdu Municipal Museum.  
23 Ledderose, Ɂ!ÜËËÏÐÚÛɯ ÙÛɯÐÕɯ"ÏÐÕÈɯƙƙƔ-ƚƔƔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯ22. 
24 Of the seven inscribed stone inscriptions from 215 BCE, the one at the gate of Jieshi , in present 

Changli prefecture  in Hebei Provence, might have been carved on natural cliffs rather than a stele-

shaped stone surface, because 2ÐÔÈɯ0ÐÈÕɯËÖÌÚɯÕÖÛɯÞÙÐÛÌɯɁÌÙÌÊÛɯÚÛÖÕÌɂɯ, ÉÜÛɯɁÊÈÙÝÌɯÈÛɯÛÏÌɯÎÈÛÌɯÖÍɯ)ÐÌÚÏÐɂɯ

 on it, while he records ɁÌÙÌÊÛɯÚÛÖÕÌɂ for the others. See Yuan Mingying (2007), vol. 1, 12. However, 

this cannot be confirmed, since it no longer exists.  
25 Indeed, none of the First EÔ×ÌÙÖÙɀÚ stones are to be found in  their original locations, and fragments 

survive of only one . Ledderose, Ɂ!ÜËËÏÐÚÛɯ ÙÛɯÐÕɯ"ÏÐÕÈɯƙƙƔ-ƚƔƔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭȮɯ22-23. 
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significant difference. W hile the inscriptions by the First Emperor were original writings 

composed in honor of his achievements of the time, most Buddhist texts carved on 

mountains in Shandong were duplications taken from previously existing Buddhist 

sutra texts.   

3.2 Stone Confucian Classics from the Han and Wei Dynasties 

The inscribed stone text established by the First Emperor were original writings 

specifically composed for these monuments, while the Northern Qi carved texts of our 

focus were drawn from preexisting Buddhist c anonical texts. A different version of 

carving preexisting canon on stone involved inscribing classical Confucian texts onto 

stone. The most elaborate project in this regard was undertaken in 175-183 CE, when 

various versions of Confucian texts were gathered under the leadership of the scholar 

Cai Yong  (132-192 CE). Cai Yong himself wrote the calligraphic models, and these 

stone classics were carved in large-scale stone slabs.26 Forty stones with more than two 

million  characters were set up at the Imperial Academy, a national institution located in 

the capital of Luoyang . This Confucian canon was created in an effort to standardize and 

authorize certain texts, make them publicly accessible, and to prevent them from being 

exploited.  There was concern that vulgar classicists might take advantage of the 

confusion that had been engendered from the numerous mistakes existing in the 

                                                      

26 It measures 8 by 4 chi  (Chinese feet) and stood in a row 300 chi long. Li Daoyuan, Shuijingzhu, 

Gushuitiao, juan 16: 26-28, in Siku quanshu Zhenben jieji (Taibei: Shangwu yinshu guan, 1975), requoted from 

Tsiang (1996b), 184. 
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multiple editions of the Confucian canon then in circulation. In addition, the stones 

served as a symbol of the Han dynasty social order and political legitimacy of the  state.27 

During the Southern and Northern Dynasties ( 420ɬ589 CE), the imperial 

academies were established in both the north and south. At Luoyang, where stone 

inscriptions of classical texts survived from the Later Han and Wei Dynasties, the 

Northern Wei emperor, Yua Õɯ'ÖÕÎȮɯÌÚÛÈÉÓÐÚÏÌËɯÈÕɯɁ$ßÏÖÙÛÈÛÐÖÕɯÛÖɯ2ÛÜËàɂɯȹquanxue 

, In Praise of Studies) ward where the academies were located. These stone 

engravings also are recorded in the Luoyang qielanji.28 Though damaged, they were still 

standing in front of what was then called the  ɁAcademy for Gentle and Noble Men of 

ÛÏÌɯ'ÈÕɂɯuntil 546 when they were moved to Ye. 

In the History of the Northern Wei, under  the ɁBiography of Emperor Xiaojing, ɂ 

it is recorded that in the fourth year of the Wuding era (546 CE), the Han-Wei stone 

classics were transported from Luoyang to the capital city, Ye, during the Eastern Wei 

and Northern Qi periods.  29 As early as 546, Gao Cheng  (521-549 CE), the elder 

brother of the first emperor of the Northern Qi Dynasty,  Gao Yang, had the Confucian 

stone inscriptions brought to the new capital of Ye. The stones are also mentioned in the 

                                                      

27 Tsiang (1996b), 187.  
28 A detailed description of the stone classics is found in the Luoyang qielanji  by Yang Xuanzhi 

 (fl. 529-ca. 550). For its commentary, see Fan Xiangyong (1978), 3.145-46. For English translation, 

see Jenner (1981), 212-13; and Wang, Yi-ÛɀÜÕÎɯȹƕƝƜƘȺȮɯƕƗƚ-38. Although the Stone Classics are mentioned 

under Liu -Song Dynasty (420-479 CE), there are no references to them in the other dynastic histories of the 

South. Pearce, Scott, Audrey Spiro, and Patricia Ebrey,  Ɂ(ÕÛÙÖËÜÊÛÐÖÕȮɂɯÐÕɯPearce, Scott et al. eds. (2001), 11 

and 248n33.  
29 Weishu (Beijing: Xinhua shuju, 1974), juan 12, 1: 308. Requoted from Tsiang (1996a), 252; Tsiang (1996b), 

185. 
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History of Northern Qi (Bei Qi shuȺɯÜÕËÌÙɯÛÏÌɯɁ!iography of  $Ô×ÌÙÖÙɯ6ÌÕßÜÈÕȭɂ In order 

to explore the influence of the Confucian stone classics on Buddhist stone sutras during 

the Northern Qi state, this history is worth closer reading.  

In the eighth month of the first  year of the Tianbao era (550 CE), the nation re-

established the Academy ȱɯto study the rites and canons. The emperor 

proclaimed  that the fifty -two  stones inscribed with classics by Cai Yong which  

had been transported by the departed Emperor Wenxiang [posthumous title of 

Gao Cheng] should fittingly be  moved to the Hall of Learning, repaired, and set 

up in order. 30 

The importance accorded to these stones is demonstrated by the tremendous 

efforts that were made to move them. It is evident that they were associated not only 

with the maintenance  of the tradition of  scholarship of the National University, but with 

the legitimization of Northern Qi rule. 31 The histories of later dynasties record the 

moving of these stones back to Luoyang in 579 after the Northern Zhou conquest of the 

Northern Qi, anËɯÛÖɯ"ÏÈÕÎɀÈÕɯÐÕɯÛÏÌɯÚÐßÛÏɯàÌÈÙɯÖÍɯÛÏÌɯKaihuang era (586 CE) in the early 

Sui Dynasty. Afterward there is no further mention of them. 32  

These texts carved into stone most likely inspired the monks of the sixth century 

to carve Buddhist sutras on stone as well. A number of monks, including Sengchou, 

Huishun, and Daochong, were engaged in the study of Confucianism before entering 

the monastery and most likely saw the stone classics at Ye, or were at least aware of their 

                                                      

30 Bei Qi shu (Beijing: Zhonghua shuju, 1972), juan 4. 1:53. Gao Cheng is named as the one responsible for 

moving the stone classics, but it seems more likely to have  been ordered by his father and the regent, Gao 

Huan. Tsiang (1996a), 252; Tsiang (1996b), 185.  
31 Tsiang (1996a), 252. 
32 Zhenduan Lu (1981), 6.  
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presence. As Tsiang rightly points out,  ÛÏÌɯÔÖÕÒÚɀɯÐÕÛÌÙÌÚÛɯÐÕɯ!ÜËËÏÐÚÛɯÚÊÏÖÓÈÙÚÏÐ×ɯÈÕËɯ

desire to give the Buddhist scriptures the authority and permanence of the stone 

Confucian classics may have provided their inspiration for engraving the sutras. 33  

It is said that stone had been widely used for writing since the first century CE in 

China. This widespread use was especially true for the Shandong area. In addition to the 

steles created by the First Emperor during the Qin Dynasty (221-206 BCE), a great 

number of inscribed stones following the Co nfucian traditions of the Eastern Han period 

(25-220 CE) have been discovered in tombs and family shrines.34 This strong cultural 

heritage of stone inscriptions in Shandong Province might have led to the popularity of 

stone sutras being carved onto mountains during the Northern Qi period.  

As the transfer of the Confucian stones to Ye shows, these stones were mobile 

just as the steles of the First Emperor had been. In this regard, these two groups of stone 

inscriptions differ from the immobile Buddhist rock inscriptions set into the landscape in 

Shandong. Immobile Daoist and Buddhist texts carved on mountain cliffs appear in the 

early sixth century, as seen below. 

 

                                                      

33 Tsiang (1996a), 253. Ledderose notes that the use of the Confucian model was made easier by the fact that 

the Buddhists had used the Chinese word jing , which labels the Confucian canonical scriptures. 

Buddhists sutras too are called jing ȭɂɯ'ÌɯÍÜÙÛÏÌÙɯÕÖÛÌÚɯÛÏÈÛɯɁit is also possible the pro-Buddhist ruling 

family wanted to encourage the monks in the country to carve Buddhist texts into stone. This the y did, 

ÐÕÐÛÐÈÓÓàɯÐÕɯÊÜÓÛɯÊÈÝÌÚɯÕÌÈÙɯÛÏÌɯÊÈ×ÐÛÈÓɯÈÕËɯÓÈÛÌÙɯÖÕɯÛÏÌɯÔÖÜÕÛÈÐÕÚÐËÌÚɯÖÍɯ2ÏÈÕËÖÕÎȭɂɯLedderoseȮɯɁ!ÜËËÏÐÚÛɯ

Art in China 550-ƚƔƔȮɂ in Ledderose ed. (2009), 23. As discussed in chapter two, this requires more 

research, since based on the extant evidence, the Northern Qi emperors gave more support to the building 

of Buddhist cave temples and gigantic sculptures, rather than to the carving of Buddhist inscriptions.  
34 See Zhao Chao (1997), 77-90; Zhang Zong (2003a), 1; Nobuyuki T akuma (2011), 21. 
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3.3 Daoist Mountain Inscriptions in Shandong During the Early 
Sixth century 

One of the most significant characteristics of Buddhist stone inscriptions in 

Shandong Province from the Northern Qi period is that they were carved directly onto 

mountains surfaces.35   Only a half a century earlier, Daoists had made similar 

inscriptions on mountain surfaces . In the mountains around the city of Laizhou , 

not far from the Buddhist engravings of the Northern Qi period, some Daoist words and 

texts were carved directly onto surfaces of mountain. 36 Zheng Daozhao ( , 455?-516) 

is associated with production of engravings in mountains near Laizhou. B orn into one of 

the great families of Han Chinese who served the Northern Wei Dynasty, 37 Zheng 

Daozhao created a large number of rock inscriptions near Laizhou  between 511 to 513 

CE: Mt. Yunfeng  (Cloud Peak Mountain ), Mt. Tianzhu  (Heavenly Column 

                                                      

35 During  the Han period in the first century, carving inscriptions on polished cliffs already existed in 

Shaanxi Province. For their contents and functions, see Harrist (2008), 31-91. In this dissertation, focus will 

be given to preexisting Buddhist sutra texts carved on mountain surfaces. 
36 Zhang Zong (2002), 44-45 and 53n4.  
37 Like some other renowned Chinese families, the Zheng family had produced generations of government 

officials from the Han period onward, which is noteworthy given that the social and politi cal structure of 

the Northern Wei was founded by the Tuoba clan of the non -"ÏÐÕÌÚÌɯ7ÐÈÕÉÌÐɯ×ÌÖ×ÓÌȭɯ9ÏÌÕÎɀÚɯÚÐÚÛÌÙɯÞÈÚɯ

the concubine of Emperor Xiaowen (r. 471-499). Biographical information on Zheng Daozhao and his 

career appear as part of the biography of his father, Zheng Xi, in the Weishu, 56.1240-1242, and Beishi, 

35.1304-1305. For Zheng Daozhaoɀs life, see Shandong Shike Yishu Bowuguan et al. eds. (1992b), 147-156; 

Harrist (2008), 95 and 98. It is worthwhile to note that Zheng was a pioneer, who began the practice of 

carving religious  terms and texts on mountain surfaces, and who also was a member of a Han Chinese 

family. Calligraphic art and mountain worship have been a Chinese cultural tradition for a very long time. 

Carving inscriptions on polished c liffs was already occurring in Shaanxi Province in the first century, 

during the Han period. The descendants of the Han Chinese and their contribution to engraving Buddhist 

texts on mountains will be discussed in chapter five.  
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Mountain ), and Mt. Daqi  (Great Platform Mountain ).38   

The carved Daoist texts are divided into two different groups. The first group of 

texts are inscribed onto cliffs and boulders, and use explicit Daoist language to describe 

visions of immortal beings. 39 These texts were intended to create topographical 

analogues of the mythic realms defined by directional symbolism and the  imagined 

presence of supernatural beings.40 The second group describes personal and 

biographical m atters in poetic language.41  

                                                      

38 The earliest of the Cloud Peak Mountain inscriptions is dated to 5 11 CE. For inscriptions carved on Mts. 

Yunfeng, Tianzhu, and Daqi, see Shandong Shike Yishu Bowuguan et al. eds. (1992b), 8-ƚƖȰɯ8ľÑÐÙĥɯ-ÈÒÈÛÈ 

(1971-1973), vol. 2; Shuting Yu (1990); &ÌÕÚÏĥɯȹ1àľÐÊÏÐȺɯSakata (1984); Har rist (2003), 535-568; Harrist 

(2008), 93-155. The inscriptions have been kÕÖÞÕɯÊÖÓÓÌÊÛÐÝÌÓàɯÐÕɯ"ÏÐÕÌÚÌɯÚÊÏÖÓÈÙÚÏÐ×ɯÈÚɯÛÏÌɯɁ"ÓÖÜËɯ/ÌÈÒ 

,ÖÜÕÛÈÐÕɯ(ÕÚÊÙÐ×ÛÐÖÕÚɂɯ(Yunfengshan keshi), even though they are dispersed among multiple locations. 

Approximately thirty -seven texts survive today. Meticulous stylistic analysis carried  out by scholars in 

China and Japan indicates that only a few can reasonably be attributed to Zheng Daozhao. It appears that 

he did not write  all of the inscriptions traditionally attributed t o him, and that he cannot be considered the 

sole author of the representations structured by the texts. However, as Harrist rightly points out, it is clear 

that none of the inscriptions would have been carved if Zheng had not gone  to Shandong. Harrist (2008), 

94-96. 
39 Daoist beliefs and practices were founded by Laozi and Zhuangzi . Daoism is a religion adopted  by people 

hoping for benefits in this life, and salvation after death or immortal life. For a definition of the term 

Ɂ#ÈÖÐÚÔȮɂɯÚÌÌɯÛÏÌɯÐÕÛÙÖËÜÊÛÐÖÕɯÐn Bokenkamp (1997). It is surprising that Zheng Daozhao, a Confucian 

scholar, was immersed in Daoism and had a number of inscriptions of Daoist terms and concepts placed 

on mountains around Laizhou. Scholars have attempted to explain 9ÏÌÕÎɀÚɯÐÕÛÌÙÌÚÛɯÐÕɯDaoism as a 

consequence of his thwarted political career in Luoyang.  See, Shandong Shike Yishu Bowuguan et al. eds.  

(1992b), 131-132; Desen Jiao (1992), 208-222. It  appears that in Daoist beliefs, Zheng found a profound and  

appealing alternative to the disi llusionments of public life. However, the trajectory of this  narrative, which 

posits a late-ÓÐÍÌɯɁÊÖÕÝÌÙÚÐÖÕɂɯÛÖɯ#ÈÖÐÚÔȮɯÖÉÚÊÜÙÌÚɯÛÏÌɯÙÌÓÐÎÐÖÜÚɯÈÕË ideological realities of the Northern 

Wei period, when Buddhist, Confucian, and  Daoist traditions interacted  dynamically . For embodiments of 

this syncretism in the visual arts, see Bonnie Cheng (2003), 261-263. 
40 On Cloud Peak Mountain, the most densely inscribed of these sites, texts guide a reader upward toward 

the summit, gradually transforming the actual mountain into a representation of a paradise that can be 

seen, climbed, and touched. 'ÈÙÙÐÚÛɯÙÐÎÏÛÓàɯ×ÖÐÕÛÚɯÛÏÐÚɯÖÜÛȮɯÚÛÈÛÐÕÎȮɯɁÛhis feat of representation was 

achieved not through buildings or  landscaping but through the power of writing alone ȭɂɯ'ÈÙÙÐÚÛɯȹƖƔƔ8), 

95-96. 
41 Harrist (2008), 112-128. 
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A remarkable difference is observed between these Daoist inscriptions near 

Laizhou and the Buddhist inscriptions in southwest Shandong. T he Daoist inscriptions 

are relatively short and include the names of immortal beings and p oetic commentaries, 

but are not passages from preexisting sacred texts. In contrast, the Buddhist carved 

inscriptions are taken directly from Buddhist texts  and are relatively long. 42 Nonetheless, 

there are considerable similarities between them as will be discussed below.  

Among the numerous inscriptions still visible, tw o rock inscriptions deserve 

special consideration, since they mark a transition from the traditional stele inscriptions 

to that of inscribing texts on the faces of mountains. One of these is the Stele of Zheng 

Wengong (Zheng Wengong bei ) at Mt. Tianzhu (hereafter the Upper stele) 

(Figure 30) and the other, of the same title, located at Mt. Yunfeng (hereafter the Lower 

stele) (Figure 31). Both steles were carved during 511 CE, but the stele at Mt. Tianzhu 

was carved first, followed by the creation of the stele at Mt. Yunfeng. 43 Both steles were 

                                                      

42 In addition, the manner in which the mountains themselves were chosen differed. Zheng Daozhao chose 

uncelebrated mountains for his engravings. Of course, the peaks existed but they did not have a 

prominent place in t he cultural geography of China until the sixth century, when Zheng Daozhao arrived 

in Shandong. No records concerning Great Platform Mountain predate the inscriptions . The name of 

Cloud Peak Mountain itself may have been invented by Zheng . Harrist (2008), 105 and 319n32. This is in 

contrast to the Buddhist inscriptions at Mt. Tai and Mt. Yi in southwest Shandong, where at least two of 

the inscriptions were carved in mountains that were already renowned as sacred places or sites of 

monuments erected by the First Emperor.  
43 In Chinese and Japanese scholarship, the monument carved first on Mt. Tianzhu is called the Upper Stele 

(Shang bei ) and its twin on Cloud Peak Mountain is called the Lower Stele (Xia bei ). This 

dissertation will refer to the first ins cription as the Upper Stele and the second as the Lower Stele. The Stele of 

Zheng Wengong (Zheng Wengong bei ) at Mt. Tianzhu is standing at almost the exact center of the 

southern face of the mountain. This monument is the earliest dated inscription associated with Zheng 

Daozhao. Most of the text of the Lower stele is identical  to that of the Upper stele, but the text of the Lower 

stele is an expanded version of the Upper stele. 
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built in memory of 9ÏÌÕÎɯ#ÈÖáÏÈÖɀÚɯÍÈÛher Zheng Xi  (425-492 CE), who is 

ÐËÌÕÛÐÍÐÌËɯÐÕɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÉàɯÛÏÌɯÏÖÕÖÙÐÍÐÊɯÛÐÛÓÌɯɁ6ÌÕÎÖÕÎȭɂɯ6ÏÐÓÌɯÛàpically memorial 

steles were placed at the site of the tomb, these steles are unusual in that they are located 

far from the burial site, but still contain epitaph s dedicated to 9ÏÌÕÎɯ#ÈÖáÏÈÖɀÚɯÍÈÛÏÌÙɀÚɯ

memory.44  ÓÛÏÖÜÎÏɯÛÏÌàɯÞÌÙÌɯÛÐÛÓÌËɯÈÚɯɁÚÛÌÓÌɯȹbei Ⱥɂɯby the creator, the two 

inscriptions are not made on traditional freestanding steles in the strict sense, since they 

were carved on natural mountain rocks. However, the two inscriptions look like 

traditional steles, as they were carved onto rocks that already resembled a freestanding 

ÚÛÌÓÌȮɯÞÏÐÊÏɯÞÈÚɯ×ÙÌÚÜÔÈÉÓàɯÛÏÌɯÊÙÌÈÛÖÙɀÚɯÐÕÛÌÕÛÐÖÕȭ45 Accordingly, t hese two steles 

appear to have marked the transition from traditional stele inscriptions to mountain 

rock inscriptions in Shandong.  

                                                      

44 The text of the Upper Stele of Zheng Wengong consists of a short genealogy of Zheng Xi, a summary of his 

career listing the various official posts he held, and passages of praise for his virtues. The expanded text on 

Mt. Yunfeng also includes information that makes its content even more like an epitaph than that of  the 

earlier version of the inscription . Zheng Xi was a native of Xingyang  in Henan Province and was 

buried there, but an epitaph for him ÞÈÚɯÕÖÛɯÍÖÜÕËɯÈÛɯÛÏÌɯÚÐÛÌɯÖÍɯ9ÏÌÕÎɯ7ÐɀÚɯÛÖÔÉȭɯ(ÕÚÛÌÈËȮɯÛÏÌÚÌɯ

inscriptions located in mountains in east Shandong Province, far fÙÖÔɯÛÏÌɯ9ÏÌÕÎÚɀɯÏÖÔÌÛÖÞÕȮɯÚÌÙÝÌËɯÈÚɯ

monuments to his memory. Harrist points out that the commemorative function of the Upper and Lower 

steles was essentially the same as those of an epitaph and thus different from other normal steles, since 

they record the ËÈÛÌɯÈÕËɯ×ÓÈÊÌɯÖÍɯ9ÏÌÕÎɯ7ÐɀÚɯËÌÈÛÏɯÈÕËɯÉÜÙÐÈÓȮɯÞÏÐÊÏɯÜÚÜÈÓÓàɯÐÚɯÍÖÜÕËɯÐÕɯÌ×ÐÛÈ×ÏÚȮɯÕÖÛɯÐÕɯ

commendatory steles. Harrist (2008), 117-8 and 149.   
45 The Upper Stele inscription appears on an L-shaped boulder, 4.77 meters high, that tilts forward at an angle 

of about twenty degrees, resting on a stone base. Only its front had to be smoothed slightly before 

receiving the orderly columns of standard script characters. The resemblance was enhanced by carving 

away stone at the sides and top of the boulder to regularize its shape. The Lower Stele of Zheng Wengong 

also is carved into a flat section of rock. It covers an area of 2.65×3.67 meters on a massive granite outcrop 

and is topped by a title heading framed by an incised border of  39×28 centimeters. The Lower StÌÓÌɀÚ 

extremely hard granite surface is divided by a crack running from the  upper right to the  lower left,  and the 

calligr apher adjusted the columns of writing to avoid the crack. For in-depth studies on the two steles, see 

Shuting Yu (1985), 172-184.  



 

88 

These mountain inscriptions  around Laizhou have a close affinity with Buddhist 

texts carved on mountain surfaces in the southwest Shandong Province, in that they 

were carved directly on mountain cliffs, and so created immobile monuments. This 

feature was a new development, and was distinct from the other stone monuments 

created by the First Emperor of Qin and Confucian scholars during the Han and Wei 

Dynasties. Significantly, the creators not only chose the immobility of mountain cliffs, 

but also employed a traditional stele format f or several inscriptions. Zheng Daozhao 

made the two stele-shaped mountain inscriptions for his father, while t he late sixth 

century creators of Buddhist text carvings in southwestern Shandong also chose stele-

style formats for a few Buddhist sutra texts an d colophons. For example, some Buddhist 

sutra texts on Mt. Hongding and Mt. Tie in southwest Shandong were carved on rock 

faces and so are not true freestanding steles. However, they created a virtual stele by 

carving the rectangular contour of a tradition al stele on the rock surface, placing 

dragons on top of the stele shape with tortoises supporting its body as would have been 

done with a traditional stele.  

Besides of the common features of immobility and employment of stele format, 

there is another resemblance between the Daoist mountain inscriptions in eastern 

Shandong Provence and Buddhist inscriptions in southwestern Shandong Province. 

Both were created by people who were working to transform ordinary places into 
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special, religious, and sacred places through the power of writing. 46 In the mountains 

near Laizhou, as Zheng Daozhao worked to transform ordinary mountain sides into 

sacred Daoist spaces by carving Daoist poetry and ideas onto them; Buddhists in 

southwest Shandong engraved Buddhist cannon sutras and Buddha names into 

mountains as a way to transform their neighboring mountains into Buddhist sacred 

spaces.47  

Despite the lack of solid evidence indicating that the Shandong Buddhists were 

aware of the Daoist inscriptions, the close temporal  and geographical proximity between 

the two groups made it likely that  some Buddhists in southwest Shandong during the 

-ÖÙÛÏÌÙÕɯ0ÐɯÚÈÞɯ9ÏÌÕÎɯ#ÈÖáÏÈÖɀÚɯÌÕÎÙÈÝÐÕÎÚ. 9ÏÌÕÎɯ#ÈÖáÏÈÖɀÚɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÐÕɯÌÈÚÛÌÙÕɯ

Shandong and Buddhist inscribed stone sutras on mountains in southwest Shandong 

were created in the 510s and 560s-570s, respectively, and the two sites were not located 

far from each other. Inspired by 9ÏÌÕÎɯ#ÈÖáÏÈÖɀÚɯÊÙÌÈÛÐÖÕÚȮɯÚÖÔÌɯ!ÜËËÏÐÚÛÚɯÐÕɯ

southwest Shandong may have worked to transform their ordinary mountains  into 

sacred spaces by carving religious language onto stele shapes formed directly out of 

mountain surfaces.48  

When it comes to the development of immobile text carving, such as that 

employed by the Daoists, it should be noted that current evidence indica tes that the 

                                                      

46 Harrist points this out in his discussion about the Daoist inscriptions near Laizhou. Harrist (2008), 95-96. 
47 Harrist (2008), 29, 123, 147, and 187. 
48 Zhang Zong (2002), 44-45 and 53n4. LedderoseȮɯɁ!ÜËËÏÐÚÛɯ ÙÛɯÐÕɯ"ÏÐÕÈɯƙƙƔ-ƚƔƔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯ

23. 
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immobile Buddhist sutra inscriptions were produced before the Daoist inscriptions. As 

will be discussed in the next section, a Buddhist sutra inscription was engraved on a 

mountain cliff in Henan Province in 509 CE, two years earlier than when  Zheng 

#ÈÖáÏÈÖɀÚɯ×ÓÈÊÌËɯÏÐÚɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯÔÖÜÕÛÈÐÕɯÚÜÙÍÈÊÌÚȭɯ-ÖÕÌÛÏÌÓÌÚÚȮɯÛÏÐÚɯËÖÌÚɯÕÖÛɯ

necessarily demonstrate that Buddhism was a pioneer in the field of creating mountain 

inscriptions. While the Buddhist inscriptions from 509 CE were produced two year s 

earlier than the Daoist inscriptions, this was an isolated case. The vast majority of the 

Buddhist carvings on mountain surfaces were made in the 530s and 540s, while many of 

the Daoist carvings were engraved on mountains in the early 510s. At this point , it 

cannot be determined whether the Daoist practice of carving on mountain surfaces 

occurred before that of the Buddhists or vice versa. There might have been parallels 

between religious and regional traditions in the early sixth century, which led to te xts 

being carved on different mountain surfaces simultaneously.  
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3.4 Buddhist Sutra Texts Carved on Stone before Northern Qi  

$ßÊÌ×ÛɯÍÖÙɯÛÏÌɯ"ÖÕÍÜÊÐÈÕɯɁÚÛÖÕÌɯÊÓÈÚÚÐÊÚȮɂɯÛÏÌÙÌɯÈÙÌɯÕÖɯÒÕÖÞÕɯÌßÈÔ×ÓÌÚɯÖÍɯÊÈÙÝÌËɯ

texts of preexisting canons before the fifth c entury. 49 There is an engraving of a passage 

from Buddhist sutra canons on the Northern Liang votive stupa, but it was made under 

the Northern Liang  Dynasty (397-439 CE) during the early fifth century. 50 These 

were all products of western Gansu Province in Northern Liang territory, which was 

located in the northwest of China. They were made from black granite, are similar in 

structure, decoration, and in their choice of inscribed texts.51  The votive stupa 

discovered in Jiuquan is one of the most complete and best preserved votive stupa 

works (Figure ƗƖȺȭɯ(ÛɀÚɯÊÙÌÈÛÐÖÕɯÞÈÚɯÍÐÕÈÕÊÐÈÓÓàɯÚÜ××ÖÙÛÌËɯÉàɯ&ÈÖɯ2ÏÈÕÔÜɯ, and it 

dates to 428 CE. The stupa consists of four parts: a tall octagonal base with incised 

images; a round drum with Chinese inscriptions; a dome with image niches in which 

                                                      

49 In the Eastern Jin  period (317ɬ420 CE), the !ÜËËÏÐÚÛɯÛÌßÛɀÚɯÛÐÛÓÌȮ RaĭmivimalaviĭuddhaprabhêÕêma-

ËÏêÙÈἶČ-ÚľÛÙÈɯ , was carved on the external side of the lid of the stone case in which the 

sutra texts were kept. The carved text on the lid coÕÚÐÚÛÚɯÖÍɯÛÏÌɯÕÐÕÌɯÊÏÈÙÈÊÛÌÙÚȮɯɁÞu gou jing guang da tuo 

luo ni jing ȮɂɯÞÏÐÊÏɯÔÌÈÕÚɯɁÛÏÌɯÊÈÚÌɯÖÍɯÛÏÌɯRaĭmivimalaviĭuddhaprabhêÕêma-ËÏêÙÈἶČ-

ÚľÛÙÈȭɂ While this stone inscription was produced in  the Buddhist community, the purpose of the text does 

not seem to be the same as that in later stone-carved sutras. Here, the carved texts served the sole purpose 

of explaining that the sutra was stored within  the stone case. It was excavated in a Eastern Jin tomb in the 

city of Wenzhou , Zhejiang Province, in 1989, along with bricks on which were carved the eighth year 

of the Yonghe era (  , 352) and the second year of the Xianɀan era (  , 372). The 

measurement of the stone case is 13.7 centimeters in length, 10 centimeters in width, in 10 centimeters in 

height (with the lid), and 2.5 centimeters in thickness. The letters were engraved in the standard script or 

kaishu . Mingzhe Wu (1998), 81. Fumio |uchi notes that the inscriptio n is the earliest example of a 

stone sutra in China. |uchi (2003), 58. 
50 3ÏÌàɯÏÈÝÌɯÉÌÌÕɯÊÈÓÓÌËɯɁÔÐÕÐÈÛÜÙÌɯÝÖÛÐÝÌɯÚÛÖÕÌɯÚÛÜ×ÈȮɂɯÖÙɯɁÔÐÕÐÈÛÜÙÌɯÚÛÖÕÌɯ×ÐÓÓÈÙÚȭɂɯ ÕÎÌÓÈɯ'ÖÞÈÙËɯ

ÔÈÐÕÛÈÐÕÚɯÐÛɯÐÚɯÉÌÛÛÌÙɯÛÖɯÜÚÌɯÛÏÌɯÛÌÙÔɯɁÔÐÕÐÈÛÜÙÌɯ×ÐÓÓÈÙȮɂɯÉÌÊÈÜÚÌɯÛÏÌÐÙɯÚÏÈ×ÌɯÐÚɯÕÖÛ that of a stupa. Howard 

(2000), 235-272; Howard et al. eds. (2006), 215-216. These were clearly votive works made for the benefit of 

the ×ÈÛÙÖÕɀÚɯ×ÈÙÌÕÛÚɯÈÕËɯÖÛÏÌÙÚȭɯ ÉÌɯȹƖƔƔƖÈȺ, 103. 
51 For detailed information on Northern Liang votive stupas, see Abe (2002a), 123-171; Guangming Yin 

(1991), 76-83; Guangming Yin (2000). 
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seven Buddhas and the bodhisattva Maitreya are seated; and a projecting crown with 

seven tapering stories that indicate the series of parasols that typically surmount a 

stupa.52  

The Buddhist text engraved on the round drum, the second section from bottom, 

is from the votive stupas, %ÖÚÏÜÖɯÚÏÐɀÌÙɯàÐÕàÜÈÕɯÑÐÕÎ  (the 

/ÙÈÛČÛàÈÚÈÔÜÛ×êËÈɯ2ľÛÙÈ, or Ɂ2ÜÛÙÈɯÖÕɯÛÏÌɯ3ÞÌÓÝÌɯ"ÈÜÚÌÚɯ2×ÖÒÌÕɯÉàɯÛÏÌɯ!ÜËËÏÈɂȺȭɯOf the 

fourteen votive stupas of the Northern Liang Dynasty currently known,  twelve of them 

feature the same short text, albeit with slight variations .53 The work of Song Qing  is 

the only votive stupa with a title. This title is unique in that it is not found in the extant 

Chinese Buddhist canon and is otherwise unknown. 54 From the title, it seems clear that 

ɁÊÈÜÚÌÚɂɯ(yinyuan) had become the central theme of this passage. The passage from the 

%ÖÚÏÜÖɯÚÏÐɀÌÙɯàÐÕàÜÈÕɯÑÐÕÎ ÖÕɯÛÏÌɯÝÖÛÐÝÌɯÚÛÜ×ÈÚɯÐÕɯ"ÏÐÕÈɯÚÌÌÔÚɯÛÖɯÏÈÝÌɯÍÜÕÊÛÐÖÕÌËɯÈÚɯɁÈɯ

ÓÐÛÌÙÈÓɯÚÜÉÚÛÐÛÜÛÌɯÍÖÙɯÛÏÌɯËÏÈÙÔÈɯÈÕËɯÛÏÜÚɯÛÏÌɯ!ÜËËÏÈȭɂɯ%ÜÙÛÏÌÙÔÖÙÌȮɯÐÛɯÔÈàɯÏÈÝÌɯÉÌÌÕɯ

seen as an effective, almost magical formula, akin to dhêraẒČȭ55 Although examples of 

using verse such as a dhêraẒČ typically occur at a later date,56 there are several fifth 

                                                      

52 The height of the votive stupa is 44.6 centimeters. For analysis of the form, see Abe (2002a), 124-126; 

Howard  et al. eds. (2006), 215-216. 
53 For a list of extant votive stupas, see Lai Fei (2006), 5-6; Lai Fei (2007), 216-7 and 226n7. For a thorough 

study on Northern Liang votive stupas, see Abe (2002a), 103-171. 
54 Abe (2002a), 160. 
55 Abe (2002a), 161-2.  
56 The %ÖÚÏÜÖɯÚÏÐɀÌÙɯàÐÕàÜÈÕɯÑÐÕÎ in abbreviated form used as a ËÏêÙÈἶČ was found inscribed on the interior 

bricks of a pagoda in Yunnan. See Boucher (1991), 12-13. For Tang Dynasty examples, see Shufen Liu 

(1996), 145-93.   
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century stories suggesting that Buddhist sutras were perceived as virtual amulets.57 It 

follows, then, that some people living during the No rthern Liang Dynasty could have 

believed that the passage from the %ÖÚÏÜÖɯÚÏÐɀÌÙɯàÐÕàÜÈÕɯÑÐÕÎ on the votive stupas 

functioned as talismans, and further that some Buddhists during the sixth century could 

have believed that the excerpts of repetitively carved Buddhist sutras on mountain sites, 

in spite of their larger size, offered the same protections and powers as talismans or 

amulets. 

It is unclear where the votive stupas were placed during worship and how they 

functioned in Buddhist ritual. Among the exta nt votive stupa, the dedication of the Bai 

Shuangju  votive from Jiuquan dated to 434 provides an interesting clue to see 

ÏÖÞɯÐÛɯÞÖÙÒÌËȭɯ ÍÛÌÙɯÚÛÈÛÐÕÎɯÛÏÌɯËÈÛÌɯÈÕËɯËÖÕÖÙɀÚɯÕÈÔÌɯBai Shuangju, the inscription 

ÊÖÕÛÐÕÜÌÚȯɯɁÛÏÌÕɯÖÕɯÔÖÜÕÛɯÈÕËɯÊÙÈÎȮɯÞÈÓÒÐÕÎɯÞÐth this stone on his back, he erected a 

ÏÖÓàɯÚÛÜ×Èȭɂɯ ÊÊÖÙËÐÕÎɯÛÖɯÛÏÐÚɯÐÕÚÊÙÐ×ÛÐÖÕȮɯÛÏÌɯÝÖÛÐÝÌɯÚÛÜ×ÈɯÔÈàɯÏÈÝÌɯÉÌÌÕɯÖÙÐÎÐÕÈÓÓàɯ

located on a mountain or the inscription may indicate the participation of the donor in 

transporting the stone out of the hills. 58  

These Northern Liang votive stupas inscribed on stone surfaces in the years 

between 426 and 436 were the first products to use Buddhist texts. Generally, though, 

this tradition of sutra carving on votive stupas does not seem to have influenced the 

                                                      

57 Campany (1991): 37-40 and 62. 
58 For details on the votive stupa and its inscription, see Abe (2002a), 141-145. As Abe states, it is also 

possible ÛÏÈÛɯɁthe flowery, euphemistic language of the dedication as a whole was more concerned with a 

×ÖÌÛÐÊɯÔÖÖËɯÛÏÈÕɯÈɯÚÛÈÛÌÔÌÕÛɯÈÉÖÜÛɯÈÊÛÜÈÓɯ×ÙÈÊÛÐÊÌȭɂɯɯ 
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Buddhis t circles of other regions. The carved stupas were produced solely in the western 

Gansu Northern Liang territory, and for only a short time.  They are not known to have 

been found in the Central Plain of China. 59 

Except for the Northern Liang votive stupas,  scriptural engravings have not been 

shown to have been made at any sites before the sixth century. They do not appear at the 

Northern Wei caves at Yungang or Gongxian, nor at Dunhuang. At the Longmen caves, 

nineteen sutra engravings have been found so far.60 Among them, thirteen engravings 

appear to have been made sometime between the years 651 and 704 of the Tang dynasty 

(618-907 CE). Nine of the engravings are securely dated, while there is less certainty for 

the other four. 61 Some scholars believe that the earliest may be as old as the Northern or 

Eastern Wei period, but it is impossible to pinpoint the date due to lack of solid 

evidence.62   

                                                      

59 As Abe notes that Northern Liang votive stupas were particular to their o wn time and place. Abe (2002a), 

167-171. 
60 For sutra engravings at Longmen, see Zhenguo Wang (2006): 78-87; Jinglong Liu and Yukun Li eds. (1998), 

37-38 and 72; Yukun Li (1983), 31-33. 
61 For the list and their date of sutra engravings at Longmen caves, see Zhenguo Wang (2006), 83-84 and 87. 
62 For instance, in Huan yu fang bei lu , Xingyan Sun ( , 1753-1818) notes that the Banruo 

buoluomi duoxin jing (the Heart Sľtra, ), which seems to be that engraved on the northern 

wall of the Lianhua cave  in Longmen, belongs to the Northern Wei or Eastern Wei period, in the 

early sixth century. Xingyan Sun and Xing Shu eds. (1966), 19866. Requoted from Yukun Li (1983), 33. 

Yukun Li notes that one of the two sutra texts of the Heart Sľtra carved on the northern wall of the 

Lianhua  cave at Longmen was obviously made during th e Tang period, specifically in 700, the first 

year of the era of Jiushi  during Empress Wuɀs reign. This is known from the historical inscription 

added at the end of the sutra carving. Even though the other sutra engraving of the same sutra has no 

histor ical inscription, he  claims it should be dated from the Northern Wei, because it is very closely 

located to Buddhist shrines in the cave, which were made during Northern Wei period. Yukun Li (1998), 

37-38. For the identical opinion on one of the passages from the Heart Sľtra inscribed on the Lianhua cave, 

see Longmen wenwu baoguansuo et al. eds. (1991), vol. 1, 269. However, it is clear now that both carvings 
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In the Central Plain of China, the Buddhist practice of carving sutras on 

mountain cliffs appears to have begun in t he early sixth century.63 To date, the earliest 

Buddhist inscriptions carved on a mountain surfaces in this area have been found on a 

steep rock face next to the Qingtian River  in Boɀai County , Henan 

Province (Figures 33~36).64 On a cliff near the middle of the Qingtian River Valley 

(Figure 33), there is a slightly polished area 120 centimeters in height and 150 

centimeters in width (Figure 34), which is filled with an incised image in the center and 

texts at both sides (Figure 35). The central image is a standing bodhisattva incised in thin 

lines. A little squared face is crowned and has a mustache of a Chinese character,  (ba, 

meaning eight) (Figure 36). The bodhisattva wears a draped lower  garment, and a shawl 

falling diagonally down from the shoulders that crosses through a jade disk at the lower 

waist. In his left hand, the deity holds a spray of lotus flowers  that are placed on the left 

side of his chest.  His lowered right hand also hol ds a lotus. His head is framed by a 

                                                      

 

of the Heart Sutra in Lianhua cave were made during the Tang Dynasty since the carved texts are based on 

the translation by Xuanzang ( , c. 602 ɬ 664) in 649 CE. Baozong Li (2013), 79-80. In my opinion, o ne of 

the sutra engravings, which is at the no. 1544 shrine, might be as early as the Northern Wei or Eastern Wei 

period. It carries the Jingang banruo buoluomi jing (Diamond Sľtra ), translated into 

Chinese by KumêrajČva in 402-412 CE. The sutra was carved at Mt. Tai in Shandong Province, during the 

Northern Qi period. Nonetheless, it is i mpossible to pinpoint the date, because no historical record 

remains.  
63 While Tsiang states that monumental scriptural engravings have not been shown to have been made at 

any sites before the Northern Qi Dynasty, recent studies have demonstrated that the activity of carving 

sutras on stone began in the first part of the sixth century. Tsiang (1996a), 234. 
64 It was found by a shepherd in the 1980s. Jingqun Wang (2007), 195. For the detailed information on the 

inscription and the Guanyin figure, see Fushun Li (2002), 5-9; Jingqun Wang ed. (2009), no. 4, 39-42; 

Xuefen Zhang (2005, 01), 89-95; +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯ

40. 
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small nimbus, and there is a leaf-shaped mandorla around his whole body. He is 

standing on a lotus pedestal, with both feet pointing outward. The style of the 

ÉÖËÏÐÚÈÛÛÝÈɀÚɯÍÓÈÛÛÌÕÌËɯÉÖËàȮɯÏÐËËÌÕɯÜÕËÌÙɯÌÓÈÉÖÙÈÛÌÓàɯ×ÓÌÈÛÌd and flaring skirts and 

swirling shawls, along with his rectangular and elongated face, date this creation to the 

early sixth century of the Northern Wei period.  

At the bodhisattvaɀs left side is a carved passage of a Buddhist sutra, and at the 

right side  is a record of the making of the image. The engraved sutra begins with the title, 

ɁThe twenty -fourth Chapter on the Universal Gate (the Pumen pin ) of the Lotus 

Sutra   . (This sutra is popularly called ɁGuanyin jingɂ ).65 

The sutra passage is from the beginning of the ɁChapter on the Universal Gateɂ (Pumen 

pin , the twenty -fifth Chapter) of the Lotus Sutra .66 In fact, the 

ɁChapter on the Universal Gateɂ (Pumen pin , the twenty -fifth Chapter) of the 

Lotus Sutra was one of the most popular and frequently carved Buddhist sutras on stone 

                                                      

65 The Lotus Sľtra (T. 262, 8) was translated into Chinese by KumêrajČva ( , 334ɬ413 CE) in 406 CE. A 

brief explanation of the Lotus Sľtra and its translations in to Chinese, see Hurvitz (1976), preface, ix-xxvi. 

The carved text was from a twenty -fifth chapter of KumêrajČvaɀs translation, the Lotus Sľtra. T. 262, 9: 

56c03-56c08, Ɂ         

     

 .ɂ  
66 It is worthwhile to note that the engravings call the chapter the twenty -fourth, but it actually is the 

twenty -fifth chapter in the Taishĥ canon. A sutra stele now preserved at the Mujing monastery  in 

Shexian , Hebei Province, bears the same chapter of the Lotus Sľtra and it also is titled Ɂthe twenty -

fourth Chapter on the Universal Gate of the Lotus Sľtra . Interestingly, stone slabs 

where the same chapter of the Lotus Sľtra was carved during Tang period, and which hav e been preserved 

in the Yunjusi monastery bear Beijing, was finally titled Ɂthe twenty -fifth Chapter on the Universal Gate of 

the Lotus Sľtra , which is identical with the chapter number in the Taishĥ canon. 

This difference reflects the unstable state of sutra chapters during Chinaɀs medieval period. Ma Zhongli 

and Ma Xioqing (2006), 287. For the English translation, see Watson (1993), 298-300; Hurvitz (1976), 311-

312. 
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during early medieval China.  

The colophon carved at the right side of the Guanyin bodhisat tva is dated 509 CE, 

and states that the inscription was made after four thousand soldiers had worked for 

three months constructing the perilous road along the river during the winter of 508 to 

spring of 509.  It was hoped that the bodhisattva,  ÝÈÓÖÒÐÛÌĭÝara, also known as 

&ÜÈÕàÐÕȮɯÞÖÜÓËɯÏÌÓ×ɯÌÓÐÔÐÕÈÛÌɯÚÜÍÍÌÙÐÕÎɯÐÕɯÛÏÌɯÚÖÓËÐÌÙÚɀɯÓÐÝÌÚȮɯÈÕËɯÛÏÈÛɯÞÏÌÕɯ×ÈÚÚÌÙÚÉàɯ

looked at the bodhisattva image, they would generate the Bodhi mind .67 Considering the 

ÛÐÛÓÌɯÈÕËɯÊÖÕÛÌÕÛɯÖÍɯÛÏÌɯÊÈÙÝÌËɯÛÌßÛɯÖÕɯÛÏÌɯÉÖËÏÐÚÈÛÛÝÈɀÚɯÙÐÎÏÛ side, the image is most 

likely that of the Guanyin bodhisattva. According to the colophon, t he inscription dates 

two years earlier than the Daoist cliff inscriptions on mountains near Laizhou in 

Shandong discussed in the precedent section, so both inscriptions are contemporaries. 

As previously noted, at this time it cannot be determined whether the Daoist practice of 

carving its terms on mountain surfaces occurred before that of the Buddhists or 

afterwards. 

In the sixth century, in addition to the Buddhist  sutra texts that were carved on 

mountain cliffs, some sutra texts began to be carved on movable stones and stone steles 

as well. In fact, the stele was a product of Han Chinese culture that predated the spread 

of Buddhism. Resting on the back of a giant tortoise and capped by intertwined dragons, 

                                                      

67 It is dated to the second year of the Yongping  era of the Great Wei or Northern Wei (   ). 

According to the colophon, t he inscription is contemporary with ɬ exactly two years earlier than ɬ the 

Daoist cliff inscriptions on mountains near Laizhou in Shandong. For the details of the colophon, see 

Jingqun Wang (2009), 40-41. 
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a stele erected at a family shrine or tomb signified the importance of the carved text on 

its surface. When Buddhism arrived in China, this new religion adapted the stele for 

uses relevant to its own visual cultur e, mainly using it as a way to support figurative 

images.68  

From their beginning, the steles that appeared during the Han dynasty used their 

main body for script. The only sculpted parts are the head, often crowned with dragons; 

and the base, carved in the form of a giant tortoise. The texts on pre-Buddhist steles 

usually contain biographical information on particular individuals, extol their virtues, 

and describe historic and religious events. This stele tradition was closely associated 

with the high elite  or scholar-official classes.69 

When Chinese Buddhists appropriated the stele form, they changed the purpose 

and function of the steles. In Buddhist circles, the steles were mainly used for votive 

purposes, called votive steles (zaoxiang bei ). There are several types of steles, each 

based on shape, including those with sculptured figures on a rectangular form, pillars 

and lantern shafts in an architectural setting, and a leaf-shaped mandorla with 

sculptures of Buddhist deities. 70 In the sixth century, one of the most popular type of 

stele was that with figures in high relief against a leaf -shaped mandorla; the earliest 

                                                      

68 Buddhist appropriations of the Han traditional stele in China is a central theme of Wong (2004). See also 

Harrist (2008), 206-207; Kiriya (2003), 74. 
69 6ÖÕÎɯȹƖƔƔƘȺȮɯƕƛƙȰɯ+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƗƝ-40. 
70 Hongcai Luo reviews earlier classifications, and distinguishes five types of votive stelae. Hongcai Luo 

(2008), 56 and 96-103.  
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dated stele with a sutra text belongs to this type (Figures 39 and 40).  

In these votive steles, Buddhist icons were the principal feature, while the texts 

appear to have been considered supplemental. Buddhist images were carved on the 

front, with the texts being inscribed on the back or sides. The texts carved on the 

Buddhist votive steles were often votive inscriptions, made as written records relevant 

to the specific images with which they were associated.  These inscriptions will not be 

examined in detail here, as this is beyond the scope of this dissertation.  

As a result, this chapter does not include or examine the large number of 

inscriptions carved by Buddhists into the walls of the cave chapels at Longmen at the 

end of the fifth and beginning of the sixth centuries. These inscribed texts, usually 

located next to or beneath the niche of a Buddhist image, are all votive inscriptions 

documenting the circumstances in which the image was created. For instance, numerous 

inscriptions are carved in the Guyang Cave, the earliest cave-temple at Longmen, dated 

between 495-524 CE.71 One of the inscriptions was a dedication for a Budd hist image 

shrine by the monk, Hui Cheng  (Figures 37 and 38). The inscription, to the right of 

the Buddha image shrine, was a lengthy text carved on a large Han stele, describing Hui 

Chengɀs wishes to earn karmic merit from the production of the shrine for his deceased 

                                                      

71 The dating of the niches within the Guyang Cave is still a subject to debate. Wong (2004), 54-55; Tsiang 

(2000), 313-352. For studies on the niches within the Guyang Cave, see Abe (2002a), 185-257; McNair 

(2007), 7-30. 
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father, the Duke of Shiping , who had died in 498 CE.72 This text is not a 

duplication drawn from a Buddhist sutra text, but a dedication for the Buddha image.  

The location of Buddhist sutra texts on steles was similar to the placement of 

votive inscription texts on steles. Buddhist sutra texts were located primarily on the back 

ɬ and occasionally on both sides ɬ of stone steles, with Buddhist images sculpted on the 

front. 73 The earliest securely dated stele with Buddhist sutra texts was carved in 537 CE, 

and currently is part o f the Tĥↄkyĥ Daigaku Bungakubuɀs   collection in 

Japan (Figures 39 and 40).74 It is believed to have come from Shengguo Monastery 

 in Qufu , Shandong Province, which makes it the earliest securely dated 

stele with a Buddhist canon text found in Shandon g Province.75 On the front, a Buddha 

figure is sculpted in high relief, and is flanked by two disciples carved in low relief. 

Altogether, the carving covers nearly the entire front of the stele.  

Importantly, a section from the Diamond Perfection of Wisdom Sutra 

 is carved on the back of the mandorla.76 This carved passage 

                                                      

72 Abe (2002a), 197-200. For the details of the inscription, see McNair (2007), 19.  
73 Ledderose notes that stele with carved sutra texts can be considered the immediate successors of the 

miniature stupas, because both are movable, upright, standing monuments. Ledderose, ɁBuddhist Stone 

Sutras in Shandong,ɂ in Ledderose ed. (2014), 39. Steles were known in Western Asia, India, as well as 

China. In the Indian city of Sarnath, a group of Buddhist steles covered with relief scenes of Buddha, his 

associates, and narrative scenes created was in the fifth century. For possible connections between Gupta-

period stele and early sixth century Northern Wei stele, see Wong (2004), 66 and 129-30.  
74 It is dated the fourth year of the Tianping  era in the Eastern Wei Dynasty . Its height is 46.5 

centimeters. Lai Fei (2007), 154-55 and 219.  
75 Lai Fei (2007), 219. 
76 The Diamond Perfection of Wisdom Sľtra (T. 235, 8:748c20-751a07) was translated into Chinese by 

KumêrajČva in 402-412 C.E. ( , 334ɬ413 C.E.). Ono Genmyĥ ed. (1974), vol. 3, 506-508.  
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Ìß×ÓÐÊÈÛÌÚɯÛÏÈÛɯÛÏÌɯ!ÜËËÏÈɀÚɯÛÌÈÊÏÐÕÎɯÐÚɯÐÕÊÖÕÊÌÐÝÈÉÓÌɯÈÕËɯÐÕÊÖÔ×ÈÙÈÉÓÌɯÍÖÙɯÛÏÌɯÉÌÕÌÍÐÛɯ

ÖÍɯÛÏÖÚÌɯÞÏÖɯɁ×ÜÛɯÍÖÙÛÏɯÛÏÌɯ!ÖËÏÐɯÔÐÕËɂɯ(fa putixin ). It then encourages a 

person to grasp, meÔÖÙÐáÌȮɯÙÌÊÐÛÌȮɯÈÕËɯÔÈÚÛÌÙɯÛÏÌɯ!ÜËËÏÈɀÚɯÛÌÈÊÏÐÕÎȮɯÈÕËɯÍÐÕÈÓÓàɯ

ËÌÊÓÈÙÌÚɯÛÏÈÛɯÛÏÌɯ×ÓÈÊÌÚɯÞÏÌÙÌɯÛÏÌɯ!ÜËËÏÈɀÚɯÛÌÈÊÏÐÕÎɯÐÚɯÌß×ÓÈÐÕÌËȮɯÚÏÖÜÓËɯÉÌɯÏÖÕÖÙÌËɯ

with prostrations and circumambulations, like those done around a stupa. 77 

A passage from the Diamond Perfection of Wisdom Sutra also was carved on Mt. 

Tai, which has a long history of being one of the most well -known sacred mountains in 

China, and especially renown as the site of a stone inscription carved at the command of 

the First Emperor of Qin. 78 The Buddhist text carved on Mt. Tai is located in a valley on 

the southern face of the lower middle part of the mountain called Jingshiyu , or 

Sutra Rock Valley, due to the carving of the sutra canon there (Figure 41).79 The 

engravings on Mt. Tai are very well -known , probably due to their grand scale.  They 

cover an area of more than 2,064 square meters on the surface of a granite streambed.80 

                                                      

77 The selected passage for this stele is from T. 235, 8:750c07-23. For an English translation, see Red Pine trans. 

(2001), 14-16; Harrist (2008), 187. 
78 Mt. Tai has been regarded as a near-mythic pl ÈÊÌɯÈÚɯÖÕÌɯÖÍɯÛÏÌɯɁ%ÐÝÌɯ&ÙÌÈÛɯ,ÖÜÕÛÈÐÕÚȭɂɯMt. Tai has been a 

place of worship for at least three thousand years and has served as one of the most important ceremonial 

centers of China. During the Western Han Dynasty (206 BCE-25 CE), it was the site of the imperial feng 

and chan ȹÞÖÙÚÏÐ×ɯÖÍɯÏÌÈÝÌÕɯÈÕËɯÌÈÙÛÏȺɯÚÈÊÙÐÍÐÊÌÚȮɯÞÏÐÊÏɯÞÌÙÌɯÔÈËÌɯÛÖɯÌÕÚÜÙÌɯÛÏÌɯ#àÕÈÚÛàɀÚɯÍÖÙÛÜÕÌÚȭɯIn 

addition to being the site of the imperial feng and chan sacrifices, Mt. Tai was also the epicenter of 

Buddhism in eastern China. Beginning with  the founding of Shentong Temple northwest of  Mt. Tai in 351, 

Buddhist institutio ns ringed its slopes during the Northern Dynasties. Kaiqiu Zhao (1994), 77; Hui Liu 

(1994), 184-88; Robson (2004), 344 and 348-349; Robson (2010), 1380-1381. 
79 It is easy to reach the mountain in less than an hour. Harrist, 2007, 174. 
80 It is the longest and largest excerpts of all the carved sutras in Shandong. Different scholars note different 

numbers for the area covered by the carving. Claudia Wenzel notes about 1800 square meters, Lai Fei 1200 

square meters. See Claudia Wenzel 2011, 293; Lai Fei, 2007, 46. I concur with Harrist (2008), 175. The text 

was carved in forty -seven columns, separated by incised lines. There are empty spaces between the 10th 
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The ÊÈÙÝÐÕÎɀÚɯÌßÊÌÙ×ÛÌËɯÛÌßÛɯÊÖÔ×ÙÐÚÌÚɯÛÏÌɯÍÐÙÚÛɯÍÐÍÛÌÌÕ sections out of the thirty -two total 

sections in the #ÐÈÔÖÕËɯ2ľÛÙÈ - about half of the complete sutra altogether.81 The date of 

the engraving at Mt. Tai is unclear due to the lack of any colophon, but it was likely 

created sometime between the end of the 570s up to 580.82 The passage carved on the 

above stele from Shengguo Monastery  in Qufu  (Figures 39 and 40) is much 

shorter than that of those found on Mt. Tai, and features just the latter part of the 

passage inscribed on Mt. Tai.83 These carvings testify to the popularity of the Diamond 

Sutraɀs teachings in the sixth century Buddhist community.  

There are two more undated early steles carved with sutra texts of note. One was 

found in Qinyang  in Henan Province and is now in the collection of the Henan 

Museum  (Figures 42 and 43).84 In the front is a Buddha figure flanked by two 

bodhisattvas against a leaf-shaped mandorla, but all of their heads are missing. At the 

upper part of the mandorla, ÖÕɯÛÏÌɯÝÐÌÞÌÙɀÚɯÓÌÍÛɯÚÐËÌȮɯÐÚɯÈÕɯÌÓÌ×ÏÈÕÛɯÏÌÈËÐÕÎɯËÖÞÕÞÈÙËɯ

and to the right with a figure, presumably the Bodhisattva Prince, mounted  on its back. 

3ÏÐÚɯÚÊÌÕÌɯÙÌÍÌÙÚɯÛÖɯ0ÜÌÌÕɯ,ÈàÈɀÚɯȹÛÏÌɯÉÐÙÛÏɯÔÖÛÏÌÙɯÖÍɯ2ÐËËÏÈÙÛÈȺɯÞÏÐÛÌɯÌÓÌ×ÏÈÕÛɯËÙÌÈÔɯ

                                                      

 

and 11th columns, the 18th and 19th, and the 24th and 25th columns, along which visitors are allowed to 

ÔÖÝÌɯÜ×ɯÈÕËɯËÖÞÕɯÛÏÌɯÔÖÜÕÛÈÐÕɀÚɯÚÜÙÍÈÊÌɯÛÖɯÍÖÓÓÖÞɯÛÏÌɯÚÜÛÙÈɯÊÈÕÖÕɯÛÌßÛÚȭɯLai Fei (2007), 46. Kiriya Seiichi 

and Harrist note that there are forty -four columns in the car ving. Harrist (2008), 175; Kiriya (2006), 94. 
81 Harrist (2008), 182. 
82 Kiriya Seiichi made a similar observation that the engraving at Mt. Tai was established around the same 

time as those at Mt. Tie (579 CE) and Mt. Ge (580 CE). Kiriya (2006), 94-97 and 105. 
83 Lai Fei (2007), 46-47. 
84 It was originally found at Nanxun village , which is 15 km west of Qinyang . Jingqun Wang ed. 

(2009), 131-134, pl. 26. 
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ÈÕËɯÛÏÌɯÊÖÕÊÌ×ÛÐÖÕɯÖÍɯÛÏÌɯ!ÜËËÏÈȭɯ3ÏÌɯÚÊÌÕÌɯÖÍɯÌÓÌ×ÏÈÕÛɯÐÚɯÊÖÔ×ÓÌÔÌÕÛÌËɯÖÕɯÛÏÌɯÝÐÌÞɀÚɯ

right side by a horse kneeling and bowing to a pensive figure, with a nother man behind 

the horse. The scene of the pensive figure, a kneeling horse, and a man is a reference to 

2ÐËËÏÈÙÛÏÈɀÚɯ×ÈÙÛÐÕÎɯÍÙÖÔɯÏÐÚɯÎÙÖÖÔɯÈÕËɯÏÖÙÚÌȭɯThese two motifs refer to ¥êÒàÈÔÜÕÐɀÚɯ

incarnation and renunciation, respectively. 85 While the stele is undated, scholars agree 

that the sculptural style indicates it was probably created during the 530s or 540s, 

toward the end of Northern Wei period or during Eastern Wei period. 86 A small 

bodhisattva image is carved on the top part of the back, which is most likely the 

Guanyin Bodhisattva, based on the carved text below it. The remaining part was filled 

with Buddhist sutra texts. It has suffered severe weathering, and so most of the 

characters are illegible.  However, several of the remaining characters that are legible 

ÐÕËÐÊÈÛÌɯÛÏÈÛɯÛÏÌɯÊÈÙÝÌËɯÛÌßÛɯÐÚɯÍÙÖÔɯÛÏÌɯÉÌÎÐÕÕÐÕÎɯÖÍɯÛÏÌɯɁ"ÏÈ×ÛÌÙɯÖÕɯÛÏÌɯ4ÕÐÝÌÙÚÈÓɯ

&ÈÛÌɂɯȹPumen pin, the twenty -fifth Chapter ) of the Lotus Sutra.87  

As previously noted, the earliest Buddhist sutra carved on a steep rock face at the 

Qingtian  1ÐÝÌÙɯÐÕɯ!ÖɀÈÐɯ"ÖÜÕÛàȮɯ'ÌÕÈÕɯ/ÙÖÝÐÕÊÌɯÈÓÚÖɯÉÌÈÙÚɯÛÏÌɯÉÌÎÐÕÕÐÕÎɯÖÍɯÛÏÌɯÚÈÔÌɯ

                                                      

85 At the Yungang and Dunhuang caves, several examples of this pair of iconography, dating from the 

Northern Wei to early Tang periods , are carved or painted. See Howard (1982-83): 368-81. 
86 Jingqun Wang ed. (2009), 131-134. 
87 The selected passage for this stele is from T. 262, 9: 56c03-58b07. For the translation, see Watson (1993), 

298-306; Hurvitz (1976), 311-319. The text is almost the same as that of the Taishĥ canon, but leaves out the 

gatha, in accordance with the original version of KumêrajČvaɀs translation. Chün-fang Yü explains that the 

verse sections at the end of each chapter were taken from the later translation of the Supplemented Lotus 

Sľtra of the Wonderful Law  (T. 264, 9: 134-197) written in 601 by Jñênagupta  (523ɬ

c. 600) and Dharmagupta  (d. 619), and then added to the earlier, more popular KumêrajČva 

translation. See Yü, Chün-fang (2001), 38. Zhong Chonglin also points this out. Zhong Chonglin (2006), 293. 
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sutra (Figures 33~36). However, the Qingtian rock-cut sutra passage is much shorter 

ÛÏÈÕɯÛÏÌɯ'ÌÕÈÕɯÚÛÌÓÌȯɯÐÛɯÍÌÈÛÜÙÌÚɯÛÏÌɯÝÌÙàɯÉÌÎÐÕÕÐÕÎɯÖÍɯÛÏÌɯ2ÜÛÙÈɀÚɯÊÏÈ×ÛÌÙɯÖÕÓàȭɯ(Õɯ

additional to the two locations just mentioned, the Ɂ"ÏÈ×ÛÌÙɯÖÕɯÛÏÌɯ4ÕÐÝÌÙÚÈÓɯ&ÈÛÌɂɯÈÓÚÖɯ

has been found engraved in other places, including on the cliffs of Huangshiya (as will 

be discussed below); on the upper sections of the front, left, and right walls of the no. 4 

Cave of Southern Xiangtangshan;88 and on the walls outside of the cave temples on Mt. 

Zhonghuang in Hebei. It also has been carved on other steles, including one preserved at 

the ruins of the former Haitan Monastery  site in Shandong Province,89 and at 

Mujing Monastery  located just west of Shexian where Mt. Zhonghunag is located 

in Hebei.90 The fact that the Chapter on the Universal Gate is the earliest-known 

Buddhist sutra carving on Chinese rock cliffs to date,  and also was the most frequently 

carved sutra on cliffs as well as steles, demonstrates its popularity during this period of 

                                                      

88 In the book, Xiangtangshan Shiku bei ke ti ji zong lu , the sutra texts on the walls of 

the cave were identified as chapter 7 of the Lotus Sľtra, probably because the characters denoting the 

chapter number had been severely worn away, and so were identified as qi  (seven). Zhang Lintang ed. 

(2007), vol. 1, 17-28. However, originally it should have been nian  (twenty), and there should also have 

been one more character, si  (four). This  is clear considering the legible letters of the sutra passage. In 

studying stone carvings of the Guanyin jing, Zhong Chonglin identifies this rightly as Ɂthe twenty -fourth 

Chapter on the Universal Gate.ɂ Zhong Chonglin (2006), 299-300. The selected passage for this cave is 

identical to that on the stele in Qinyang , Henan Province, on the stele at the former Haitan 

Monastery ( ) site in Shandong and on the stele at the Mujing Monastery  in Hebei. 
89 This site is located 17 km to the northwest of the county seat of Dongping, and 30 km south-southwest of 

the county seat of Pingyin . Ledderse ed. (2014), 464-467. Yan Juanying ed. (2008), 172-173. 
90 For the detailed information on the stele, see Ma Zhongli and Ma Xioqing (2006), 280-291. For information 

about the stone carvings based on the ɁChapter on the Univer sal Gateɂ (Pumen pin, the twenty -fifth 

Chapter) of the +ÖÛÜÚɯ2ľÛÙÈȮɯsee Chapter 4. 
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Chinaɀs history.91  

The second early stele is said to have been discovered in an area around Luoyang, 

and is now in the Museum of Stone Carving in Luoyang , Henan 

Province (Figures 44 and 45).92 It is in the shape of a rectangular parallelepiped with a 

dimension of 130 centimeters in height, 59.5 centimeters in width, and 17 centimeters in 

depth. Originally there would have been a sculptured stele he ad, but this is now missing. 

On its lavishly sculptured front center, a seated Buddha figure is flanked by two 

bodhisattvas and two disciples. On the sides and back of the stele, the entire text of the 

Sutra Spoken by the Buddha of Neither Increase Nor Decrease (Fo shuo buzeng bujian jing 

) has been carved.93 The stele is undated, but the sculptures and 

inscriptions are believed to have been made more or less at the same time. Based on 

their style, the stele seems to have been made at the end of Northern Wei and in the 

beginning of th e Eastern Wei, probably in the 530s-540s.94  

                                                      

91 From investigating the devotional uses and symbolic functions of Buddhist sutra texts in early medieval 

China, Campany observes that this chapter of the +ÖÛÜÚɯ2ľÛÙÈ was the most popular sutra text Buddhists 

used to practice recitation at that time. Because the chapter declares that whoever calls upon the name of 

Guanyin bodhisattva can obtain salvation even if he or she is guilty, Buddhists had worshipped the sutra 

texts as vehicles for salvation and objects of reverent action. Campany (1991), 30-34. 
92 See Dazhong Gong (1984), 44-45; Jingqun Wang ed. (2009), 362-364.  
93 Fo shuo buzeng bujian jing  (T. 668, 16:466a-468a) is translated into Chinese by Bodhiruci 

 in 525 during the Northern Wei period. Ono Genmyĥ ed. (1974), vol. 9, 192-193.  
94 Gong Dazhong states that the sculptural style of the stele is not that different from sculptures a t the 

Longmen Guyang cave (established around in the end of the fifth century and the beginning of the sixth 

century). Gong Dazhong (1984), 44-45. Wang Zhenguo notes that among the widespread sutra engravings 

of the Northern Qi, the stele is one of the major masterpieces of Northern Qi steles, because the 

calligraphical style of the sutra text resembles a popular style seen during the Northern Wei period. He 

misses the point that this would be an early sutra stele made during the Northern Wei or Eastern Wei  

period. Jingqun Wang ed. (2009), no. 40, 363-364. On the upper part of the front side, there is an inscription 



 

106 

These movable stone monuments are heavy and not easy to move. Nonetheless, 

many of them have been moved and many have disappeared over the course of time. 

Fortunately, some rubbings of these monuments have been preserved.  In the absence of 

rubbings or the monuments themselves, some are only known because they were 

recorded in epigraphic literature. From epigraphic sources, two more early steles with 

sutra engraving have been recognized. Quoting from the book, Yi feng tang jin shi wen zi 

mu , written by Qing dynasty scholar, Miao Quansun  (1844-

1919), Zhao Chao mentions a Northern Wei example of a carved sutra dated 517 (  

 2 , Northern Wei) and a Eastern Wei stele with carved sutra dated 537 (   

4 , Eastern Wei) in his book Zhongguo gudai shike gailun .95 According 

to Zhao, the former stele was dedicated by Farun  and the others with the gatha of 

the Sutra of Neither Increase Not Decrease (Buzeng bujian jing song ). Based 

on the tit le, it seems that a verse (gatha) of the Sutra was carved, but Miao Quansun 

notes that the sutra text is carved on four sides, and that the sutra passage was carved 

first, followed by the verse (gatha) section.96 No further details are known. Miao 

                                                      

 

dated 1068 ( , Northern Song period). The characters are smaller than the other characters in the 

sutra text and are shallowly carved. Thus, the inscription was added in the later period when the stele was 

re-dedicated.  
95 Zhao Chao (1997), 62. In addition, a brush-written passage from the Foshuo weizengyou jing in cave 169 

at the Bingling Monastery in Gansu is dated 420. Zhang Baoxi (1997), 129-132. However, this is not a rock 

carving, but brush -work. Meanwhile, Tsien notes that the name of the Amit êbha Buddha was carved on a 

cliff at Xuzhou, Jiangsu Province in 450 CE. Tsien (1962), 85. This record needs further investigation.  
96 Miao Quansun  (1844-1919), Yi feng tang jin shi wen zi mu , Shi ke shi liao xin bian, 
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Quansun also mentions another stele with a sutra carving dated to 537, but does not 

provide information about what text it bears. 97 Citing these two steles, Zhao Chao makes 

the meaningful suggestion that stone sutras had been created during the earlier 

Northern Wei period. However, few from this period remain, whereas a number of 

examples from the Northern Qi period luckily have survived. 98 

In Shandong Province, then, when did the sutra carving on stone begin? In terms 

of freestanding steles, the earliest is the one believed to have been at the Shengguo 

Monastery  in Qufu , Shandong, currently in the collection of the TÖↄÒàĥɯ

Daigaku Bungakubu ( Figures 39 and 40). As noted earlier, it has an inscription 

indicating it was created in 537 during the Eastern Wei period. On the back of the 

mandorla, a section from t he Diamond Perfection of Wisdom Sutra is carved.99  

The earliest Buddhist inscription on a mountain surface in Shandong Province 

has been found on the cliff of the Huangshiya . This site is located in Jinan , 

the capital city of present day Shandong Province. Buddhist figures were carved  on the 

unpolished rock surfaces both on the inside and outside of the natural cave (Figure 46), 

and the inscribed Buddhist text was placed above the Buddhist sculptures on the outside 

                                                      

 

Mu lu ti ba lei 26 (Taibei: Xinwenfeng chubangongsi, 1982), 19539, Ɂ  :  

   .ɂ 
97 Miao Quansun  (1844-1919), Yi feng tang jin shi wen zi mu , Shi ke shi liao xin bian, 

Mu lu ti ba lei 26 (Taibei: Xinwenfeng chubangongsi, 1982), 19546, Ɂ :   .ɂ 
98 Zhao Chao (1997), 62.  
99 T. 235, 8:750c07-23.   
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of the cave. The rocky wall is perpendicular, and the texts, which were intermingled 

with images, were only carved on vertical surfaces. The inscriptions of several Buddhist 

images indicate that the sculptures were created from 523 to 540 CE, and the Buddhist 

text has been thought to have been created sometime between the end of 530s to the 

early 540s.100 Unfortunately, the carved text w as destroyed between the 1940s and 

1950s.101 Only the rubbings remained from the carved texts (Figure 47).102 The beginning 

of the engraving is titled  (Gatha of the Great ParanirvêẒa Sutra) and it 

consists of a verse from a chapter entitled ɁSagely Practice ɂ of the Great 

ParanirvêẒa Sutra and a verse from a chapter of  ɁGaogui dewang pusa pin 

ɂ from the same sutra.103 The sixteen carved characters, read: ɁAll dharmas are 

                                                      

100 Eight colophons carved at Huangshiya Cliff have survived to  the present, and among them, seven record 

the year when the sculptures were made. The colophons indicated the sculptures were made from 523 to 

540. The Buddhist sutra inscriptions were thought to have been created in the 540s, during Eastern Wei. 

Lai Fei notes that the Buddhist sutra engraving at the Huangshiya was created in 544, the second year of 

the Wuding era ( ) of Eastern Wei. Lai Fei (2007), 219. For information about the sculptures and the 

records of making sculptures inside and outside of the Huangshiya cave, see Zhang Zong (1996), 37-46.   
101 Lai Fei (2007), 6. 
102 The area of the sutra engraving is 38 centimeters in height and 41 centimeters in width. For a brief 

account of the inscribed texts at Huangshiya, see Lai Fei (2007), 5-6. For the rubbings, see Beijing 

tushuguan Jinshizu ed. (1989), vol. 5, 203. 
103 The selected passages for the engraving are Ɂ  ɂ (T. 374, 12: 450a16) and Ɂ  

ɂ (T. 374, 12: 451a01) from the chapter of ɁSagely Practiceɂ and Ɂ    

ɂ (T. 374, 12:497b09-10) from the chapter of ɁGaogui dewang pusa pin,ɂ of the Great ParanirvêẒa 

Sľtra. The sutra was translated into Chinese by Dharmak ema  in 412-4 CE. For analysis of 

Nirvana -related texts in medieval Chinese Buddhist canon, see 2010a), 88-9. Besides, the passage can be 

seen at T. 7, 1: 204c23-24; T. 375, 12: 692a13 and 693a1. The English translation is adopted from Ledderose 

ed. (2014), 402. In Ji zhujing lichanyi , which was written in 730 during the Tang Dynasty by 

the monk, Zhisheng , the carved texts on Huangshiya cliff from the Great ParanirvêẒa Sľtra are 

introduced. Zhisheng collected a number of passages popularly used in diverse Buddhist rituals during 

the period. In his compilation, Ji zhujing lichanyi, we can see the thirty-six characters in a row, while the 

translation of the Great ParanirvêẒa Sľtra by Dharmak ema places those passages in scattered sections in 

two separate chapters. See T. 1982, 47: 457b15-17, Ɂ      
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impermanent; this is the Law of birth and extinction; After birth and extinction have 

been extinguished, tranquil extinction is bliss ɂ (    ).  

These sixteen characters are called ɁGatha of Impermanenceɂ or Ɂwu chang jieɂ  and 

they were frequently carved on other sites. It was this text that was carved at Mt. Sili and 

then later destroyed by a subsequent group of Buddhists who carved a votive Buddhist 

image and votive inscription at the same spot as was discussed in Introduction. This 

same text also was carved on the lintel of cave six at Southern Xiangtangshan in Hebei 

Province and on Mt. Jian in Shandong Province during the Northern Qi period. The fact 

that the verse was carved frequently and is located in several places demonstrates its 

popularity in Buddhist circles during the sixth century. The rest of the engraving on the 

cliff at Huangshiya is from the beginning of the Ɂ"ÏÈ×ÛÌÙɯÖÕɯÛÏÌɯ4ÕÐÝÌÙÚÈÓɯ&ÈÛÌɂɯÖÍɯÛÏÌɯ

Lotus Sutra.104 The text selected here is exactly the same as that on a steep rock face at the 

0ÐÕÎÛÐÈÕɯ1ÐÝÌÙɯÐÕɯ!ÖɀÈÐɯ"ÖÜÕÛàȮɯ'ÌÕÈÕɯ/ÙÖÝÐÕÊÌȮɯËÈÛÌËɯƙƔƝɯȹFigures 33~36). These 

carvings show that this section of the sutra also was popular and widespread among 

Buddhist contemporaries of the period. 105 

                                                      

 

  , calling it ɁGatha of Impermanenceɂ . Interestingly, the same gatha is 

explained in a different chapter in the book, noting it is needed in order for Buddhists to experience 

rebirth in the paradise of Amitabha Buddha ɀs pure land. T. 1982, 47: 462b17-20. Thus, it is known that the 

gatha had been very popular before the Tang period when Zhisheng collected it and wrote it down. For 

brief information on Ji zhujing lichanyi , see Ono Genmyĥ ed. (1974), vol. 5, 220-221.  
104 T. 262, 9: 56c03-08.  
105 It was found by a shepherd in the 1980s. Jingqun Wang (2007), 195. For detailed information on the 

inscription and the Guanyin figure, see Jingqun Wang ed. (2009), no. 4, 39-42; Xuefen Zhang (2005), 89-95.  
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These earliest examples of Buddhist sutra inscriptions on stone, both as 

freestanding steles and on the rock surface of a mountain, reflected the contemporary 

Buddhist practices and beliefs of that time. Accordingly, the sutra sections selected for 

rock carving were some of the most popular Buddhist texts during the sixth century.  

As discussed above, sutra carving on stone began in the first part of the sixth 

century, during the end of the Northern Wei period. These carved sutras include: the 

chapter on the Universal Gate of the Lotus Sutra, the Sutra Spoken by the Buddha of Neither 

Increase Not Decrease, the Diamond Perfection of Wisdom Sutra, and the Gatha of 

Impermanence from the &ÙÌÈÛɯ/ÈÙÈÕÐÙÝêἶa Sutra. Among them, during the Northern Qi 

period, the Chapter on the Universal Gate of the Lotus Sutra and Gatha of Impermanence 

from the &ÙÌÈÛɯ/ÈÙÈÕÐÙÝêἶa Sutra were carved over broad areas, including those of the 

Northern Qi capital are a, the Mt. Zhonghuang area in Hebei, and the Shandong area. 

This wide presence demonstrates the popularity that the Universal Gate of the Lotus 

Sutra and the Gatha of Impermanence had at that time; in contrast, the Diamond Perfection 

of Wisdom Sutra was carved mainly in Shandong.  

The earlier examples of sutra texts carved on both natural cliffs and stone steles, 

×ÙÌÚÌÕÛɯÈɯËÐÝÌÙÚÌɯÊÖÓÓÌÊÛÐÖÕɯÖÍɯ!ÜËËÏÐÚÛɯËÌÐÛÐÌÚɀɯÐÔÈÎÌÚȮɯÈÕËɯÛÌÚÛÐÍàɯÛÖɯÛÏÌɯ×ÙÐÖÙÐÛàɯÛÏÌÐÙɯ

creators gave to image over text. However, the full transition to steles without, or almost 

without, sculptured images soon followed. In the 560s, Buddhist texts were considered 

more important than iconic images. This is a key characteristic of Northern Qi sutra 
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carvings, especially in Shandong Province. During the latter part of the sixth century, 

Buddhist stone steles featuring Buddhist icons were still popular. However, during the 

Northern Qi period in Shandong Province ɬ as well as in a few other regions ɬ Buddhist 

steles served primarily to present Buddhis t sutra texts, and any depiction of Buddhist 

images was supplemental or dispensable. Interestingly, this kind of development by 

Shandong Buddhists appears to have been a reversion to the traditional Chinese stele 

types created during the Han period, when t he main body of steles was used for 

inscriptions, and the sculptured elements were limited to the head and base. Although 

the main ideas expressed in the carved text of the steles shifted from Confucianism to 

Buddhism, these kinds of developments in Shandong Buddhist circles reminds us of the 

earlier stele tradition closely associated with the scholar-official class. The historical 

inscription located next to the grand virtual stele established in 579 on the slope of Mt. 

Tie in Zoucheng, Shandong, which is the main focus of chapter five, displays how much 

the author of the inscription was conversant with Chinese scholarly traditions. This 

seems to suggest that the patrons of the Buddhist sutra texts engraved in Shandong 

were well -aware of the Chinese scholar culture, and presumably belonged to a similar 

elite-scholar class.   
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4. Buddhist Texts Carved at Mt. Hongding: Sengôan 
Daoyi and Monastic Goals 

Mt. Hongding is located in the southwestern region of the central highlands in 

Shandong Province and east of Lake Dongping  in Dongping County ( Figures 1 

and 2).1 The Mt. Hongding site was not discovered until the 1980s, whereas other 

mountain inscription sites had been discovered, recorded, made into rubbings, and 

studied by a number of Qing dynasty epigrap hers.2 When the site was found by a 

shepherd in the 1980s, a full-scale investigation with international cooperation in 

archaeological field work and study was conducted, but the findings were not published 

until 1994.3 

The Buddhist carvings at Mt. Hongdin g are the most significant in the history of 

the Shandong Buddhist mountain engraving texts, due to the following reasons: First of 

all , the Buddhist carvings at Mt. Hongding are considered the terminus a quo of the 

Shandong Buddhist rock carved sutras. They were created around 553-564 CE, the 

                                                      

1 It is 24 kilometers northwest of the county seat of Dongping.  Thorsten Schwing ȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ

2×ÈÊÌȯɯ+ÖÊÈÛÐÖÕȮɂɯÐÕɯLedderose ed. (2014), 69. Mt. Hongding is divided into Greater Mt. Hongding 

 and Mt. Er Hongding . The Buddhist engravings were situated on. Mt. Er Hongding which 

denotes the main mountain peak at the east end of the valley. Thus, the mountain is commonly known as 

Mt. Er Hongding to the locals. Greater Mt. Hongding denotes the mountain peaks east of Mt. Er Honging. 

After the discovery of Buddhist stone inscriptions, the name Ɂstone inscriptions of Mt. Hongding ɂ 

 was assigned in 1995 to the inscriptions that are actually on Mt. Er Hongding. For the place name, 

see Lai Fei, ɁMount Hongding ɬSpace: Place Name,ɂ in Ledderose ed. (2014), 71. 
2 Zhang Zong (2000a), 61. 
3 For details of the discovery, see Xugang Wu (2003), 352. Regarding the discovery of the site, Zhao Luo 

notes that it was discovered in 1994, but one report says it was in 1989. Zhao Luo (2013): 304. Regarding 

ÛÏÌɯÙÌÚÌÈÙÊÏɯÏÐÚÛÖÙàɯÖÍɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯÚÌÌɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬTime: 

1ÌÚÌÈÙÊÏɯ'ÐÚÛÖÙàȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺ, 80-82. 
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earliest date known for Buddhist text carvings. Second, Mt. Hongding bears the largest 

number and greatest variety of carved Buddhist texts compared to those found in other 

numerous Buddhist carving sites. And, it was  at Mt. Hongding that the forms and 

contents of the mountain sutra carvings created in Shandong during the Northern Qi 

period were established. Finally, the main person involved with the Mt. Hongding 

ÊÈÙÝÐÕÎÚɯÞÈÚɯÛÏÌɯÔÖÕÒȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ, who was a prominent patron, 

calligrapher, and organizer of the carvings at Mt. Hongding, as well as those in other 

nearby vicinities. He was active at Mt. Hongding in the 550s and 560s, and at several 

other sites during the latter part of the 570s. SÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ×ÙÌÚÌÕÊÌɯÐÕɯÉÖÛÏɯÛÏÌɯÌÈÙÓÐÌÚÛɯ

and the latest sites in the history of the engraved Buddhist texts at Shandong mountain 

indicates that he was the most significant figure involved with the Buddhist practice of 

carving Buddhist texts on mountain  surfaces in Shandong during the Northern Qi 

period.  

Given this significance, it is undeniable that the Mt. Hongding carvings provide 

us with crucial information for analyzing the content, forms, and functions of the 

engravings; as well as the goals of the patrons of the Northern Qi period. However, 

additional clarification is still needed to determine the dates of the engravings and 

ÐÕÍÖÙÔÈÛÐÖÕɯÈÉÖÜÛɯÛÏÌÐÙɯ×ÙÐÔÌɯÊÙÌÈÛÖÙȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ.ÕÌɯÖÍɯÛÏÌɯÐÚÚÜÌÚɯÐÚɯÛÏÈÛɯÛÏÙÌÌɯÖÍɯ

the four dated inscriptions at Mt. H ongding adopted an unusual calendar, which is 

based on counting the years after the nirvana ÖÍɯ¥êÒàÈÔÜÕÐɯ!ÜËËÏÈȭɯ2ÐÕÊÌɯÛÏÌÙÌɯÐÚɯÕÖɯ
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ÊÖÕÚÌÕÚÜÚɯÊÖÕÊÌÙÕÐÕÎɯÛÏÌɯËÈÛÌɯÖÍɯ!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈȮɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÓÌÕËÈÙɯÜÚÌËɯÛÖɯËÈÛÌɯ

ÛÏÌÚÌɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÐÚɯÕÖÛɯÈÕɯÌÚ×ÌÊÐÈÓÓàɯÏÌÓ×ÍÜÓɯÖÕÌɯÍÖÙɯÖÜÙɯ×ÜÙ×ÖÚÌÚȭɯ1ÌÎÈÙËÐÕÎɯ2ÌÕÎɀÈÕɯ

Daoyi: no historical sources mention his name, so the only sources that allow us to 

glimpse his life are the inscriptions carved on the cliffs in Shandong. Accordingly, a 

more detailed exploration is needed to discover who and what he was to his Northern 

Qi contemporaries. Therefore, this chapter will explore in detail the issues related to the 

ËÈÛÐÕÎɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕÚȮɯÈÕËɯÞÐÓÓɯÐÕÝÌÚÛÐÎÈÛÌɯÛÏÌɯÍÐÎÜÙÌɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÉÌÍÖÙÌɯÔÖÝÐÕÎɯ

ÖÕɯÛÖɯËÐÚÊÜÚÚɯÛÏÌɯÊÈÙÝÌËɯ!ÜËËÏÐÚÛɯÛÌßÛÚɯÈÕËɯÛÏÌÐÙɯ×ÈÛÙÖÕÚɀɯÎÖÈÓÚȭɯ 

The patrons of the carvings at Mt. Hongding were main ly Buddhist monks - 

ÐÕÊÓÜËÐÕÎɯÛÏÌɯÔÖÕÒɯÊÈÓÓÐÎÙÈ×ÏÌÙȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯɯ-ÖɯÕÈÔÌÚɯÖÍɯÓÈàɯ×ÙÈÊÛÐÛÐÖÕÌÙÚɯÞÌÙÌɯ

recorded. This suggests that Buddhist priests were in charge at this site, so the 

inscriptions would likely be driven by religious practices rather than  secular 

motivations. 4 However, in several dedicatory inscriptions at the Mt. Hongding site, the 

monk patrons were silent about their goals for carvings or what they wished to do with 

their carvings. Accordingly, in order to explore the goals of these monk  ×ÈÛÙÖÕÚɀȮɯÞÌɯ

must investigate the carved texts themselves, and analyze what the connotations and 

teachings of the carved Buddhist texts meant to the patrons.  

                                                      

4 Carvings on other mountain sites, especially made in the latter part of the 570s, include several lay 

×ÙÈÊÛÐÛÐÖÕÌÙÚɀɯÕÈÔÌÚȮɯÈÕËɯÙÌÍÓÌÊÛÚɯÛÏÌÐÙɯÔÖÛÐÝÈÛÐÖÕÚȭɯ2ÌÌɯÊÏÈ×ÛÌÙɯÍÐÝÌ in this dissertation.  
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With these points in mind, this chapter investigates the Buddhist texts and 

dedicatory inscripti ons carved at the Mt. Hongding site, and discusses their main 

×ÈÛÙÖÕÚȮɯÛÏÌɯ×ÈÛÙÖÕɀÚɯÎÖÈÓÚɯÍÖÙɯÛÏÌɯÊÈÙÝÐÕÎÚȮɯÈÕËɯÛÏÌɯÍÜÕÊÛÐÖÕɯÛÏÌɯÊÈÙÝÌËɯÛÌßÛÚɯÏÈËɯÍÖÙɯÛÏÌɯ

patrons. The location and distribution of the carved texts at Mt. Hongding will be 

described first, foÓÓÖÞÌËɯÉàɯÈÕɯÌß×ÓÖÙÈÛÐÖÕɯÖÍɯÛÏÌɯÔÖÕÒɯ×ÈÛÙÖÕÚɀɯÐËÌÕÛÐÛÐÌÚɯÈÕËɯÛÏÌɯÐÚÚÜÌɯ

regarding the dating of the inscriptions. Then the chapter will delve into the monk 

×ÈÛÙÖÕÚɀɯÎÖÈÓÚɯÚÜÙÙÖÜÕËÐÕÎɯÛÏÌɯÊÙÌÈÛÐÖÕɯÖÍɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚɯÛÏÙÖÜÎÏɯÛÏÌɯÈÕÈÓàÚÐÚɯÖÍɯ

the carved Buddhist texts themselves.   

The most noteworthy of the Buddhist texts carved at Mt. Hongding are the 

excerpts from the Sutra on the Great Perfection of Wisdom Spoken by ,ÈęÑÜĭÙČ (2È×ÛÈĭÈÛÐÒêɯ

×ÙÈÑęê×êÙÈÔÐÛê, Wenshushili suoshuo mohe bore boluomi , 

hereafter the ,ÈęÑÜĭÙČ PÙ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľtra); a phrase about the six ×êÙÈÔÐÛê (Six 

Perfections, liu boluomi ) and Praj¶ǕpǕramitǕ (Perfection of Wisdom, bore boluomi 

); and the Buddha name Ɂ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯȹDa Kong Wang 

Fo ). These repertoires of Buddhist carvings originally appear at this site, and 

later on, were frequently duplicated at other sites as well. This chapter examines how 

these chosen texts reflect popular sixth century Buddhist teachings and practices that 

inf luenced the monks who created and sponsored these inscriptions. 
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4.1 Location and Distribution of the Buddhist Texts Caved at Mt. 
Hongding in Dongping  

Mt. Hongding is geologically part of the limestone formations of the Shandong 

mountains, unlike other mountain sites that are affected by alluvial deposits.5 V-shaped 

opposite inner slopes of the mountain ridges on the eastern edge of Lake Dongping, 

which open to the vast surface of the Lake on the west, were selected for the carving of 

Buddhist texts (Figure 48).6 

Overall, twenty -three inscriptions were carved on the mountain, seventeen of 

which are on the northern slope and six of which are on the southern slope (Figures 

49~52).7 There are about three times as many  inscriptions on the northern slope  than 

                                                      

5 *ÐÙÐàÈɯ2ÌÐÐÊÏÐɯ×ÖÐÕÛÚɯÛÏÐÚɯÖÜÛȮɯÕÖÛÐÕÎɯÛÏÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɀÚɯÙÖÊÒɯÍÖÙÔÈÛÐÖÕÚɯÎÌÖÓÖÎÐÊÈÓÓàɯÉÌÓÖÕÎɯÛÖɯÛÏÌɯ

limestone family, while the rock formation s on other mountain sites holding sutra carving are primarily 

made of granite. He further notes that this difference of geology explains the severe weathering and poor 

condition of the carvings on Mt. Hongding compared to other sites in Shandong. Kiriya (2002a), 31. This 

phenomenon also is mentioned in Ledderose ed. (2014), 69. 
6 The valley enclosed by Mt. Hongding is at an altitude of slightly more than 100 meters above sea level and 

the inscriptions are situated about 14 meters above ground. The angle of the cliff surface is 43 to 87°. For 

detailed geographical information of the engravings on Mt. Hongding, see Shandong Shike Yishu 

Bowuguan (2006), 79-80; 3ÏÖÙÚÛÌÕɯ2ÊÏÞÐÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ2×ÈÊÌȯɯ+ÖÊÈÛÐÖÕȮɂɯÐÕɯLedderose ed. (2014), 

69. Tsai Suey-Ling suggests that the ancient Chinese system of selecting an auspicious place, the role of 

Wind and Water (Fengshui , geomancy), played an important role in the site selection. According to her, 

the monks chose the site using Fengshui.  As a result, the site is enclosed by the native Four Sacred 

Animals. By doing this, the monks reinforced the efficacy of this Buddhist sacred space. Tsai Suey-Ling 

(2011), 129-148. 
7 +ÌËËÌÙÖÚÌɯÈÕËɯ6ÌÕáÌÓɯÕÖÛÌɯÛÏÈÛɯɁÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÕɯÛÏÌɯÛÞÖɯÚÓÖ×ÌÚɯÈÙÌɯ×ÈÙÛɯÖÍɯÈɯÚÐÕÎÓÌɯÌÕÛÌÙ×ÙÐÚÌȮɂ as 

identical texts are placed facing each other, albeit spanning long distances across the valley. See Ledderose 

and Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ2×ÈÊÌȯɯ3Ö×ÖÎÙÈ×ÏàɯÈÕËɯ2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂɯÐÕɯLedderose ed. (2014), 71. 

Their observation could be true regarding i nscriptions carved on the northern slope, which could have 

been created as part of a single project despite the slight time differences of their production. Several 

positioned on the south, such as HDS 22 (the passage of 98 Characters from the Sutra on the Great 

Perfection of Wisdom Spoken by ,ÈęÑÜĭÙČȺɯÈÕËɯ'#2ɯƕƝɯȹɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂȺɯÔÐÎÏÛɯÏÈÝÌɯ

been designed considering their respective pair HDS 16 and HDS 8 on the northern slope with identical 

passages. However, several inscriptions carved on the southern slopes at Mt. Hongding seem repetitive. 
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there are on southern slope, and they stretch over 45.44 meters from the west end (HDS 

1) to the east end (HDS 16.1) (Figure 50).8 By contrast, the inscriptions on the southern 

slope cover a length of only 27.83 meters (Figure 52).9 The inscriptions on th e northern 

slope are divided into four distinct groups based on their locations ( Figure 50).10 The first 

ÛÏÙÌÌɯÎÙÖÜ×ÚɯÈÙÌɯÚÌÛɯÏÖÙÐáÖÕÛÈÓÓàɯÈÓÖÕÎɯÛÏÌɯÚÓÖ×ÌɀÚɯÙÖÊÒɯÍÈÊÌɯÈÛɯÙÖÜÎÏÓàɯÛÏÌɯÚÈÔÌɯÓÌÝÌÓȭɯ

The western group (HDS 1 ɬ HDS 4) and central group (HDS 5 and HDS 6) are 

separated by 9.82 meters, and the central and eastern groups (HDS 7 ɬ HDS 12) by 11.63 

meters. These three groups are connected by a narrow path, which closely follows the 

contour of the steep rocky slope (Figure 53). The inscriptions in the last group (HDS 

13~HDS 16) are located at the east end of the northern slope. Following the natural 

upward slope of the path and cliff sides, they are carved higher than the other three 

                                                      

 

For instance, HDS 22 (the passage of 98 Characters from the Sutra on the Great Perfection of Wisdom Spoken 

by ,ÈęÑÜĭÙČȺɯÈÕËɯ'#2ɯƕƝɯȹɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂȺɯÞÌÕÛɯÞÌÓÓɯÞÐÛÏɯÛÏÖÚÌɯ×ÖÚÐÛÐÖÕÌËɯÖÕɯÛÏÌɯ

northern slope. The additional copi ÌÚɯÖÍɯÛÏÌɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯȹ'#2ɯƖƔȮɯƖƕȭƕȮɯÈÕËɯƖƗȭƕȺɯ

carved on the southern slope seem to be redundant. This dissertation excludes HDS 17 in this discussion, 

because it is hard to determine what the whole inscription originally was, given th e only remaining 

ÊÏÈÙÈÊÛÌÙɯÐÚɯɁDa ɂɯȹÎÙÌÈÛȺȭɯ(ÍɯÐÛɯÐÚɯÈɯ×ÈÙÛɯÖÍɯɁDa Kong Wang Fo ɂɯȹ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ

Emptiness), then this Buddha name was carved twice at the northern slope. It may possibly have been a 

later addition.  
8 For the numbering of each inscription on Mt. Hongding, ther e are several sets suggested by different 

ÚÊÏÖÓÈÙÚȭɯ3ÖɯÈÝÖÐËɯÊÖÕÍÜÚÐÖÕȮɯÛÏÐÚɯËÐÚÚÌÙÛÈÛÐÖÕɯÍÖÓÓÖÞÚɯ+ÌËËÌÙÖÚÌɯÌËÐÛÐÖÕɀÚɯÕÜÔÉÌÙÐÕÎɯÚÌÛȮɯÚÐÕÊÌɯÐÛɯÐÚɯÛÏÌɯ

most recent, and reflects thorough research and investigation. Ledderose ed. (2014), 69-308. 
9 For the number of inscriptions, the length of cliff surfaces with inscriptions, and the distance between the 

inscriptions, see Ledderose and Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬSpace: Topography and Spatial 

&ÙÖÜ×ÐÕÎȮɂɯÐÕɯLedderose ed. (2014), 69-70. 
10 For the spatial grouping and the measurement of the distance, this dissertation owes a great deal to 

Ledderose and Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ2×ÈÊÌȯɯ3Ö×ÖÎÙÈ×ÏàɯÈÕËɯ2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂɯÐÕɯ

Ledderose ed., Buddhist Stone Sutras Shandong 1, 69-71. 
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groups (Figure 51). In front of the last group of inscriptions, a massive, tall rock creates a 

natural screen, secluding the inscriptions from the outside. Each group is thought to 

have been designed and established in conjunction with the others at approximately the 

same time. 3ÏÌɯÚÖÜÛÏÌÙÕɯÚÓÖ×ÌɀÚɯÊÓÐÍÍȮɯÞÏÐÊÏɯÏÖÓËÚɯÖÕÓàɯÚÐßɯÐnscriptions, is indented in 

the middle, so that the inscriptions are separated into two clusters at either end, with a 

single inscription (HDS 20) in between (Figure 52).  

The inscriptions carved on Mt. Hongding are divided into three kinds of texts: 

Buddh ist sutra passages, Buddha names, and historical inscriptions (Table 4.1).11 The Mt. 

Hongding site bears six carved sutra passages (HDS 1, 2, 5, 6, 16.2, and 22), of which five 

(HDS 1, 2, 5, 6, and 16.2) are on the northern slope. The southern slope bears only one 

(HDS 22). The six passages are taken from four different sutras. Three of the carved sutra 

passages (HDS 1, 16.2, and 22) are from the same sutra, the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯSľtra. 

In addition to the sutra passages, a number of Buddha names also are carved there. The 

most frequently carved name is thÈÛɯÖÍɯɁDa Kong Wang Foɂɯȹ'#2ɯƜȮɯƕƝȮɯƖƔȮɯƖƕȭƕȮɯÈÕËɯƖƗȭƕȺȮɯ

which appears five times: once on the northern slope, and four times on the southern 

slope.12 A large group of Buddha names (HDS 9.1~9.15 and HDS 10~13) are situated in 

                                                      

11 On Mount Hongding, twenty -five Buddha names (HOS 8, 9.1~9.15, 10, 11, 12, 13, 17, 19, 20, 21.1, 23.1), six 

sutra passages (HDS 1, 2, 5, 6, 16.2, 22), and ten historical inscriptions (HDS 3, 4, 7, 9.16, 14, 15, 16.1, 18, 

21.2, 23.2) were carved.  
12 According to Ledderose ed. (2014), 264-265, there are seven carvings of the Buddha name including HDS 

17, but currently just one character ɁDa  remains. Yang Hao and Hao Li regard it as a part of a sutra text, 

identifying four characters, Ɂda ,ɂ Ɂfo ,ɂ Ɂwu ,ɂ and Ɂpu .ɂ Yang Hao  and Hao Li , 

ɁShandong Dongping jingnei Beichao moya kejing ji xiangguan wenti de tantaoɁ   
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the eastern group on the northern slope. Thematically, the sutra excerpts focus on the 

Perfection of Wisdom (×ÙÈÑęê×êÙÈÔÐÛê, bore boluomi ) sutra and on the concept 

of emptiness (ĭľÕàÈÛê, kong ). Historical inscriptions are located next to or below the 

sutra texts or Buddha names, and record information related to the production of the 

inscriptions, includi ng the names of the donors and the dates of establishment.   

 

Table 4.1: Inscriptions at Mt. Hongding  

 Type Contents Patron Calli - 

grapher 

Date Characteri-

stics 

HDS 

1 

sutra 

passage 

Passage of 54 Characters from 

the ,ÈęÑÜĭÙČ prÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 
  

2ÌÕÎɀÈÕɯ

Daoyi  

   

HDS 

2 

sutra 

passage 

Six Perfections from the Great 

Collection Sutra  

Dao 

[men]*  

   

historical 

inscription  

Sutra Donor Dao[men] 

[ ]* 

HDS 

3 

historical 

inscription  

Encomium to Sengɀan Daoyi  Sengɀan 

Daoyi  

Sengɀan 

Daoyi  

16ɞɞ* 

years after  

Buddhaɀs 

nirvana  

 

HDS 

4 

historical 

inscription  

Sengɀan Daoyi (Title of HDS 3) Sengɀan 

Daoyi  

Sengɀan 

Daoyi  

 Stele Form 

HDS 

5 

sutra 

passage 

ɁMahayana Sutraɂ  

Stele with a Passage on Eighteen 

Aspects of Emptiness ( ) 

   Stele Form 

HDS 

6 

sutra 

passage 

Passage from the Sutra Spoken by 

the Buddha on the Perfection of 

Wisdom of Humane Kings  

. 

   Spiritual 

Talisman  

 

                                                      

 

 (2006), 166. As it is difficult to determine what the whole inscription 

originally was, the dissertation excludes HDS 17 in this discussion.  
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HDS 

7 

historical 

inscription  

Colophon to HDS 8 2ÌÕÎɀÈÕɯ

Daoyi  

2ÌÕÎɀÈÕɯ

Daoyi  

1623 years 

after 

!ÜËËÏÈɀÚɯ

nirvana 

(556) 

 

HDS 

8 

Buddha 

name 

Buddha King of Great 

Emptiness  
 

2ÌÕÎɀÈÕɯ

Daoyi  

2ÌÕÎɀÈÕɯ

Daoyi  

1623 years 

after 

!ÜËËÏÈɀÚɯ

nirvana 

(556) 

 

HDS 

9.1 

Buddha 

name 

Buddha ¥ikhin  Fahong    

HDS 

9.2 

Buddha 

name 

Buddha Vipaĭyin  Fahong    

HDS 

9.3 

Buddha 

name 

Buddha ¥ikhin  Fahong    

HDS 

9.4 

Buddha 

name 

Buddha Viĭvabhľ  Fahong    

HDS 

9.5 

Buddha 

name 

Buddha Krakucchanda ( )

 

Fahong    

HDS 

9.6 

Buddha 

name 

Buddha Kanakamuni ( )

 

Fahong    

HDS 

9.7 

Buddha 

name 

Buddha Kêĭyapa  Fahong    

HDS 

9.8 

Buddha 

name 

Buddha ¥êkyamuni  Fahong    

HDS 

9.9 

Buddha 

name 

Buddha Maitreya  Fahong    

HDS 

9.10 

Buddha 

name 

Buddha Amit êbha  Fahong    

HDS 

9.11 

Buddha 

name 

Buddha Perceiver of the Worldɀs 

Sounds  

Fahong    

HDS 

9.12 

Buddha 

name 

Buddha Great Power Obtained  

 

Fahong    

HDS 

9.13 

Buddha 

name 

Buddha ¥êkyamuni  Fahong    

HDS 

9.14 

Buddha 

name 

Buddha with the Complete 

Attributes of a Thousand Ten 

Thousand Rays of Light 

  

Fahong    

HDS 

9.15 

Buddha 

name 

Buddha Serenity and Joy  Fahong    

HDS 

9.16 

historical 

inscription  

Donor Fahong  Fahong  

 

ϼ  Fahong  
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HDS 

10 

Buddha 

name 

Buddha Lofty Mountain      

HDS 

11 

Buddha 

name 

Buddha King of Serenity      

HDS 

12 

Buddha 

name 

Buddha Great Mountain Cliff  

 

    

HDS 

13 

Buddha 

name 

Buddha Medicine Master of 

Beryline Radiance  

ϼ ϼ   

HDS 

14 

historical 

inscription  

Stele of Wind Entrance   ϼ   

HDS 

15 

historical 

inscription  

Stele of Sire An (Serenity) 

 

Sengɀan 

Daoyi? 

2ÌÕÎɀÈÕɯ

Daoyi? 

1620 years 

after 

!ÜËËÏÈɀÚɯ

nirvana 

(553) 

Stele Form 

HDS 

16.1 

historical 

inscription  

Sengɀan Daoyi Sengɀan 

Daoyi  

2ÌÕÎɀÈÕɯ

Daoyi  

1620 years 

after 

!ÜËËÏÈɀÚɯ

nirvana 

(553) 

 

HDS 

16.2 

sutra 

passage 

Passage of the 98 characters 

from the Sutra on the Great 

Perfection of Wisdom Spoken by 

MañjuĭrČ 

Sengɀan 

Daoyi  

2ÌÕÎɀÈÕɯ

Daoyi  

1620 years 

after 

!ÜËËÏÈɀÚɯ

nirvana 

(553) 

 

HDS 

17 

Buddha 

name or  

sutra 

passage 

Greatȱ ȱ*  ϼ   

HDS 

18 

historical 

inscription  

Encomium to Fahong    564 CE  

HDS 

19 

Buddha 

name 

Buddha King of Great 

Emptiness  

 

    

HDS 

20 

Buddha 

name 

Buddha King of Great 

Emptiness  

 

    

HDS 

21.1 

Buddha 

name 

Buddha King of Great 

Emptiness  

 

    

HDS 

21.2 

historical 

inscription  

Votive Inscription by Fahong  

ɁOffered [ȱ] by the Donor of 

Sutras, Venerable Fahongɂ  

ɞ* 

Fahong  
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HDS 

22 

sutra 

passage 

Passage of 98 Characters from 

the Sutra on the Great Perfection of 

Wisdom Spoken by MañjuĭrČ 

Fahong  

 

   

HDS 

23.1 

Buddha 

name 

Buddha King of Great 

Emptiness  

 

Fahong  

 

   

HDS 

23.2 

historical 

inscription  

Votive Inscriptio n by Fahong 

ɁOffered Respectfully by the 

Renunciant Vernerble Fahongɂ  

  

Fahong 

 

   

 

 * [ ] damaged, missing character(s) 

** ě: not written by Seng ãn Daoyi 

The shaded sections represent the grouping of the inscriptions based on their locations.  

 

It is worth noting that t here seems to have been some small shrines for Buddhist 

images on the northern slope at Mt. Hongding. Several of them are extant and visible. 

One is located above the HDS 1 (at Figure ƙƕȮɯÐÛɯÐÚɯÔÈÙÒÌËɯÈÚɯɁ ɂȺȭɯ3ÏÌɯÚÊÈÓÌɯÖÍɯÛÏÈÛɯ

shrine is modest: 43 centimeters in height and 32 centimeters in width. In the shrine, a 

small Buddha is seated, and although still visible, it is considerably worn ( Figures 54 

and 55). The other shrine is smaller, and measures 32 centimeters in height and 30 

centimeters in width. It is located to the left of the larger shrine just described, but this 

one has been seriously ɬ destroyed - the contour of the shrine is barely visible. 13 Both 

shrines stand about 2 meters up from rock base of the path. Under the shrine, the 

inscription of HDS 1 is visible.  

                                                      

13 Shandong Shike Yishu Bowuguan (2006), 80. 
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Another  Buddha image is in between HDS 6 and HDS 7, but is closer to HDS 6 (it 

ÐÚɯÔÈÙÒÌËɯÈÚɯɁ!ɂɯÈÛɯFigure 51) (Figures 56 and 57). This shrine is much smaller than 

shrine A, and measures 8 centimeters in height and 6 centimeters in width. Inside is a 

seated Buddha, whose hands are placed in meditation position on his lap.14 Given that 

the number and scale of the Buddhist texts and characters carved on the rocks vastly 

outweighs that of the images, it is evident th at the images were not considered as 

important as the inscriptions on Mt. Hongding.  

4.2 Monk Patrons  

At Mt. Hongding, the names of two Buddhist priests were recorded in the 

historical inscriptions carved on its surfaces: the Great Renunciant Sengɀan Daoyi 

 and the Renunciant Venerable Fahong . Sengɀan Daoyiɀs name appears on Mt. 

Hongding five times: at HDS 3 and 4 in the western group, HDS 7 in the central group, 

and HDS 15 and 16.1 in the eastern group, all of which are located on the northern slope. 

The name of Fahong is located on both slopes, and is mentioned four times, once in each 

of the following inscriptions: HDS 9.16, HDS 18, HDS 21.2, and HDS 23.2. This chapter 

will examine the two main monk patrons and then discuss their relationship, as wel l as 

the presence of other monks at the site.  

                                                      

14 Shandong Shike Yishu Bowuguan (2006), 81. 
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4.2.1 Sengôan Daoyi   

 SengɀÈÕɯ#ÈÖàÐɯÞÈÚɯÈɯ×ÙÐÔÌɯÍÐÎÜÙÌɯÞÏÖɯ×ÓÈàÌËɯÈÕɯÐÔ×ÖÙÛÈÕÛɯÙÖÓÌɯÐÕɯÐÕÐÛÐÈÛÐÕÎɯÛÏÌɯ

practice of  Buddhist rock carvings at Mt. Hongding, and who also contributed to the 

dissemination of this  practice to a broader area.15 At Mt. Hongding, where the earliest 

stages of Buddhist carving in Shandong Province is found (553-564 CE), his name 

appears five times, and describe him as a calligrapher, a sutra donor and the carving 

organizer.16 In the beginning of the 560s, the Buddhist thought and practice that inspired 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÛÖɯÚ×ÖÕÚÖÙɯÈÕËɯ×ÌÙÚÖÕÈÓÓàɯÊÈÙÝÌɯ!ÜËËÏÐÚÛɯÛÌßÛÚɯÖÕÛÖɯÔÖÜÕÛÈÐÕɯÚÜÙÍÈÊÌÚȮɯ

appears to have spread outside of Mt. Hongding into the vicinity of Lake Dongping. The 

colophon for the Buddha name Da Kong Wang Fo ÈÛɯ,Ûȭɯ$ÙÎÜɯÐÕɯƙƚƖɯ"$ɯÐÕÊÓÜËÌÚɯ2ÌÕÎɀÈÕɯ

#ÈÖàÐɀÚɯÕÈÔÌȮɯÞÏÐch testifies to his activity in the vicinity of Lake Dongping as well as 

Mt. Hongding. In the 570s, his name also appears at Mts. Jian and Tie in Zoucheng, in 

southwestern Shandong. 

Acknowledging the significance of his role with regards to the Northern Qi 

Buddhist inscriptions, n umerous scholars have studied his life and career, but no well -

                                                      

15 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÚÐÎÕÐÍÐÊÈÕÊÌɯÍÖÙɯÛÏÖÚÌɯÚÛÜËàÐÕÎɯÛÏÌɯÊÖÕÕÌÊÛÐÖÕÚɯÉÌÛÞÌÌÕɯ2ÏÈÕËÖÕÎɯÈÕËɯÖÛÏÌÙɯÈÙÌÈÚɯÕÌÈÙɯ

the capital city, Ye, during the Northern Qi period is noteworthy.  Even though his name is absent, the 

calligraphic style of some texts carved at the Xiangtangshan cave temples near Ye is very similar to 

2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÞÖÙÒɯÐÕɯ2ÏÈÕËÖÕÎȭɯ+ÐÒÌÞÐÚÌȮɯÛÏÌɯÊÈÙÝÌËɯÛÌßÛÚɯÈÙÌɯÌÐÛÏÌÙɯÐËÌÕÛÐÊÈÓɯÖÙɯÊÓÖÚÌÓàɯÙÌÓÈÛÌËɯÐÕɯ

content to thoÚÌɯËÖÕÌɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÕɯÚÌÝÌÙÈÓɯÚÐÛÌÚɯÐÕɯ2ÏÈÕËÖÕÎȭ !ÌÊÈÜÚÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ×ÓÈàÌËɯÈÕɯ

integral role in the creation of the Northern Qi Buddhist inscriptions, he deserves special consideration in 

this dissertation.  
16 His name is located on the northern slope of Mt. Hongding, in inscriptions HDS 3 and 4 in the western 

group, HDS 7 in the central group, and HDS 15 and 16.1 in the eastern group. 
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supported biography has been compiled to date.17 Even though he was quite active 

carving Buddhist sutras onto mountains during the Northern Qi period, the name of 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÚɯÙÌÊÖÙËÌËɯÐÕɯÕÖɯÏÐÚÛÖÙÐÊÈÓɯÚÖÜÙÊÌÚɯɬ  neither in biographies of monks, 

nor in the local gazetteers.18 The several inscriptions carved on the cliffs of Shandong are 

the only sources that give us a glimpse at the life of this monk.  But even those 

inscriptions include little to no specific information.  

For instance, one of the most detailed inscriptions, HDS 3, is an encomium for 

2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ(Ûɯis the longest and largest inscription among the historical inscriptions 

at this site.19 At its side, there is the inscription, HDS 4, which contains the four relatively 

large characters of his name, , and which is framed in the shape of a stele with a 

pointed head (Figure 58).20 Regarding the relationship between the two inscriptions, 

                                                      

17 -ÜÔÌÙÖÜÚɯÚÊÏÖÓÈÙÚɯÏÈÝÌɯÛÙÈÊÌËɯÛÏÌɯÓÐÍÌɯÈÕËɯÊÈÙÌÌÙɯÖÍɯÛÏÌɯÔÖÕÒȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ3ÏÌɯÚÊÏÖÓÈÙÚÏÐ×ɯÖÕɯÏÐÔɯ

includes research by Weiran Zhang (1999), 65-67; Hao Yang (2002), 50-52; Kiriya (2002), 1-67; Nobuyuki 

Takuma (2003), 131-158; Hongguo Xu (2003), 242-250; Lai Fei (2003), 92-134; Weiran Zhang (2006), 74-83; 

Shinichi Kitajima (2003), 277-284. 
18 Katherine Tsiang assumes that the name ɁSengɀan Daoyi,ɂ which is found in the Shandong inscriptions, 

refers to the monk Shi Sengɀan  recorded in #ÈÖßÜÈÕɀÚɯFurther Biographies of Eminent Monks (Xu 

gaoseng zhuan, T. 2060, 50: 657a 6-20). Tsiang (1996a), 245n45. However, several scholars demonstrate that 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÚɯÕot identical with the monk, 2ÏÐɯ2ÌÕÎɀÈÕȭɯ ÓÛÏÖÜÎÏɯÛÏÌàɯÓÐÝÌËɯËÜÙing the same period, 

Northern Qi, they were active in different regions and their Buddhist teachings differed somewhat. For 

details, see Hongguo Xu (2003), 244-245; Lai Fei (2003), 101. 
19 The area bearing the eÕÊÖÔÐÜÔɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯ'#2ɯƗȮɯÐÚɯ242 centimeters in height, 127 centimeters in 

width. The encomium consists of 75 characters, and each character is approximately 20 centimeters in 

height. This is the longest and largest inscription among all the historical inscriptions at Mt. Hongding. 

The second lÈÙÎÌÚÛɯÈÕËɯÓÖÕÎÌÚÛɯÖÕÌɯÐÚɯÛÏÌɯÊÖÓÖ×ÏÖÕɯȹ'#2ɯƛȺɯÛÖɯÛÏÌɯÎÙÈÕËɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ

$Ô×ÛÐÕÌÚÚɂɯȹ'#2ɯƜȺȭɯ(ÛɯÐÚɯƖƘƙɯcentimeters in height and 107 centimeters in width, bearing 68 characters 

scaled at approximately 18 centimeters in height and width. The measur ement is from Ledderose ed. 

(2014), 115 (HDS 3) and 142 (HDS 7) respectively.  
20 The character ɁSeng ɂ found in HDS 4 is 32 centimeters in height and 30 centimeters in width, while the 

size of the characters in HDS 3 range from 12 centimeters to 20 centimeters in height, and from 16 

centimeters to 26 centimeters in width. HDS 4 is believed t o function li ke a title to the adjacent inscription, 
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HDS 3 and 4, Ledderose makes the remarkable observation that they are comparable to 

the two parts of a square tomb inscription ( muzhiming ).21 He notes that the 

ÌÕÊÖÔÐÜÔɯÍÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯȹ'#2ɯƗȺɯÐÚɯÓÐÒÌɯÛÏÈÛɯÖÍɯÛÏÌɯÛÌßÛɯÖÍɯÈɯÛÖÔÉɯÌ×ÐÛÈ×ÏȮɯÞÐÛÏɯÏÐÚɯ

name written in four large characters (HDS 4) serving as the cover.22 According to the 

conventions of tomb epitaphs, the first section of the encomium is to bear a biography. 

The encomium is partly damaged, but many letters are still legible. It reads: 

The Great Renunciant (ĭÙÈÔÈἶa) 2ÌÕÎɀÈÕȮɯÈÓÚÖɯÕÈÔÌËɯ#ÈÖàÐȮɯÐÚɯÈɯÔÈÕɯÖÍɯÛÏÌɯ

neighborhood of Empty Immensity within the village  of Vast Enormity. He is 

quiescent [...] [within] the Three Times, 23 like the thousand peaks of Amassed 

Stones.24 2ÐÙÌɀÚɯÚÜÉÚÛÈÕÊÌɯÐÚɯȻȭȭȭȼɯÈÕËɯÊÖÓÖÚÚÈÓȮɯÓÐÒÌɯÛÏÌɯÔàÙÐÈËɯÚÜÔÔÐÛÚɯÖÍɯ$Ô×Ûàɯ

                                                      

 

HDS 3. For these measurements, see Ledderose ed. (2014), 122 (HDS 4) and 115 (HDS 3). 
21 This type of tomb inscription evolved from the Western Han Dynasty, but it was not widespread until the 

Northern Dynasties. For tomb inscriptions, see Chao Zhao (1997), 32-46.  
22 (ÕɯÛÏÌɯÛÖÔÉɯÐÕÚÊÙÐ×ÛÐÖÕɯÛÙÈËÐÛÐÖÕȮɯÛÏÌɯËÌÊÌÈÚÌËɀÚɯÕÈÔÌɯÐÚɯÊÈÙÝÌËɯÐÕɯÓÈÙÎÌɯÊÏÈÙÈÊÛÌÙÚɯÖÕɯÛÏÌɯÊÖÝÌÙɯÚÛÖÕÌȮɯ

while his biography is carved in small characters on the stone below. +ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɯɬ

InÚÊÙÐ×ÛÐÖÕÚȯɯ'ÐÚÛÖÙÐÊÈÓɯ(ÕÚÊÙÐ×ÛÐÖÕÚȮɯ'#2ɯƘȮɂɯin Ledderose ed. (2014), 91-92. While the form of this 

inscription is like those found on a tomb and its cover, this particular inscription does not seem to be the 

tomb epitaph itself. Kiriya Seiichi holds that the calligraphy appears to have been made by Sengɀan Daoyi, 

which suggests that the inscriptions were made while he was alive. Most tomb epitaphs start with the 

phrase of Ɂmuzhiming  or muzhi ,ɂ literally identifying it as tomb stone. The monk appears to 

have borrowed only the shape of the carving of the stone tomb structure, since this inscription does not 

appear to have been an actual tomb inscription.  Likewise, Paul Copp observes that the encomiums at Mt. 

Hongding might be seen as constituting a separate genre of monastic encomium, one which only 

generally resembles traditional biographical genres. According to him, t he contents of the encomium are 

comparable to those of Fahong on the southern slope (HDS 18). The two encomiums follow the same 

pattern: f irst, some general information about the eulogized person is given; then his outstanding 

accomplishments are praised, and finally, the content is summed up in verses with lines o f four characters 

each. This is different from the more general biographies and epitaphs of eminent monks. Paul Copp, 

ɁMount Hongding ɬInscriptions: HDS 3,ɂ in Ledderose ed. (2014), 91. 
23 Of past, present, and future. Ledderose ed. (2014), 114. 
24 This liter ally means, ɁMount Jishi .ɂ Zhang Zong views ɁJishiɂ  as a real mountain name and 

finds that ɁJishishanɂ is at the location of Bingling si  near present day Linxia  in Gansu  

Province. Thus, Zhang Zong suggests that Sengɀan Daoyi might have been from this region, but a member 

of a non-Chinese family. Zhang Zong (2000a), 70. It is possible that this is correct, but if other new sources 

do not turn up, the origin of Seng ɀan Daoyi will remain unresolved. Regardless, the mountain also is an 
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Undividedness. 25 How majestic is his virtue! How unfettered is his geniu s! 

Thus we make a verse saying: 

         He piles up jades and jewels, 

[day after] day he polishes the principle. 26 

On stone after stone he chisels and carves. 

On mountain after mountain he [...] [...].  
One thousand six hundred [...] [...] years after [¥êÒàÈÔÜÕÐ entered into nirvana 

under] the twin trees. 27  

As expected, the first sentence È××ÌÈÙÚɯÛÖɯÎÐÝÌɯÐÕÍÖÙÔÈÛÐÖÕɯÖÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ

×ÓÈÊÌɯÖÍɯÖÙÐÎÐÕȮɯËÌÚÊÙÐÉÐÕÎɯÏÐÔɯÈÚɯɁÈɯÔÈÕɯÖÍɯÛÏÌɯÕÌÐÎÏÉÖÙÏÖÖËɯÖÍɯ$Ô×Ûàɯ(ÔÔÌÕÚÐÛàɯ

 within the village of Vast Enormity .ɂɯ3ÏÌɯÊÏÈÙÈÊÛÌÙÚȮɯxiang  and li  , are 

words usually used for place names. Unlike a usual epitaph, however, this encomium 

ÎÐÝÌÚɯÕÖɯÐÕÍÖÙÔÈÛÐÖÕɯÈÉÖÜÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÓÐÍÌȭɯ3ÏÌɯɁneighborhood of Empty 

Immensity within the village of Vast Enormity ɂɯÐÕɯÛÏÌ inscription seems to be fictitious. 

None of these names can be matched to actual places. Rather than giving information on 

ÏÐÚɯÉÐÖÎÙÈ×ÏàȮɯÛÏÌɯÌÕÊÖÔÐÜÔɯÚÐÔ×Óàɯ×ÙÈÐÚÌÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÚ×ÐÙÐÛÜÈÓɯÈÊÏÐÌÝÌÔÌÕÛÚȮɯ

symbolized by the phrase ɁÛÏÖÜÚÈÕËɯ×ÌÈÒÚɯÖÍɯ ÔÈÚÚÌËɯ2ÛÖÕÌÚɂɯÈÕËɯÛÏÌɯɁÔàÙÐÈËɯ

                                                      

 

evocation of a mythological state. It appears in a discussion of the location of Mount Jishi relative to 

Mount Kunlun and other legendary landmarks of the region. Ledderose ed. (2014), 115n584. 
25 Similarly to ɁMount Jishiɂ above, Mount Kongdong   is near todayɀs Pingliang  in Gansu  

Province. Zhang Zong (2000a), 70. 
26 This is possibly a reference to the great merit and spiritual benefits gained from reproducing Buddhist 

scriptures on mountains (or anywhere else). Ledderose ed. (2014), 115n586. 
27 Ɂ / ͯ / ͯ /  

:  ͯ   ͯ  ͯ ͯͯ ȭɂɯThe transcription is adopted 

mainly from Shandong Shike Yishu Bowuguan (2006), 80-81; Lai Fei (2007), 20; Ledderose ed. (2014), 113-4. 

The English translation  is adopted from Ledderose ed. (2014), 114-115. This encomium is one of three 

inscriptions making use  ÖÍɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÓÌÕËÈÙɀÚɯËÈÛÐÕÎɯÚàÚÛÌÔɯÉÈÚÌËɯÖÕɯÛÏÌɯÕÜÔÉÌÙɯÖÍɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯ

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈȭɯ4ÕÍÖÙÛÜÕÈÛÌÓàȮɯÐÕɯÛÏÐÚɯÐÕÚÛÈÕÊÌȮɯÛÏÌɯÌßÈÊÛɯÕÜÔÉÌÙɯÖÍɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯ!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈɯÐÚɯ

illegible. The other inscriptions are HDS 7 and HDS 15. The dating issue will be discussed later in this 

chapter.   
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ÚÜÔÔÐÛÚɯÖÍɯ$Ô×Ûàɯ4ÕËÐÝÐËÌËÕÌÚÚȭɂ28 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÐÚɯÚÌÌÕɯÐÕɯÖÛÏÌÙɯÐÕÚÊÙÐ×ÛÐÖÕÚȯɯ

HDS 7, 15, and 16.1. But likewise, they also contain no biographical information.29  

However, outside Mt. Hongding, there is one other source th at appears to name 

2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ×ÓÈÊÌɯÖÍɯÖÙÐÎÐÕɯÈÕËɯÈÊÛÐÝÐÛàȭɯ(ÕɯÈɯÊÖÓÖ×ÏÖÕɯÊÈÙÝÌËɯÖÕɯ,Ûȭɯ3ÐÌȮɯËÈÛÌËɯƙƛƝȮɯ

ÏÌɯÐÚɯÊÈÓÓÌËɯɁ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÖÍɯÛÏÌɯ#ÖÕÎÓÐÕÎɯȹÖÙɯɁEastern Rangeɂ) .30 There 

is no mention of places such as: Ɂthe neighborhood of Empty Immensi tyɂ , Ɂthe 

village of Enormity ɂ , Mt. ɁAmassed Stonesɂ , or Mt. ɁEmpty 

Undividednessɂ . While the name of location, ɁEastern Rangeɂ , seems 

straightforward, it has in fact elicited diverse opinions on its meaning. Some scholars 

believe that the ɁEastern Rangeɂ refers to a real location where 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÏÈËɯÉÌÌÕɯ

ÉÖÙÕɯÈÕËɯÓÐÝÌËȭɯ(ÍɯÛÏÐÚɯÐÚɯÛÙÜÌȮɯÛÏÌɯɁ$ÈÚÛÌÙÕɯ1ÈÕÎÌɂɯÐÚɯÓÐÒÌÓàɯÕÌÈÙɯÛÖËÈàɀÚɯ#ÖÕÎ×ÐÕÎɯ

County, near Mt. Hongding, since the earliest works done by and for him were 

                                                      

28 Paul Copp, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: HDS 3ȮɂɯÐÕɯLedderose ed. (2014), 91. On the other hand, 

Zhang Zong pays attention to these phrases of Ɂthousand peaks of Amassed Stonesɂ  and Ɂthe 

myriad summits of Empty Undividedness ɂ  in the encomium, suggesting they are real 

mountain names, that is, ɁMount  Amassed Stonesɂ (Jishishan ) and ɁMount Empty Undividednessɂ 

(Kongdongshan . ɁMount  Amassed Stonesɂ (Jishishan ) is located in the region close to the 

Bingling Si  cave temple near present day Linxia  in Gansu  Province, and ɁMount Empty 

Undividednessɂ (Kongdongshan ) near todayɀs Pingliang  in Gansu Province. Zhang Zong 

further suggests that Sengɀan Daoyi mig ht have been from this region, but as a member of a non-Chinese 

family. Zhang Zong (2000a), 70. This might be correct, but why the place of origin was given a fictitious 

name remains unknown. Jishishan also is an evocation of a mythological state, and it appears in a 

discussion of the location of Mount Jishi relative to Moutn Kunlun and other legendary landmarks of the 

region. Ledderose ed. (2014), 115n584. 
29 HDS 7 is a colophon for Ɂ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚȮɂɯÌÜÓÖÎÐáÐÕÎɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚ achievement. 

'#2ɯƕƙȮɯÌÕÛÐÛÓÌËɯɁ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɯȹ2ÌÙÌÕÐÛàȺɂ , is located to the left (west) of the sutra passage, 

ÈÕËɯ×ÙÌÚÌÕÛÚɯÈɯÞÖÙËɯ×ÓÈàɯÖÕɯÛÏÌɯÍÖÜÙɯÊÏÈÙÈÊÛÌÙÚɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌȭɯ-ÌÐÛÏÌÙɯÊÖÕÛÈÐÕɯÐÕÍÖÙÔÈÛÐÖÕɯÖÕɯ

2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ×ÓÈÊÌɯÖÍɯÖÙÐÎÐÕɯÖÙɯÈÊÛÐÝÐÛàȭɯ'#2ɯƕƚȭƕɯÉÌÈÙÚɯÛÏÌɯÍÖÜÙɯÊÏÈÙÈÊÛÌÙÚɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌȮɯÈÚɯ

a signature for the sutra passage to its left (west).     
30 The details of inscriptions on Mt. Tie will be discussed in chapter five.  
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established in that area.31 'ÖÞÌÝÌÙȮɯ6ÌÐÙÈÕɯ9ÏÈÕÎɀÚɯÝÐÌÞɯÐÚɯÛÏÈÛɯÞÏÐÓÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ

ÞÈÚɯÍÙÖÔɯÖÙÐÎÐÕÈÓÓàɯÍÙÖÔɯÛÏÌɯ#ÖÕÎ×ÐÕÎɯÈÙÌÈȮɯËÜÙÐÕÎɯÏÐÚɯÓÈÛÌÙɯàÌÈÙÚɯÐÕɯÛÏÌɯƙƛƔɀÚȮɯÏÌɯÞÈÚɯ

ÈÊÛÐÝÌɯÈÙÖÜÕËɯ,Ûȭɯ8ÐɯÕÌÈÙɯÛÖËÈàɀÚɯ9ÖÜÊÏÌÕÎȮɯÈÕËɯÛÏÈÛɯɁ$ÈÚÛÌÙÕɯ1ÈÕÎÌɂɯÙÌÍÌÙÚɯÛÖɯ

Zoucheng.32 Others contend ÛÏÈÛɯɁ$ÈÚÛÌÙÕɯ1ÈÕÎÌɂɯÐÚɯÚÐÔ×ÓàɯÍÐÊÛÐÛÐÖÜÚɯÈÕËɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ

Daoyi was a traveling monk. 33 Considering the lack of consensus and the absence of new 

ÚÖÜÙÊÌÚȮɯØÜÌÚÛÐÖÕÚɯÈÉÖÜÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÉÐÙÛÏ×ÓÈÊÌɯÈÕËɯÛÏÌɯ×ÓÈÊÌÚɯÞÏÌÙÌɯÏÌɯÞÈÚɯÈÊÛÐÝÌɯ

remain unresolved. 

In aËËÐÛÐÖÕɯÛÖɯÛÏÌɯÈÔÉÐÎÜÐÛàɯÙÌÎÈÙËÐÕÎɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ×ÓÈÊÌɯÖÍɯÖÙÐÎÐÕɯÈÕËɯ

activities, there is another controversial issue concerning him. There is uncertainty about 

his exact name (Table 4.2). When the study of Buddhist inscriptions on rock cliffs in 

ShandonÎɯÉÌÎÈÕȮɯɁ ÕɂɯÞÈÚɯÛÏÖÜÎÏÛɯÛÖɯÏÈÝÌɯÉÌÌÕɯÏÐÚɯÍÈÔÐÓàɯÕÈÔÌȮɯɁ#ÈÖàÐɂɯÏÐÚɯÎÐÝÌÕɯ

name, and seng  the title denoting him as a monk. 34 From this interpretation, he is 

                                                      

31 Kiyohara Sanekado (1991), 198-199. Xu Hongguo also suggests that Ɂ$ÈÚÛÌÙÕɯ1ÈÕÎÌɂɯÔÐÎÏÛɯÉÌɯÈÙÖÜÕËɯ

Dongpin g. Hongguo Xu (2003), 245.  
32 6ÌÐÙÈÕɯ9ÏÈÕÎɯÕÖÛÌÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɀÚɯÏÖÔÌÛÖÞÕɯÞÈÚɯÊÓÖÚÌɯÛÖɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯÈÕËɯÉÌÓÖÕÎÌËɯÛÖɯÛÏÌɯ7ÜÊÏÈÕÎɯ

 "ÖÜÕÛàȮɯ#ÖÕÎ×ÐÕÎɯ/ÙÌÍÌÊÛÜÙÌȮɯÈÕËɯÛÏÈÛɯÛÏÌɯɁ$ÈÚÛÌÙÕɯ1ÐËÎÌɂɯÙÌÍÌÙÚɯÛÖɯ,Ûȭɯ8ÐȭɯWeiran Zhang (1999), 

65ɬ67; Weiran Zhang (2006), 74-83. 
33 +ÈÐɯ%ÌÐɯÕÖÛÌÚɯÛÏÈÛɯ×ÓÈÊÌɯÕÈÔÌÚɯÙÌÓÈÛÌËɯÛÖɯ2ÌÕÎɀÈÕɯÈÙÌɯÈÓÓɯÍÐÊÛÐÛÐÖÜÚɯÈÕËɯÛÏÌɯÔÖÕÒɯÈ××ÌÈÙÚɯÛÖɯÏÈÝÌɯÉÌÌÕɯ

active around th e capital city, Ye, and then later to have moved east to Shandong. See Lai Fei (2000), 9 and 

300. Conversely, *ÜÕÓÐÕɯ"ÏÌÕɯËÐÚÈÎÙÌÌÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÈɯÛÙÈÝÌÓÐÕÎɯÔÖÕÒɯÈÕËɯÐËÌÕÛÐÍÐÌÚɯÏÐÔɯÈÚɯ

ÛÏÌɯÔÖÕÒɯ#ÈÖɀÈÕɯ, who is known from his debates at the court  of Emperor Wu of Zhou. Kunlin Chen 

(2003), 328. 
34 There are those who argue that An Daoyi might have been from Parthia   in West Asia, because the 

ÚÜÙÕÈÔÌɯɁ ÕɂɯÞÈÚɯÊÖÔÔÖÕÓàɯÎÐÝÌÕɯÛÖɯ!ÜËËÏÐÚÛɯ×ÙÐÌÚÛÚɯÞÏÖɯÊÈÔÌɯÍÙÖÔɯ/ÈÙÛÏÐÈȭɯ,ÈÕàɯÍÐÎÜÙÌÚɯÞÐÛÏɯÛÏÐÚɯ

surname distinguished themselves as Buddhist monks and translators. The most well-known figure from 

Parthia with this surname is An Shigao ( , fl. 148). He came into China during the Han Dynasty and 

was a renowned translator of Buddhist sutras. Kiriya (1996), 196-197. In the 1996 article, Kiriya suggests 

that An Daoyi might have been from Parthia, but that he would not have come from Parthia into China in 

ÛÏÌɯÚÐßÛÏɯÊÌÕÛÜÙàȭɯ ÊÊÖÙËÐÕÎɯÛÖɯ*ÐÙÐàÈȮɯÐÛɯÞÈÚɯ Õɯ#ÈÖàÐɀÚɯÍÈÛÏÌÙɯÖÙɯÎÙÈÕËÍÈÛÏÌÙɯÞÏÖɯÐÕÐÛÐÈÓÓàɯÊÈÔÌɯÛÖɯ
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ÊÈÓÓÌËɯɁ Õɯ#ÈÖàÐɯȭɂ35 (ÕɯÐÕÚÊÙÐ×ÛÐÖÕɯ'#2ɯƕƙȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÎÐÝÌÕɯÈÕɯÏÖÕÖÙÈÙàɯ

ËÌÚÐÎÕÈÛÐÖÕȮɯɁ2ÐÙÌɯ Õɂɯ, which sÌÌÔÚɯÛÖɯÚÜÎÎÌÚÛɯÛÏÈÛɯɁ ÕɂɯÞÈÚɯÏÐÚɯÍÈÔÐÓàɯÕÈÔÌɯ

(Figures 59 and 60).36 Outside Dongping, i n the Stone Hymn on Mt. Tie carved in 579, 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÚɯÙÌÍÌÙÙÌËɯÛÖɯÈÚɯÛÏÌɯɁ&ÙÌÈÛɯ1ÌÕÜÕÊÐÈÕÛɯȹĭÙÈÔÈἶa), Dharma ,ÈÚÛÌÙɯ Õɂɯ

. This also supports tÏÌɯÉÌÓÐÌÍɯÛÏÈÛɯɁ ÕɂɯÞÈÚɯÏÐÚɯÚÜÙÕÈÔÌȭ 

 

Table 4.2ȯɯ5ÈÙÐÈÕÛÚɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ#ÌÚÐÎÕÈÛÐÖÕɯÈÛɯ(ÕÚÊÙÐ×ÛÐÖÕÚɯÐÕɯ2ÏÈÕËÖÕÎ 

Designation in 

English 

Designation      

in Chinese 

Location Inscription Contents Dating  

The Great 

Renunciant 

(ĭÙÈÔÈẒa) 2ÌÕÎɀÈÕȮɯ 

also named Daoyi 

 

 
HDS 3 The Encomium to 

2ÌÕÎɀÈÕɯ#ÈÖàÐ 

16ǏǏ years after  

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈ 

2ÌÕÎɀÈÕɯ#ÈÖàÐ  HDS 4 '#2ɯƗɀÚɯÛÐÛÓÌ 16ǏǏ years after  

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈ 

The Great 

Renunciant 

(ĭÙÈÔÈẒa)  

2ÌÕÎɀÈÕɯ#ÈÖàÐ 

 
HDS 7 Colophon to  

ɁDa Kong Wang Foɂ 

1623 years after 

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈɯ

(556) 

                                                      

 

China, which made An Daoyi a second or third generation resident there. His calligraphy was remarkable, 

and was a result of him having honed his technique over many years. However, Kiriya later corrected this 

ÝÐÌÞɯÈÕËɯÚÜÎÎÌÚÛÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÖÜÓËɯÕÖÛɯÏÈÝÌɯÉÌÌÕɯÍrom Parthia, because in the inscription HDS 15 

ȹ ÕɯÎÖÕÎɯáÏÐɯÉÌÐȺȮɯɁ ÕɯɂɯÔÌÈÕÚɯɁÚÌÙÌÕÐÛàȭɂ Kiriya ( 2001a), 146-147. 
35 Several Japanese scholars, including Seiichi Kiriya , Shinichi Kitajima, and Nobuyuki Takuma maintain the 

monkɀs name is ɁAn Daoyi. ɂ See Ki riya  (2002a), 1-67; Takuma (2003), 131-158; Kitajima ( 2003), 277-284. 

Chinese scholar Hao Yang agrees with this view, saying that ɁSengɂ is a title, ɁAnɂ is the monkɀs family 

name, and ɁDaoyiɂ is his given name. To support this reading, he quotes examples from votive 

inscriptions in which persons with secular names carry titles such as: , , or . Hao Yang (2002), 

51-52. 
36 Hao Yang (2002), 51. 
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Stele of Sire An 

(Serenity)The Great 

Renunciant 

(ĭÙÈÔÈẒa) 2ÌÕÎɀÈÕ 

,  

 

HDS 15 Paean for  

2ÌÕÎɀÈÕɯ#ÈÖàÐ 

1620 years after 

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈɯ

(553) 

2ÌÕÎɀÈÕɯ#ÈÖàÐ  HDS 16.1 Colophon to the sutra 

passage of the 98 

characters from the 

,ÈęÑÜĭÙČ 

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 

1620 years after 

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈɯ

(553) 

2ÌÕÎɀÈÕàÐ  Mt. Ergu  Colophon to  

ɁDa Kong Wang Foɂ 

562 

The Great 

Renunciant 

(ĭÙÈÔÈẒa)  

2ÌÕÎɀÈÕɯ#ÈÖàÐ 

 
Mt. Jian Colophon to the sutra 

passage of the 98 

characters from the 

,ÈęÑÜĭÙČ 

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 

ÈÕËɯɁDa Kong Wang 

Foɂ 

 

The Great 

Renunciant 

(ĭÙÈÔÈẒa)  

2ÌÕÎɀÈÕ 

 Mt. Jian Colophon to the sutra 

passage of the 98 

characters from the 

,ÈęÑÜĭÙČ 

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 

ÈÕËɯɁDa Kong Wang 

Foɂ 

 

Renunciant 

(ĭÙÈÔÈẒa)  

2ÌÕÎɀÈÕɯ#ÈÖàÐ 

 
Mt. Jian   

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÖÍɯÛÏÌɯ

Dongling  

ȹÖÙɯɁ$ÈÚÛÌÙÕɯ1ÈÕÎÌɂȺ 

 
Mt. Tie Colophons by Sun Qia

 et al. 

 

Great Renunciant 

(ĭÙÈÔÈẒa),  

Dharma Master An  

 
Mt. Tie Stone Hymn   
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On the other hand, Weiran Zhang argues that generally, the names of monks 

consist of two parts: the name (ming ), and the cognomen (zi ȺȮɯÈÕËɯÛÏÜÚɯ2ÌÕÎɀÈÕɯ

ÔÜÚÛɯÉÌɯÛÏÌɯÔÖÕÒɀÚɯÕÈÔÌɯÞÏÐÊÏɯÞÖÜÓËɯÉÌɯÈÉÉÙÌÝÐÈÛÌËɯÉàɯÜÚÐÕÎɯÛÏÌɯÚÌÊÖÕËɯÊÏÈÙÈÊÛÌÙɯ

Ɂ Õɂɯ.  This would make  Ɂ#ÈÖàÐɂɯÏÐÚɯÊÖÎÕÖÔÌÕɯȹzi ).37 The inscription HDS 3, 

ËÐÚÊÜÚÚÌËɯÈÉÖÝÌȮɯÚÌÌÔÚɯÛÖɯÚÜ××ÖÙÛɯÛÏÐÚɯÙÌÈËÐÕÎȭɯ3ÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÉÌÎÐÕÚɯÞÐÛÏɯɁ3ÏÌɯ&ÙÌÈÛɯ

Renunciant (ĭÙÈÔÈἶa) 2ÌÕÎɀÈÕȮɯÈÓÚÖɯÕÈÔÌËɯ#ÈÖàÐɂɯ.38  

Without the discovery of any new information, the vera city of these differing 

theories remains unprovable. Given the information we currently do have, though, it is 

ÚÈÍÌɯÛÖɯÚÈàɯÛÏÈÛɯÛÏÌÙÌɯÞÈÚɯÈɯÔÖÕÒɯÞÏÖɯÔÖÚÛɯÖÍÛÌÕɯÞÈÚɯÊÈÓÓÌËɯɁ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɂɯÈÚɯÛÏÌɯ

ÕÈÔÌɯɁ Õɯ#ÈÖàÐɂɯÈ××ÌÈÙÚɯÕÖÞÏÌÙÌȭ39 It is interesting to note t hat 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯ

appears to be been written in two different ways:  and .  The first three 

characters in each version of the name is the same, but the fourth character sometimes is 

written Ɂ ɂ instead of Ɂ .ɂɯ.ÕÌɯ×ÓÈÊÌɯÞÏÌÙÌɯÛÏÐÚɯÖÊÊÜÙÚɯÐÚɯÈÛɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯ'#2ɯƕƚȭƕɯ

                                                      

37 Weiran Zhang (1999), 65-67. Weiran Zhang established the practice of ÙÌÈËÐÕÎɯÛÏÌɯÕÈÔÌɯÈÚɯɁ2ÌÕÎɀÈÕɯ

#ÈÖàÐɂɯÙÈÛÏÌÙɯÛÏÈÕɯɁ Õɯ#ÈÖàÐȭɂɯ'ÌɯÉÌÓÐÌÝÌÚɯÛÏÈÛɯÛÏÌɯÙÌÈËÐÕÎÚɯÖÍɯɁ ÕȮɂɯÈÚɯÛÏÌɯÔÈÕɀÚɯÍÈÔÐÓàɯÕÈÔÌȮ and 

Ɂ#ÈÖàÐȮɂɯÈÚɯÏÐÚɯ×ÌÙÚÖÕÈÓɯÕÈÔÌȮɯÈÙÌɯÐÕÊÖÔ×ÈÛÐÉÓÌɯÞÐÛÏɯ!ÜËËÏÐÚÛɯ×ÙÈÊÛÐÊÌȭɯ.ÛÏÌÙɯÚÊÏÖÓÈÙÚɯÈÎÙÌÌɯÞÐÛÏɯ6ÌÐÙÈÕɯ

9ÏÈÕÎɀÚɯÝÐÌÞȭɯSee Hongguo Xu (2003), 242-245; Lai Fei (2003), 101; Zhao Luo (2013): 315n1.  
38 'ÌÙÌȮɯÛÏÌɯÊÏÈÙÈÊÛÌÙɯɁàÖÜɯ (again)ɂɯÏÈÚɯÉÌÌÕɯÛÙÈÕÚÊÙÐÉÌËɯÈÚɯɁàÐɯ ȹÙÐÎÏÛȺȭɂɯ*ÐÙÐàÈɯȹƖƔƔƗȺȮɯƚƜȰɯ+ÈÐɯ%ÌÐɯȹƖƔƔƔȺȮɯ

267. Most current scholars appear to agree with the reading, Ɂyou .ɂ Weiran Zhang (2006), 75; 

Ledderose ed. (2014), 113. Contrary to Zhangɀs argument, there are some votive inscriptions in which 

individuals who carry the title seng  are identified by their family name. Hao Yang (2002), 51-52. 
39 For the list of all variants of Sengɀan Daoyiɀs name that were carved in Shandong, see Lai Fei (2003), 100; 

Hao Yang (2002), 51. Besides these, two other inscriptions referring to Sengɀan Daoyi have been reported. 

One is on the surface of Wuhua Feng at Mt. Yi, reading ɁSengɀan of Dongpingɂ . Xinli Hu ( 2003), 

167. However, it is re -identified later as a different name ɁDongping Wu Jiufei ɂ , not Sengɀan. 

Weiran Zhang (2006), 79. The other is on Mount Tao  in Tengzhou , which is reported to read 

ɁSutra donor Sire Anɂ  (jingzhu Angong).  Tingshan An  (1997), 135. However, only the characters 

for Ɂjingzhuɂ  are clearly legible, and thus the reading of the names themselves must be left to 

speculation. Lis Jung Lu and Lu Dadong (2006-2007), 289n3. 
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in a signature for an adjacent sutra text. Historically, the two characters have both the 

same meaning and pronunciation. One thing that needs to be mentioned is that on Mt. 

Ergu  in /ÐÕÎàÐÕȮɯÞÏÌÙÌɯÛÏÌɯ!ÜËËÏÈɯÕÈÔÌɯɁDa Kong Wang FoɂɯÐÚɯÊÈÙÝÌËȮɯÛÏÌɯÕÈÔÌɯ

of one of the patrons is written as 2ÌÕÎɀÈÕàÐɯ.40 Since this Buddha name was 

ÍÙÌØÜÌÕÛÓàɯÊÈÙÝÌËɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯÖÛÏÌÙɯÚÐÛÌÚɯÈÕËɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏàɯÐÚɯÛÏÖÜÎÏÛɯÛÖɯÏÈÝÌɯ

ÉÌÌÕɯËÖÕÌɯÉàɯÏÐÔȮɯÔÖÚÛɯÚÊÏÖÓÈÙÚɯÉÌÓÐÌÝÌɯÛÏÈÛɯÛÏÐÚɯɁ2ÌÕÎɀÈÕàÐɂɯÐÚɯÈÉÉÙÌÝÐÈÛÌËɯÝÌÙÚÐÖÕɯÖÍɯ

Ɂ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɂ41  

In spite of the nebulous infoÙÔÈÛÐÖÕɯÚÜÙÙÖÜÕËÐÕÎɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌȮɯ×ÓÈÊÌɯÖÍɯ

origin and activities, his prominence as a calligrapher, sutra donor, and organizer of the 

Buddhist carvings at mountain sites in Shandong during the Northern Qi period is 

ÜÕËÌÕÐÈÉÓÌȭɯ%ÐÙÚÛɯÖÍɯÈÓÓȮɯ2ÌÕÎɀÈÕ Daoyi was a renowned calligrapher who wrote the 

passages of Buddhist sutras, as well as the various Buddha names.42 This is easily 

confirmed through the inscriptions on Mts. Hongding and Tie. For instance, the 

colophon inscribed at HDS 7 is located right nÌßÛɯÛÖɯÛÏÌɯ!ÜËËÏÈɯÕÈÔÌɯÖÍɯɁ!ÜËËÏÈɯ*ÐÕÎɯ

ÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚȮɂɯÈÕËɯÐËÌÕÛÐÍÐÌÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÚɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏÌÙɯȹ%ÐÎÜÙÌɯƚƕȺȭɯ 

 

 

                                                      

40 The name inscribed below the large-scale ɁDa Kong Wang Foɂ  inscription on Mount Ergu  

in Hongfan , Pingyin County , includes the name Sengɀanyi  along with the other names 

of Bhikảu Sengtai , Bhikảu Daoyong , and Cheng Boren . 
41 Weiran Zhang (2006), 77.  
42 %ÖÙɯ2ÌÕÎɀÈÕɯDaoyi as a highly respected calligrapher, see Zang Zong, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬTime: Related 

PersonsȮɂɯÐÕɯLedderose ed. (2014), 74. 
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The Great Renunciant (ĭÙÈÔÈἶa) Seng'an Daoyi wrote and carved: Buddha King 

of Great Emptiness, seven,43 [...][...][...][...][...][.. .][...] wrote sutras.44 (emphasis 

mine) 

3ÏÐÚɯÊÖÓÖ×ÏÖÕɯÌß×ÓÐÊÐÛÓàɯÐËÌÕÛÐÍÐÌÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÚɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏÌÙɯÖÍɯÛÏÌɯÎÐÈÕÛɯ

four -ÊÏÈÙÈÊÛÌÙɯ!ÜËËÏÈɯÕÈÔÌɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯȹDa Kong Wang Fo 

, HDS 8). The colophon is to the right of the four -character inscription, and it refers 

ÛÖɯÚÌÝÌÙÈÓɯÖÛÏÌÙɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ×ÌÙÚÖÕÈÓÓàɯÞÙÖÛÌɯÈÕËɯÐÕÚÊÙÐÉÌËɯÖÕɯÛÏÌɯÙÖÊÒȭɯ

3ÏÌɯÊÏÈÙÈÊÛÌÙɯɁqiɂɯȹ, seven) appears just after the name of the Buddha.  What it 

designates is unclear, as the characters following it are illegible. Zhang Zong suggests 

ÛÏÈÛɯÐÛɯ×ÙÖÉÈÉÓàɯÙÌÍÌÙÚɯÛÖɯÚÌÝÌÕɯ×ÓÈÊÌÚɯÞÏÌÙÌɯÛÏÌɯÕÈÔÌɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ

$Ô×ÛÐÕÌÚÚɂɯÞÈÚɯÊÈÙÝÌËȭ45    

                                                      

43 3ÏÌɯÔÌÈÕÐÕÎɯÖÍɯÛÏÌɯÞÖÙËɯɁÚÌÝÌÕɂɯÐÚɯÕÖÛɯÊÓÌÈÙɯÉÌÊÈÜÚÌɯÛÏÌɯÊÏÈÙÈÊÛÌÙÚɯÍÖÓÓÖÞÐÕÎɯÐÛɯÈÙÌɯÐÓÓÌÎÐÉÓÌȭɯ9ÏÈÕÎɯ9ÖÕÎɯ

ÚÜÎÎÌÚÛÚɯÛÏÈÛɯÐÛɯ×ÙÖÉÈÉÓàɯÙÌÍÌÙÚɯÛÖɯÚÌÝÌÕɯ×ÓÈÊÌÚɯÞÏÌÙÌɯÛÏÌɯÕÈÔÌɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯÞÈÚɯ

carved. According to him, these sÌÝÌÕɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÍɯɁ!ÜËËÏÈÚɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯÙÌÍÌÙɯÛÖɯ

inscriptions in situ at Mt. Hongding and at other sites in Pingyin County, near Mt. Hongding, but he does 

not specify further. Zhang Zong (2003), 14. Altogether, there are five places on Mount Hongding with 

"Buddha King of Great Emptiness" inscriptions, including HDS 8. Ledderose suggests there is one more 

inscription of the Buddha name ( HDS 17). Ledderose ed. (2014), 141. This inscription might have been that 

name, but we cannot be sure, becauÚÌɯÖÕÓàɯÛÏÌɯÍÐÙÚÛɯÊÏÈÙÈÊÛÌÙɯɁ#Èɂɯ remains legible. For the location of 

inscription HDS 17, see Sueyling Tsai (2012), 130, Figure 1. Kiriya Seiichi assigns no. 7 to it and notes that 

ÐÛɯÙÌÈËÚɯɁdaȻȱȼȻȱȼfo ɞɞȮɂɯÉÜÛɯÞÙÖÕÎÓàɯÔÈÙÒÚɯÛÏÌɯÓÖÊÈÛÐÖÕɯÈÚɯÉÌÐÕÎɯÈÉÖÝÌ inscription HDS 6. Kiriya 

(2002a), 33. At the same time, Yang Hao and Hao Li assign no. 2 to the inscription and regard it as a part 

of a sutra text, consisting of 7 cross lines, with each line having nine characters. They identify four 

ÊÏÈÙÈÊÛÌÙÚȮɯɁda ,ɂɯɁfo ȮɂɯɁwu ȮɂɯÈÕËɯɁpu ȭɂɯYang Hao and Hao Li (2006), 166.  
44 Ɂ  ɞɞɞɞɞɞɞ.ɂ The transcription is adopted mainly from Shandong 

Shike Yishu Bowuguan (2006), 81-82; Lai Fei (2007), 24-26; Ledderose ed. (2014), 139. The English 

translation is  adopted from Ledderose ed. (2014), 141. 
45  ÊÊÖÙËÐÕÎɯÛÖɯ9ÏÈÕÎɯ9ÖÕÎȮɯÛÏÌÚÌɯÚÌÝÌÕɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÖÍɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯÙÌÍÌÙɯÛÖɯ

inscriptions in situ at Mt. Hongding and at other sites in Pingyin County, near Mt. Hongding, but he does 

not specify further. Zhang Zong (2003a), 14. His view is likely correct, as several mountains around 

Dongping have the Buddha name carved on them. Altogether, there are five places on Mt. Hong ding 

inscribed ÞÐÛÏɯɁBuddha *ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚȮɂɯÐÕÊÓÜËÐÕÎɯ'#2ɯƜȭɯ+ÌËËÌrose suggests there is one 

more inscription of the Buddha name (HDS 17) in addition to these five. Ledderose ed. (2014), 141. 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈ××ÌÈÙÚɯÛÖɯÏÈÝÌɯÕÖÛɯÖÕÓàɯÞÙÐÛÛÌÕɯÛÏÌɯÚÜÛÙÈɯÛÌßÛÚɯÈÕËɯ!ÜËËÏÈɯÕÈÔÌÚȮɯÉÜÛɯÈÓÚÖɯÊÈÙÝÌËɯÛÏÌÔɯ
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An inscription on Mt. Tie dated at 579, 46 provides a particularly noteworthy 

ÛÙÐÉÜÛÌɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×Ïàȭ One of the four inscriptions carved there is the 

Stone Hymn ( ), which describes 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÍÐÙÚÛɯÐÕɯ×ÙÖÚÌɯÈÕËɯÛÏÌÕɯÓÈÛÌÙɯÐÕɯÝÌÙÚÌȮɯ

as shown below:  

There was the Great Renunciant (ĭÙÈÔÈἶa), Dharma Master An of the [Northern] 

Qi, whose way has illuminated non -duality, whose virtue has awakened to the 

one origin.  Not only does he grasp all the mysteries, his calligraphic skill is of the 

very highest order. Therefore, [The donors]  have requested that this Divine 

Brush [here] amidst the Four Eminences, inscribe with veneration the 930 

ÊÏÈÙÈÊÛÌÙÚɯÖÍɯÛÏÌɯɁ/ÐÌÙÊÐÕÎɯÛÏÌ Bodhi "ÏÈ×ÛÌÙɂɯÖÍɯÛÏÌɯGreat Collection Sutra, to 

ÓÌÈÝÌɯÉÌÏÐÕËɯÛÏÌÚÌɯÚÜÙ×ÈÚÚÐÕÎɯÞÖÙËÚɯÐÕɯÖÙËÌÙɯȻȱȼɯÛÖɯÙÌÚÊÜÌɯÛÏÌɯÞÖÙÓËȭ 

ȱȱ 

2ÌÌÒÐÕÎɯÛÏÌɯÔÈÚÛÌÙɀÚɯÛÙÌÈÚÜÙÌËɯÉÙÜÚÏÞÖÙÒȮɯ 

(ÕɯÈÓÓɯÙÌÎÐÖÕÚɯȻȱȼȻȱȼÏÐÎÏȰ 

Its refinement surpasses [Wang] Xi[zhi] and [Wei] Dan,  

Its marvÌÓÚɯÌßÊÌÌËɯȻ9ÏÈÕÎɯ!ÖȼàÐÕÎɯÈÕËɯȻ9ÏÖÕÎȼɯàÖÜȱ47 (emphasis mine) 

The anonymous author of the Stone Hymn ÎÐÝÌÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÎÙÌÈÛɯ×ÙÈÐÚÌɯÈÕËɯ

explains that his calligraphic skill is of the highest  order, which is why the donors 

                                                      

 

onto the surfaces of mountaiÕɯÙÖÊÒÚȭɯ3ÏÌɯÈÉÖÝÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÚÛÈÛÌÚɯÛÏÈÛɯÏÌɯɁwrote and carved: Buddha King 

of Great Emptinessɂ  (Figure 61). Another inscription on HDS 3, discussed above, clearly 

states that he carved numerous stones, saying Ɂon stone after stone he chisels and carves, on mountain 

after mountain he [...] [...]ɂ  ɞɞ (Figure 58). 
46 The slanting surfaces of Mt. Tie are enclosed by a fence built in modern times. Within this fenced area, 

which covers some 1,085 square meters, are three texts: the biggest and longest sutra passage, a large text 

entitled the Stone Hymn carved directly adjacent to the final col umn of the sutra, and a list of names 

known as the Inscribed Record (Tiji  ) carved below. One more colophon was carved outside the fence 

at Mt. Tie. This inscription was situated outside the modern fence to the east, but it was destroyed in 1960. 

Fortunately, rubbings in the Zoucheng Museum enable a reconstruction of the compl ete text. For the scale 

ÖÍɯÛÏÌɯÍÌÕÊÌɯÈÕËɯÛÏÌɯ×ÓÈÊÌÔÌÕÛÚɯÖÍɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕÚȮɯÚÌÌɯ+ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌ- Space: Topography and 

2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƝƚ-99; Harrist (2008), 162; Lai Fei (2007), 102-120.  
47 The transcription and English translation are mainly adopted from Ledderose ed. (2015), 155-166; 

Ledderose ed. (2009), 144-146. 'ÈÙÙÐÚÛɀÚɯ×ÈÙÛÐÈÓɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯØÜÐÛÌɯÏÌÓ×ÍÜÓȭɯ2ee Harrist (2008), 192-196. 

Additionally, for the transcription, see Lai Fei (2007), 112-118. The details of the inscriptions on Mt. Tie 

will be discussed in chapter five.  
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requested that it be his brush that inscribes the sutra text.48 The Stone Hymn further states 

that his calligraphy surpassed that of four revered masters of the Han, Wei, and Eastern 

Jin periods: Zhang Boying  (Zhang Zhi , d. ca. 192) and Zhong You  (151-

230), Wei Dan  (179-253), and even the undisputed sage of calligraphy, Wang Xizhi 

 (303-361).49 This statement offers a remarkable indication of how greatly the 

donors and composer of the Stone Hymn at Mt. Tie respected Sengɀan Daoyiɀs work.50 

Another inscription at Mt. Tie, known as the Inscribed Record (Tiji  ) ɬ it is enclosed 

within incised vertical and horizontal borders ɬdescribes Sengɀan Daoyi of Dongling as 

the calligrapher of the sutra text.51 Both the Stone Hymn and the Inscribed Record give 

Sengɀan Daoyiɀs name as that of the calligrapher who wrote the sutra text.52  

Sengɀan Daoyi also is well-known for his significant role  as a sutra donor (jingzhu 

).  Sutra donors were sponsors who paid fo r a sutra carving, and they were 

considered the most important person in any given sutra carving project. 53 It was at Mt. 

                                                      

48 For English translation, see Ledderose ed. (2015), 155-166; Ledderose ed. (2009), 144-146; Harrist (2008), 

192-196. Unlike the sutra canon texts, none of the inscriptions explicitly identify the calligrapher of the 

texts of the Stone Hymn and the Inscribed Record. Nonetheless, ÉÖÛÏɯÈÙÌɯÛÏÖÜÎÏÛɯÛÖɯÉÌɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ

Daoyi based on the calligraphic style used. Kiriya (2002a): 14. 
49 Harrist (2008), 195-196; +ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌɬInscriptions: 'ÐÚÛÖÙÐÊÈÓɯ(ÕÚÊÙÐ×ÛÐÖÕÚɯ3ÐÌɯƖȮɂɯin Ledderose 

ed. (2015), 109-112. 
50 Harrist notes that this section of the Stone Hymn tells us how his contemporaries judged his calligraphy. 

Harrist (2008), 195. However, we have to bear in mind that only a small group of contemporaries 

respected Sengɀan Daoyiɀs calligraphy. This will be discussed later in the chapter. 
51 The inscription reads ɁSengɀan Daoyi of the Dongling (or ɁEastern Rangeɂ) wrote the calligraphy for the 

sutraɂ . Ledderose ed. (2015), 177. 
52 Although none of the inscriptions explicitly say that Seng ɀan Daoyi wrote the texts of the Stone Hymn and 

the Inscribed Record, both are thought to be done by Sengɀan Daoyi, based on the calligraphic style used. 

Kiriy a (2002a), 14. 
53 Zhang Zong, ɁMount TieɬTime: Related Persons,ɂ Ledderose ed. (2015), 101. 
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Jian that Sengɀan Daoyi was given the title, Ɂdonor of the sutra [carving] and the Buddha 

[name carving]ɂ (jingfozhu ). Unfortunatel y, the Buddhist inscriptions at Mt. Jian 

were completely destroyed in the 1960s when a quarry opened at that site. Only the 

rubbings and the records from Qing Dynasty epigraphers exist today. 54 Based on this 

information, it appears that in 575 CE, two Buddh ist sutra passages, one Buddha name 

of Da Kong Wang Fo, and approximately eight historical inscriptions were carved there.  

Due to their destruction, we cannot see the exact placement of the inscriptions, but the 

documentation by the Qing Dynasty scholars allows us to reconstruct their general 

placement (Figure 62). 

3ÏÌɯÕÈÔÌɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈ××ÌÈÙÚɯÛÏÙÌÌɯÛÐÔÌÚɯÈÛɯ,Ûȭɯ)ÐÈÕȮɯÛÞÖɯÖÍɯÞÏÐÊÏɯÈÙÌɯ

found in the most detailed colophons that name the prominent donors at the site. One of 

the colophons describes him as a ɁËÖÕÖÙɯÖÍɯÛÏÌɯÚÜÛÙÈɯȻÊÈÙÝÐÕÎȼɯÈÕËɯÛÏÌɯ!ÜËËÏÈɯȻÕÈÔÌɯ

carving] ( jingfozhu ).ɂɯ&ÐÝÌÕɯÛÏÌɯ×ÓÈÊÌÔÌÕÛɯÖÍɯÛÏÐÚɯÊÖÓÖ×ÏÖÕȮɯÓocated to the lower 

left of the 98 characters from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ and to the left of the 

                                                      

54 Buddhist text carvings at Mt. Jian are ÐÔ×ÖÙÛÈÕÛɯËÜÌɯÛÖɯÛÏÌɯÍÖÓÓÖÞÐÕÎɯÙÌÈÚÖÕÚȯɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ×ÓÈàÌËɯ

multiple roles as sutra donor, organizer, and calligrapher at t his site just as he had done at Mt. Hongding; 

A local Han Chinese Wei family sponsored the Buddhist texts; Tang Yong, the most renowned Han 

Chinese court official during the Northern Qi period, had his own Buddhist carvings engraved at the 

South Cave in Northern Xiangtangshan, and with his wife, Lady Zhao, also jointly sponsored texts at this 

site.  (This was discussed in chapter two). For Mt. Jian carvings, see chapter five in this dissertation.  
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Buddha name, Da Kong Wang Fo, 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÔÖÚÛɯÓÐÒÌÓàɯÙÌÚ×ÖÕÚÐÉÓÌɯÍÖÙɯÛÏÌɯ

carving of both the sutra text and the Buddha name (Figure 63).55   

Another inscription, which is the most detailed and longest at this site, located to 

the right of the 98-character passage from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ,56 echoes the 

ÈÉÖÝÌɯÚÛÈÛÌÔÌÕÛȮɯÈÕËɯÙÌÈËÚɯɁÛÏÌɯ&ÙÌÈt Renunciant (ĭÙÈÔÈἶa) 2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÛÖÎÌÛÏÌÙɯ

ÞÐÛÏɯÚÌÝÌÙÈÓɯÓÈàɯ×ÙÈÊÛÐÛÐÖÕÌÙÚȮɯÊÈÙÝÌËɯÈɯÚÜÛÙÈɯÈÕËɯ!ÜËËÏÈɂɯȹFigure 64).57 Despite the 

ÈÉÚÌÕÊÌɯÖÍɯÛÏÌɯÞÖÙËɯɁÚÜÛÙÈɯËÖÕÖÙɂɯÖÙɯɁËÖÕÖÙɯÖÍɯÛÏÌɯÚÜÛÙÈɯÈÕËɯ!ÜËËÏÈȮɂ the colophon 

Ìß×ÙÌÚÚÌÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÚÌÝÌÙÈÓɯlay practitioners joined together as patrons for 

the carvings of the sutra passage and the Buddha name.58 Here, these lay practitioners 

ÞÏÖɯÞÖÙÒÌËɯÞÐÛÏɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯÛÏÌɯ,Ûȭɯ)ÐÈÕɯÚÐÛÌɯÞÌÙÌɯÔÌÔÉÌÙÚɯÖÍɯÛÏÌɯÓÖÊÈÓɯ

ÙÌÕÖÞÕÌËɯ'ÈÕɯ"ÏÐÕÌÚÌɯɁ6ÌÐɂɯÍÈÔÐÓàȮɯÞÏÐÊÏɯÞÐÓl be discussed in detail in chapter five.  

In addition to acting as a sponsor and calligrapher of the inscriptions, 2ÌÕÎɀÈÕɯ

Daoyi was also a prominent organizer of the Buddhist carvings at several mountain sites 

in Shandong.59   Ûɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯ2ÌÕÎɀÈÕɯ#ÈÖài, along with another monk, Fahong, 

                                                      

55 It ÙÌÈËÚɯɁÛÏÌɯÔÖÚÛɯ×ÙÖÔÐÕÌÕÛɯÚÜÛÙÈɯÈÕËɯ!ÜËËÏÈɯËÖÕÖÙȮɯthe Great Renunciant (ĭÙÈÔÈἶa) 2ÌÕÎɀÈÕɯ#ÈÖàÐɂɯ

. The transcription is adopted from Lai Fei (2007), 87-88. 
56 On Mt. Jian, it appears that several colophons were related to one sutra text or one Buddha name.  
57 Ɂ  ȱȱ ȭɂɯThe transcription is adopted from Lai Fei  (2007), 83. 
58 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÈ××ÌÈÙÚɯÖÕɯÖÕÌɯÔÖÙÌɯinscription, which simply notes his name with the six 

characters, Ɂthe Renunciant (ĭramaẒa) Sengɀan Daoyi .ɂ The location of the inscription is 

uncertain. Lai Fei (2007), 91-92. 
59 Kiriya Seiichi  argues that Buddhist texts carved on mountain cliffs both inside and outside Shandong were 

not created individually, but established as part of a large sutra carving project under the guidance of 

Sengɀan Daoyi. Kiriya Seiichi (2002a), 3-8. It is evident that Sengɀan Daoyi played the most important role 

in the field of Buddhist sutra carvings during the Northern Qi period. At a few particular sites, such as Mt. 

Hongding, Mt. Jian, and Mt. Tie, he certainly seems to have been the prime organizer of the entire carving 
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organized the sutra carving. They chose the sutra passages and Buddha names, and had 

ÛÏÌÔɯÊÈÙÝÌËȭɯ ÚɯÞÐÓÓɯÉÌɯËÐÚÊÜÚÚÌËɯÉÌÓÖÞȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÊÏÖÚÌȮɯÞÙÖÛÌȮɯÈÕËɯÊÈÙÝÌËɯÛÏÌɯ

ÍÖÓÓÖÞÐÕÎɯ×ÈÚÚÈÎÌÚȯɯƝƜɯÊÏÈÙÈÊÛÌÙÚɯÍÙÖÔɯÛÏÌɯɯɁ/ÙÈÑęê×êÙÈÔÐÛêɯ(the Perfection of Wisdom, 

)ɂɯÚÜÛÙÈȮɯƙƘɯÊÏÈÙÈÊÛÌÙÚɯÍÙÖÔɯÛÏÌɯɯɁcontemplating the Buddha ɂ from the 

,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈȮɯÛÏÌɯ!ÜËËÏÈɯÕÈÔÌɯÖÍɯɁDa Kong Wang FoȮɂɯÈÕËɯÚÐßɯ×êÙÈÔÐÛêÚɯ

.  

Remarkably, the Mt. Jian site, established in 575 CE, bears the identical texts to 

ÛÏÖÚÌɯÊÏÖÚÌÕɯÈÕËɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȯɯthe 98-character passage 

from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈȮɯÛÏÌɯ!ÜËËÏÈɯÕÈÔÌȮɯɁDa Kong Wang FoȮɂɯÈÕËɯÚÐßɯ

×êÙÈÔÐÛêÚ. The overlap of the selected Buddhist texts between Mts. Hongding and Jian 

ÚÜÎÎÌÚÛÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÛÏÌɯÖÙÎÈÕÐáÌÙɯÖÍɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚɯÈÛɯ,Ûȭɯ)ÐÈÕȮɯÑÜÚÛɯ

as he was at Mt. Hongding.60 

 ËËÐÛÐÖÕÈÓÓàȮɯÐÕɯÉÖÛÏɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÑÜÚÛɯËÌÚÊÙÐÉÌËȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯ

appears at the top of the list of donors that also includes the names of several lay 

practitioners. 3ÏÐÚɯÚ×ÌÊÐÈÓɯ×ÓÈÊÌÔÌÕÛɯÐÕËÐÊÈÛÌÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÏÌÓËɯÈÕɯÌßÊÓÜÚÐÝÌɯ

                                                      

 

enterprise; he chose the Buddhist texts to be carved, and had them carved in accordance to his 

specifications. Nonetheless, it is unlikely that he oversaw all the Buddhist carvings during the Northern 

Qi period. His role seems limited to that of a calligrapher or designer for small wall spaces at several sites, 

such as Mt. Sili, and the North and South Xiangtangshan caves.  
60 +ÈÐɯ%ÌÐɯÈÓÚÖɯÖÉÚÌÙÝÌÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÛÏÌɯÛÌßÛɯÊÈÙÝÐÕÎɯÖÙÎÈÕÐáÌÙɯÈÛɯ,Ûȭɯ)ÐÈÕȭɯ+ÈÐɯ%ÌÐɯȹƖƔƔƘȺȮɯƕƗƛȭɯ Ûɯ

both the Mt. H ongding and Mt. Jian sites, 2ÌÕÎɀÈÕɯ#ÈÖàÐɯ×ÓÈàÌËɯÔÜÓÛÐ×ÓÌɯroles as he was the sutra donor, 

organizer, and calli grapher. 
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position among the donors at the Mt. Jian site. Moreover, although  he is not specifically 

named as the calligrapher, the writing at Mt. Jian is so  similar to that at Mt. Hongding 

and Mt. Tie, that almost all scholars believe he was the calligrapher for this site too. 61 

Taking all of this into account, 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÕÖÛɯÖÕÓàɯÈɯÚÜÛÙÈɯËÖÕÖÙɯÖÍɯÛÏÌɯÊÈÙÝÌËɯ

texts as the inscriptions state, but he also chose, organized, and wrote the texts, and 

coordinated the effort to get several lay practitioners to support the carving of the 

Buddhist sutra text s and Buddha names.  

SengɀÈÕɯ#ÈÖàÐɯÞÈÚɯÜÕËÖÜÉÛÌËÓàɯÖÕÌɯÖÍɯÛÏÌɯÔÖÚÛɯÚÐÎÕÐÍÐÊÈÕÛɯfigures in the 

establishment of the practice of Buddhist caving at Mt. Hongding and its vicinity, as 

well as in its spread to Zoucheng and broader areas in Shandong. Kiriya Seiichi has 

argued that Buddhist texts carved on mountain cliffs in Shandong Provin ce and on the 

walls of the northern and southern Xiangtangshan cave temples, were all parts of a large 

ÚÛÖÕÌɯÊÈÙÝÐÕÎɯ×ÙÖÑÌÊÛɯÖÙÐÎÐÕÈÛÌËɯÈÕËɯÓÌËɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭ62 *ÐÙÐàÈɯËÐÝÐËÌÚɯ2ÌÕÎɀÈÕɯ

#ÈÖàÐɀÚɯÓÐÍÌȮɯÐÕÛÖɯÚÌÝÌÙÈÓɯ×ÌÙÐÖËÚɯÈÕËɯÊÖÕÛÌÕËÚɯÛÏÈÛɯÏÌɯÚÛÈÙÛÌËɯÛÏÌɯ×Ùoject at Mt. 

Hongding in the 550s, moved to the capital, Ye, to write the Buddhist texts at the 

Xiangtangshan Caves during the late 560s and early 570s, and then later came back to 

the Zoucheng area of Shandong.63 According to Kiriya, all Buddhist text carv ings during 

                                                      

61 Harrist (2007), 172. 
62 Kiriya Seiichi ( 2002a), 3-8. 
63 Kiriya Seiichi ( 2002a), 8-ƚƖȭɯ#ÐÚÈÎÙÌÌÐÕÎɯÞÐÛÏɯ*ÐÙÐàÈɀÚɯËÐÝÐÚÐÖÕɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÌÕÎÙÈÝÐÕÎÚȮɯ+ÈÐɯ%ÌÐɯ

identifies two ÔÈÑÖÙɯÎÙÖÜ×ÚɯÐÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÞÖÙÒÚȮɯÐÕɯÞÏÐÊÏɯÏÌɯÚÞÐÛÊÏÌÚɯÍÙÖÔɯÜÚÐÕÎɯÚÏÖÙÛÌÙɯÚÜÛÙÈɯ

excerpts to using longer sutra excerpts at the end of the 570s. Lai Fei (2003), 119-131. 
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ÛÏÌɯ-ÖÙÛÏÌÙÕɯ0Ðɯ×ÌÙÐÖËɯÞÌÙÌɯÌÚÛÈÉÓÐÚÏÌËɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÏÐÚɯËÐÚÊÐ×ÓÌÚȮɯÈÕËɯÐÕɯ

addition, he was a respected Buddhist priest as well as an experienced calligrapher.64  

Given his calligraphy and the identical repertoire of Buddhist carvings at  

numerous Buddhist engraving sites created during Northern Qi, we, like Kiriya, may be 

ÛÌÔ×ÛÌËɯÛÖɯÝÐÌÞɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÚɯÛÏÌɯ×ÐÝÖÛÈÓɯÍÐÎÜÙÌɯÖÍɯÈÓÓɯÖÍɯÛÏÖÚÌɯÊÈÙÝÐÕÎÚȭɯ'ÖÞÌÝÌÙȮɯ

detailed studies reveal that those carvings cannot have been a series in within one large 

×ÙÖÑÌÊÛɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ(ÕɯÍÈÊÛȮɯÚÌÝÌÙÈÓɯÌÕÎÙÈÝÐÕÎÚɯËÐÚ×ÓÈàɯÛÖÛÈÓÓàɯËÐÍÍÌÙÌÕÛɯÍÌÈÛÜÙÌÚȮɯ

which were clearly tailored for the specific needs of their respective participants and 

×ÈÛÙÖÕÚȮɯÈÕËɯÙÌÍÓÌÊÛɯÛÏÌÐÙɯËÐÍÍÌÙÌÕÛɯÔÖÛÐÝÈÛÐÖÕÚȭɯ(Íɯ*ÐÙÐàÈɀÚɯÈÚÚÜÔ×ÛÐon is correct, many 

×ÈÙÛÐÊÐ×ÈÕÛÚɯÐÕɯÛÏÌɯ×ÙÖÑÌÊÛɯÞÖÜÓËɯÏÈÝÌɯÉÌÌÕɯÝÌÙàɯÈÞÈÙÌɯÖÍɯÛÏÌɯÍÈÊÛɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ

was leading their project, and would have regarded him as a very respected Buddhist 

priest, who had decided to participate in their specific carving p roject. They certainly 

would have put his name in the colophon, displaying with pride that they had worked 

ÞÐÛÏɯÛÏÌɯÙÌÕÖÞÕÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭ65  

(ÕɯÙÌÈÓÐÛàȮɯÏÖÞÌÝÌÙȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÈ××ÌÈÙÚɯÈÛɯÖÕÓàɯÍÖÜÙɯÚÐÛÌÚȰɯ,ÛÚȭɯ

Hongding, Ergu, Jian, and Tie. And, even at those four sites, his role seems to have 

                                                      

64 Kiriya Seiichi (2001a), 146. 
65 Such an instance can be seen in the Guyang Cave at Longmen. A dedication in 498 CE to the Duke of 

Shiping names the calligrapher, Zhu yizhang , as well as the author of the text, Meng da . The 

inclusion of the calligrapher in the dedication, one of a few unusua l occurrences in Buddhist inscriptions 

from the period, indicates that the quality of the writing was an important feature of the dedication, as 

this added to its value and provided a source of special pride for the donors. For the dedication, see Abe 

(2002a), 200. 



 

142 

varied.  Ûɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÈɯÒÌàɯÍÐÎÜÙÌȮɯÈÚɯÏÌɯÊÏÖÚÌȮɯÖÙÎÈÕÐáÌËȮɯÈÕËɯ

wrote the sutra excerpts and Buddha names. He was held in high esteem by his fellow 

monks and followers, which was reflected in the encomium for him (HDS 3) and in the 

paean for him in the Ɂ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɯȹ2ÌÙÌÕÐÛàȺɂɯ(HDS 15, Figures 59 and 60).  

However, the colophon dated 562 CE located at the Mt. Ergu site names four 

×ÈÛÙÖÕÚȮɯÈÔÖÕÎɯÞÏÖÔɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯlisted as the third ,66 with the names of two 

other monks, Sengtai and Daoyong, recorded before his name (Figures 70 and 71).67 At 

ÖÛÏÌÙɯÚÐÛÌÚɯÕÌÈÙɯ,Ûȭɯ$ÙÎÜȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÈ××ÌÈÙÚɯÕÖÞÏÌÙÌȮɯÌÝÌÕɯÛÏÖÜÎÏɯÛÏÌɯ

content and calligraphy of the carving closely resemble those of SÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯ,Ûȭɯ

Hongding. In contrast, the names of the two monks, Sengtai and Daoyong, appear again 

at the colophon for the same Buddha name on Mt. Yuncui near Mt. Ergu.68 These monks 

appear to have been quite active in the vicinity of Lake Dongping, a nd it appears that 

                                                      

66 The colophon for the Buddha name of Da Kong Wang Fo on Mt. Ergu names him ɁSengɀanyi,ɂ an 

abbreviated version of the name Sengɀan Daoyi. Kiriya (2003), 51, 74; Lai Fei (2003), 126; Tao Liu (2003), 

238; Takuma (2003), 188; Hongguo Xu (2003), 245.  
67 At Mt. Ergu , the names of four donors: Bhikảu Sengtai , Bhikảu Daoyong , 

Sengɀanyi , and Cheng Boren , are recorded in the colophon located beneath the carved 

Buddha name, ɁDa Kong Wang Fo.ɂ Curiously, as seen at the colophon, Sengɀan Daoyi was listed as the 

third participant here. He was not yet highlighted as the leading figure, but is rather regarded as equal to 

or less important than other monks. The fourth name, Cheng Boren, is that of a layperson, about whom 

nothing else is known. Tsai (2012), 139; Ledderose ed. (2014), 343-344. 
68 Mt. Yuncui  has the colophon naming the five monks: Bhikảu Sengling , Bhikảu Daoɞ 

ɞ, Bhikảu Sengtai , Bhikảu Zhi[ ȱ] ɞ, and Bhikảu Baoliong . The third name 

Bhikảu Sengtai  appears at Mt. Ergu as well. Although the last character is illegible,  the second 

name, Bhikảu Daoɞ ɞ, is likely Bhikảu Daoyong , who was a patron of the Mt. Ergu carving 

along with Bhikảu Sengtai . The two monks, Daoyong and Sengtai, participated in both carvings 

on Mts. Ergu and Yuncui, while Sengɀan Dayiɀs name does not appear at Mt. Yuncui. Tsai, 2012, 138-139 
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2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞas not regarded as important here as they were.69 This phenomenon 

ÙÈÐÚÌÚɯÈɯÍÜÕËÈÔÌÕÛÈÓɯØÜÌÚÛÐÖÕɯÈÉÖÜÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÚÛÈÛÜÚȮɯÙÌ×ÜÛÈÛÐÖÕȮɯÈÕËɯÈÊÛÜÈÓɯ

accomplishments compared with his contemporaries.    

Some might suggest that it was not until 562 CE, when the Mt. Ergu carving was 

ÔÈËÌȮɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÙÌ×ÜÛÈÛÐÖÕɯÉÌÎÈÕɯÛÖɯÎÙÖÞȮɯÌÝÌÕÛÜÈÓÓàɯÉÌÊÖÔÐÕÎɯÞÐËÌÚ×ÙÌÈËɯ

in the 570s. However, again, even in the 570s, his name appears at only two sites: Mt. 

Jian and Mt. Tie. Moreover, ÈÛɯÌÈÊÏɯÖÍɯÛÏÌÚÌɯÛÞÖɯÚÐÛÌÚȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÚÌÌÔÚɯÛÖɯÏÈÝÌɯ

played quite a different role.  ÛɯÛÏÌɯ,Ûȭɯ)ÐÈÕɯÚÐÛÌȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈ××ÌÈÙÚɯÛÖɯÏÈÝÌɯÉÌÌÕɯÛÏÌɯ

most prominent figure in the entire carving project. Listed as the uppermost of the 

patrons, he was a sutra donor, organizer, and calligrapher. By contrast, at Mt. Tie, he 

was mentioned only as a most renowned calligrapher.  

Apart from these four sites, his name appears nowhere else. Even at sites where 

the calligraphic style and repertoire of the carvings are identical to those known to be 

ËÖÕÌɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÈÕËɯÈÙÌɯÛÏÌÙÌÍÖÙÌɯÉÌÓÐÌÝÌËɯÛÖɯÉÌɯÞÙÐÛÛÌÕɯÉàɯÏÐÔɯȹ,ÛÚȭɯ8ÐɯÈÕËɯ

"ÜÓÈÐȺȮɯÏÐÚɯÕÈÔÌɯÞÈÚɯÕÖÛɯÙÌÊÖÙËÌËȭɯ'ÖÞɯÛÏÌÕɯÊÈÕɯÞÌɯÜÕËÌÙÚÛÈÕËɯÛÏÐÚȳɯ6ÏÖɯÞÈÚɯ2ÌÕÎɀÈÕɯ

#ÈÖàÐɯÛÖɯÏÐÚɯÊÖÕÛÌÔ×ÖÙÈÙÐÌÚȳɯ"ÈÕɯÐÛɯÉÌɯÈÚÚÜÔÌËɯÛÏÈÛɯ2ÌÕÎɀan Daoyi wrote almost all of 

the texts that were engraved? Was he physically at the sites writing the Buddhist text, 

even though his name was not recorded?  

                                                      

69 Tsai (2012), 139. 
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(ÛɯÐÚɯÜÕËÌÕÐÈÉÓÌɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÈɯÚÒÐÓÓÌËɯÊÈÓÓÐÎÙÈ×ÏÌÙȭɯ3ÏÐÚɯÐÚɯÊÓÌÈÙÓàɯÈÕËɯ

visibly demonst rated in his encomium at Mt. Hongding (HDS 3) and in the statement of 

the Stone Hymn ÈÛɯ,Ûȭɯ3ÐÌȭɯ,àɯÚ×ÌÊÜÓÈÛÐÖÕɯÐÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÕÖÛɯÙÌÎÈÙËÌËɯÈÚɯÈÕɯ

eminent Buddhist monk or philosopher, but as a well -versed calligrapher. Taught and 

inspired by an unknown Buddhist thinker, he launched the carvings at Mt. Hongding. 

Some other Buddhist monks, who were attracted by the new Buddhist thoughts and 

×ÙÈÊÛÐÊÌÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÏÈËɯÉÌÌÕɯÍÖÓÓÖÞÐÕÎɯÍÖÙɯÚÖÔÌɯÛÐÔÌȮɯÎÙÈËÜÈÓÓàɯÌÔÌÙÎÌËȭɯ

They seem to have asked SenÎɀÈÕɯ#ÈÖàÐɯÛÖɯÞÖÙÒɯÞÐÛÏɯÛÏÌÔɯÛÖɯÊÙÌÈÛÌɯÛÏÌÐÙɯÖÞÕɯÊÈÙÝÐÕÎÚɯ

ÕÌÈÙɯÛÏÌÐÙɯ×ÓÈÊÌÚɯÖÍɯÈÊÛÐÝÐÛàȭɯ(ÛɯÐÚɯÌÈÚàɯÛÖɯÐÔÈÎÐÕÌɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÖÜÓËɯÏÈÝÌɯÉÌÌÕɯ

pleased to see other priests inspired by the practices and would have decided to help 

ÛÏÌÔȭɯ'ÖÞÌÝÌÙȮɯ2ÌÕÎɀÈÕɯ#aoyi was not important or respected enough to be allowed to 

ÊÈÙÝÌɯÏÐÚɯÕÈÔÌɯÛÖÎÌÛÏÌÙɯÞÐÛÏɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÕÈÔÌɯÕÈÔÌÚɯÈÛɯÔÈÕàɯÚÐÛÌÚȭɯ 

It seems quite evident that 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÙÌ×ÜÛÈÛÐÖÕɯÈÚɯÈɯÎÙÌÈÛɯÊÈÓÓÐÎÙÈ×ÏÌÙɯÞÈÚɯ

already widespread in the 560s, since numerous Buddhist engravings of the time both in 

and outside Shandong display his calligraphic style.  For the large scale calligraphy on 

ÔÖÜÕÛÈÐÕɯÚÜÙÍÈÊÌÚȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯappears to have deliberately chosen the ancient 

clerical script ( lishu ) of the second and third centuries. Most Buddhist scribes of the 

sixth century generally used the elegant fluid style of 6ÈÕÎɯ7ÐáÏÐɀÚɯȹ303-361) regular 

script (kaishu ) for writing on paper or silk , but this was ill -suited for use on rough 
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stone surfaces.70 Taking the irreÎÜÓÈÙÐÛÐÌÚɯÖÍɯÛÏÌɯÚÛÖÕÌɯÐÕÛÖɯÈÊÊÖÜÕÛȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ

employed the use of bold and inventive character compositions. He made the characters 

in distinctive blocky proportions, and spaced the elements of the characters widely and 

asymmetrically. The brushstrok es were drawn out to the right. This may seem awkward 

ÈÕËɯÌÝÌÕɯÕÈÐÝÌɯÈÛɯÍÐÙÚÛɯÎÓÈÕÊÌȮɯÉÜÛɯÜ×ÖÕɯÊÓÖÚÌɯÌßÈÔÐÕÈÛÐÖÕȮɯÐÛɯÐÚɯÒÕÖÞÕɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ

Daoyi explored the aesthetic potential of the ancient strength inherent in clerical script, 

and so the wirings emerge as highly sophisticated calligraphic forms. 71 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ

calligraphic style appears to have been an integral part of the teachings, beliefs, and 

religious practices related to the carved texts, including the 98-character passage from 

the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ, Da Kong Wang Fo, and the Six Perfections.72 Even 

illiterate contemporaries were likely able to catch the religious meaning or practice 

through the characteristics of calligraphic style. Such recognition and reputation likely 

caused many paÛÙÖÕÚɯÛÖɯÐÕÝÐÛÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÛÖɯÞÙÐÛÌɯÛÏÌɯÛÌßÛÚɯÍÖÙɯÊÈÙÝÐÕÎÚɯÈÛɯÔÈÕàɯÚÐÛÌÚȭɯ 

                                                      

70 Ledderose provides an in-depth ÈÕÈÓàÚÐÚɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏÐÊɯÚÛàÓÌȭɯ+ÌËËÌÙÖÚÌ (2013a), 51-58; 

+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯ+ÌËËÌÙÖÚÌɯed. (2014), 43; 

+ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ2ÛàÓÌɯÖÍɯ"ÈÓÓÐÎÙÈ×ÏàȮɂɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƕƘ-115.  
71 Ledderose (2013a), 57-58; Ledderose ed., (2015), 115; Lis Jung Lu and Lu Dadong (2006-2007), 276 and 280. 

Liu Jung Lu and Lu Dadong hold that, give n his reputation as a calligrapher, it can be easily assumed that 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÓÚÖɯÞÙÖÛÌɯÚÜÛÙÈÚɯÖÕɯ×È×ÌÙɯÖÙɯÖÕɯÚÛÖÕÌɯÛÈÉÓÌÛÚȭɯ4ÕÍÖÙÛÜnately, no small-scale writing has 

been reported yet. They suggest that parts of the inscriptions at the South Cave of the Northern 

Xiangtangshan in Hebei province, as well as recently excavated sutra steles and a dedicatory inscription 

ÍÖÙɯÈɯ!ÜËËÏÈɯÛÙÐÈËɯȹɁ$ÈÚÛÌÙÕɯ2ÏÈØÐÜɯ-ÜÕÕÌÙàɯ2ÊÜÓ×ÛÜÙÌɯ(ÕÚÊÙÐ×ÛÐÖÕɂȺȮɯÈÓÓɯÌßÊÈÝÈÛÌËɯÕÌÈÙɯÛÏÌɯÊÐÛàɯÖÍɯ

Yanzhou, Shandong, were written in the calligraphic style very similar to that of the Buddhist carvings 

ÐËÌÕÛÐÍÐÌËɯÈÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÞÖÙÒÚȭɯ+ÐÚɯ)ÜÕÎɯ+ÜɯÈÕËɯ+Üɯ#ÈËÖÕÎȮɯȹƖƔƔƚ-2007), 271, 276-280. 
72 This perspective is suggested by Harrist. Harrist (2008), 182-188.  
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#ÌÚ×ÐÛÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÙÌ×ÜÛÈÛÐÖÕɯÈÚɯÛÏÈÛɯÖÍɯÈɯÞÌÓÓ-versed calligrapher, there 

were a significant number of patrons who did not appear to have appreciated his 

calligraphy. Except for the ×ÈÛÙÖÕÚɯÈÛɯ,ÛÚȭɯ)ÐÈÕɯÈÕËɯ3ÐÌȮɯÞÏÖɯÚÛÙÌÚÚÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ

presence at the sites, many patrons did not care who actually wrote the passage. To 

them, the Buddhist practices related to the carvings seems to have been much more 

important. They might  ÏÈÝÌɯÈÚÒÌËɯÖÙɯÏÐÙÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÛÖɯÞÙÐÛÌɯÛÏÌɯ!ÜËËÏÐÚÛɯÛÌßÛɯ

because of his reputation, but most patrons did not appear to have valued his 

calligraphy itself. As Harrist notes, if they had respected or wanted to give credit to the 

calligraphers, they woul ËɯÏÈÝÌɯÔÈËÌɯɁÛÏÌɯÐÕÊÓÜÚÐÖÕɯÖÍɯÛÏÐÚɯÐÕÍÖÙÔÈÛÐÖÕɯÈÉÖÜÛɯ

ÊÈÓÓÐÎÙÈ×ÏÌÙÚɯÐÕɯÐÕÚÊÙÐ×ÛÐÖÕÚɂɯÛÖɯÚÐÎÕÐÍàɯÛÏÈÛɯɁÛÏÌɯØÜÈÓÐÛàɯÖÍɯÛÏÌɯÞÙÐÛÐÕÎɯÞÈÚɯÈɯÍÌÈÛÜÙÌɯÖÍɯ

these monuments that added to their value and was a potential source of pride, and 

ÔÌÙÐÛȮɯÍÖÙɯÛÏÌɯËÖÕÖÙÚȭɂ73  

AnÖÛÏÌÙɯØÜÌÚÛÐÖÕɯÙÌÓÈÛÌËɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÐÚɯÞÏÌÛÏÌÙɯÏÌɯÞÈÚɯ

physically present at every site in order to write the calligraphy. There are two basic 

methods for producing a rock inscription: characters can be written in situ directly on 

the clif fs or boulders, and then engraved;74 or, characters can be brushed on sheets of 

                                                      

73 Harrist (2008), 192. 
74 Writin ÎɯÛÏÌɯÊÏÈÙÈÊÛÌÙÚɯÞÐÛÏɯÈɯÉÙÜÚÏɯËÐÙÌÊÛÓàɯÖÕɯÚÛÖÕÌɯÞÈÚɯÊÈÓÓÌËɯɁshudanɂ ( , writing in cinnabar); a 

technique in which the calligrapher wrote characters on stone using red pigment to make them easier to 

see. This process demanded that the calligrapher go to the site. After the writing was done, the carvers 

completed the inscriptions by engraving the marked strokes. Zhuanghon g Wang (1985), 6-9; Harrist 

(2008), 25 and 303n31. 
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paper and then traced and engraved on a stone surface.75 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÔÐÎÏÛɯÏÈÝÌɯ

been physically present at site as in the former process, or he might have written the text 

in the scale requested by patrons on many pieces of paper so the patrons could take 

them to the site for transcription and carving. He also could have had his followers write 

several of the carvings following his calligraphic style. Or, is it also possible tha t there 

ÔÐÎÏÛɯÏÈÝÌɯÉÌÌÕɯÚÖÔÌɯÞÏÖɯÐÔÐÛÈÛÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×Ïàȳɯ3ÏÌɯÈÕÚÞÌÙÚɯÛÖɯÛÏÌÚÌɯ

questions remain unknown.  

Regardless of the particular circumstance, there were evidently some patrons 

ÞÏÖɯÏÐÎÏÓàɯÌÚÛÌÌÔÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÎÙÌÈÛÓàɯÈ××ÙÌÊÐÈÛÌËɯÏÐÚ calligraphy.  The 

Buddhist carvings were made up of Han -Chinese characters, which many 

contemporaries of the time probably could not read. The excellence of his calligraphy 

was likely respected by very small group of elite people. It is worth noting that Buddhist 

ÊÈÙÝÐÕÎÚɯÈÛɯÛÏÌɯÚÐÛÌÚɯÖÍɯ,ÛÚȭɯ)ÐÈÕɯÈÕËɯ3ÐÌȮɯÞÏÌÙÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÞÈÚɯ×ÙÖÜËÓàɯ

displayed, were patronized by a group of Han Chinese clan members. This cannot be 

ÚÐÔ×ÓÌɯÊÖÐÕÊÐËÌÕÊÌȭɯ(ɯÚÜÎÎÌÚÛɯÛÏÈÛɯÚÖÔÌɯ'ÈÕɯ"ÏÐÕÌÚÌɯÏÐÎÏÓàɯÈ××ÙÌÊÐÈÛÌËɯ2ÌÕÎɀÈÕɯ

DaoàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÈÕËɯÛÏÌÙÌÍÖÙÌɯÐÕÝÐÛÌËɯÏÐÔɯÛÖɯÛÏÌɯ,Ûȭɯ)ÐÈÕɯÈÕËɯ3ÐÌɯÚÐÛÌÚɯÛÖɯÈËËɯÈɯ

special quality and value to the writing that was going to be carved there. For these Han 

"ÏÐÕÌÚÌɯËÖÕÖÙÚȮɯÛÏÌɯÏÐÎÏɯØÜÈÓÐÛàɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÞÈÚɯËÐÙÌÊÛÓàɯÓÐÕÒÌËɯwith 

their pride in the results. What, then, did the Han Chinese wish to claim through 

                                                      

75 Zhuanghong Wang (1985), 6-9; Harrist (2000a), 64. 
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Buddhist writing of high quality calligraphy? Investigation regarding the sociopolitical 

and cultural climate surrounding the Northern Qi will enable us to have a better  

ÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯÐÛÚɯ×ÈÛÙÖÕÚɀɯÞÐÚÏÌÚȭɯ3ÏÐÚɯÈÙÌÈɯÞÐÓÓɯÉÌɯÌß×ÓÖÙÌËɯÐÕɯÊÏÈ×ÛÌÙɯÍÐÝÌȭ 

4.2.2 Renunciant Venerable Fahong and Other Monks   

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÕÖÛɯÛÏÌɯÖÕÓàɯÐÔ×ÖÙÛÈÕÛɯÔÖÕÒɯÈÛɯÛÏÌɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÚÐÛÌȭɯ

Another important figure is the Renunciant Venera ble Fahong . While the name 

of 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÙÌÊÖÙËÌËɯÈÛɯÚÌÝÌÙÈÓɯÚÐÛÌÚȮɯÚÜÊÏɯÈÚɯÈÛɯ,ÛÚȭɯ$ÙÎÜȮɯ)ÐÈÕɯÈÕËɯ3ÐÌȮɯÈÕËɯÏÌɯ

was likely active in other sites in southwestern Shandong and at the Xiangtangshan cave 

ÖÍɯ'ÌÉÌÐȮɯ%ÈÏÖÕÎɀÚɯÕÈÔÌɯÈ××ÌÈÙÚɯÖÕÓàɯÍÖÜÙɯÛÐÔÌs, and only in Mt. Hongding 

inscriptions. 76 One inscription (HDS 9.16) is situated on the northern slope, and the other 

three inscriptions (HDS 18, 21.2, and 23.3) are all on the southern slope (Figures 50 and 

52).77 Of the inscriptions bearing his name, the three inscriptions of HDS 9.16, 21.2, and 

23.2 are brief, noting that he donated the adjacent Buddha name(s) or sutra text. 

Inscription HDS 18 is an encomium for Fahong. It is a lengthy one and describes 

%ÈÏÖÕÎɀÚɯ×ÓÈÊÌɯÖÍɯÖÙÐÎÐÕɯÈÕËɯÏÐÚɯ!ÜËËÏÐÚÛɯÐËÌÈÚɯȹ%Ðgures 65 and 66). 

The Renunciant (ĭramaẒa) Venerable Fahong is a man from India (Tianzhu ) 

                                                      

76 His name is recorded in no historical sources. Takuma Nobuyuki states a monk named Fahong, who was 

one of the disciples of Huiji  in the Southern Qi Dynasty (479-502 CE), is recorded in Biographies of 

Eminent Monks (Gaosengzhuan ) (T. 2059, 50: 420c13). But, as Takuma also notes, this monk named 

Fahong is unlikely to have been the monk active at Mt. Hongding in Shandong during  the Northern Qi 

period. Takuma Nobuyuki (1999), 25. Kiriya Seiichi suggests that the monk named Fahong might have 

been the same monk as Sengɀan Daoyi. Kiriya ( 2001a), 149-150. 
77 Luo Zhao suggests that the monk, Fahong, was the donor and sponsor for all the carvings on the southern 

slope at Mt. Hongding. Luo Zhao (2013), 308. 
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ÞÐÛÏÐÕɯÛÏÌɯ)ÈÔÉÜËÝČ×ÈɯÚÌÛÛÓÌÔÌÕÛÚɯÖÍɯÛÏÌɯ2ÈÏêɯ+ÈÕËÚȭ78 He is surpassing [in his 

understanding of] the three kinds of emptiness, 79 due to his earlier [incarnation] 

during the time of the [Buddha] King of Emptiness.  He is profound and erudite 

in the myriad practices, due to his later [incarnation] during the time of 

Lushena.80 His constructive intelligence is lofty, competing with the summits of 

the Apex Heaven. His talents are vast, vying with the distances of the boundless. 

His religious nature is utterly comprehensive; his virtue equals any of past or 

present. How unfettered and magnanimous is his heart! How free! How 

unrestrained! If it is not emptiness, he does not discuss it. If it is not thusness, he 

does not speak on it. When he discusses emptiness and speaks on thusness, 

affirmation and negation are both extinguished. When he neither discusses nor 

speaks, being and non-being both vanish. The verse says:  

This renunciant from lndia,  

his surname is Shi and his name Hong. 

His way flourishes and shines forth,  

penetrating utterly inner and outer.  

[...] his character indefatigable [...], 

his behavior is great-hearted. 

He affirms the Realm of the Law;  

darkens81 his mind in  the Great Emptiness. 

Third year of the Heqing era of the Great Qi Dynasty, Jupiter in Gemini (564).82 

(emphasis mine) 

                                                      

78 The ɁJambudvČpa settlementsɂ and the ɁSahê Landsɂ are Buddhist names for imaginary continents and 

worlds often mentioned in Buddhist sutras. In Indian cosmology, Jambudv Čpa is one of four continents 

around Mount Sumeru, and is located to its south. JambudvČpa is where we human beings are said to 

reside. The ɁSahê Landsɂ refers to the world of rebirth. For Buddhist cosmology, see Akira Sadakata 

(1973), 10-36. For its English translation, see Akira Sadakata (1997), 25-40; Ledderose ed. (2014), 270n626.  
79 The Ɂthree kind s of emptinessɂ (sankong ) refers to emptiness (kong ), marklessness (wuxiang ), 

and wishlessness (wuyuan ). Hajime Nakamura (1975), 283b, 460c, and 464bc; Ledderose ed. (2014), 

270n627.  
80 In Ledderose ed. (2014), 271, the ȿ ɀ is translated into ȿVairocana,ɀ noting that Buddha Vairocana is 

closely associated with the AvataẐsaka Sľtra. The 60-fascicle version (T09n0278) of the Vairocana was 

translated into Lushena  by Buddhabhadra ( , 359ɬ429) around 420 during the Eastern Jin 

Dynasty (316ɬ420). The 80-fascicle version (T10n0279) was translated into Piluzhena  by 

¥ik ênanda ( , 652ɬ710) around 699 during the Tang Dynasty (618-906). In the late sixth century in 

China, the Buddhas Lushena  and Piluzhena  were distinguished in the d iscourse of the 

three bodies ( ) of the Buddha. To avoid confusion, the dissertation uses Lushena  as it is 

ÙÌÊÖÙËÌËɯÐÕɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÐÕÚÛÌÈËɯÖÍɯȿ5ÈÐÙÖÊÈÕÈȭɀ  
81 Ɂ#ÈÙÒÌÕɯÛÏÌɯÔÐÕËɂɯÐÚɯÈɯÛÌÙÔɯÍÖÙɯÔÌËÐÛÈÛÐÖÕȮɯÙÌÍÌÙÙÐÕÎɯÛÖɯÛÏÌɯɁËÈÙÒÌÕÐÕÎɂɯÖÍɯÛÏÌɯËÐÚÛÐÕÊÛÐons and concepts 

that mask the truth of emptiness. Ledderose ed. (2014), 271n638. 
82 The text literally states that the year (sui) star is in the constellation shichen , which corresponds to 

Jupiter being visible within the constellation Gemini, according  to Western understanding. Ledderose ed. 

(2014), 272n640. ̆
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Whereas tÏÌɯÌÕÊÖÔÐÜÔɯÍÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯȹ'#2ɯƗȺɯ×ÙÖÝÐËÌÚɯÕÖɯÙÌÈÓɯÍÈÊÛÚȮɯ

%ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔɯȹ'#2ɯƕƜȺɯÙÌ×ÖÙÛÚɯÚ×ÌÊÐÍÐÊɯÍÈÊÛÚȯɯ%ÈÏÖÕÎɯcame from central Tianzhu, 

one of the five states in India,83 his surname is Shi  and his given name is Hong .ɂ84 

3ÏÌɯÚÌÊÛÐÖÕÚɯÛÏÈÛɯÍÖÓÓÖÞɯÌÓÜÊÐËÈÛÌɯ%ÈÏÖÕÎɀÚɯ!ÜËËÏÐÚÛɯÛÏÖÜÎÏÛÚɯÈÕËɯ×ÙÈÊÛÐÊÌÚȭɯ(ÕɯÍÈÊÛȮɯÛÏÐÚɯ

ÚÌÊÛÐÖÕɯÖÍɯ%ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔɯËÐÍÍÌÙÚɯÚÐÎÕÐÍÐÊÈÕÛÓàɯÍÙÖÔɯÛÏÈÛɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚȭɯ6ÏÐÓÌɯ

ÛÏÌɯÌÕÊÖÔÐÜÔɯÍÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÌÔ×ÏÈÚÐáÌÚɯÏis practice of carving on stones and in 

ÔÖÜÕÛÈÐÕÚȮɯÛÏÌɯÌÕÊÖÔÐÜÔɯÍÖÙɯ%ÈÏÖÕÎɯÌÓÈÉÖÙÈÛÌÚɯÜ×ÖÕɯ%ÈÏÖÕÎɀÚɯ!ÜËËÏÐÚÛɯ×ÏÐÓÖÚÖ×Ïàȭ85 

Furthermore, Fahongɀs encomium pays tribute to his Buddhist erudition, especially with 

                                                      

 

/   /

,    /    

/ .ɂ The transcription and English translati on are adopted from Ledderose ed. 

(2014), 269-271. For other transcriptions, see Lai Fei (2004), 111; Lai Fei (2007), 33-35; Shandong Shike 

Yishu Bowuguan (2006), 84. For analysis of its contents, see Kiriya ( 2001a), 148-150; Ledderose ed. (2014), 

269-271; Zhao Luo (2013), 304-307. 
83 In ancient China, India was called ɁShendu,ɂ , which was derived from the Sanskrit term, Sindhu, the 

name of the river Indus. In the latter Han period, when the Chinese had more direct contact with India 

through the arrival of Buddhist missionaries, India began to be described as ɁTianzhuɂ , which was 

divided into eastern, southern, western, northern, and middle geographic regions called the Ɂfive Tianzhu 

statesɂ (wu Tianzhu guo ). ɁYinduɂ , the present-day word for ɁIndiaɂ in Chinese, was coined 

in 646 by the monk-pilgrim Xuanzang ( , 602-664). Xuanzang, Da Tang Xiyu ji , T. 2087, 51: 

875b16-17. For the names of India in Chinese, see Mosca (2013), 47-48; Bagchi (1948), 366-375; Mukherjee 

(1988), 297-303. 
84 Paul Copp, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: HDS 3ȮɂɯÐÕɯLedderose ed. (2014), 91. 
85 %ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔɯÐÚɯÔÜÊÏɯÓÖÕÎÌÙɯÛÏÈÕɯÛÏÈÛɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ'ÖÞÌÝÌÙȮɯÞÏÐÓÌɯ%ÈÏÖÕÎɀÚɯÊÖÕÚÐÚÛÚɯÖÍɯƕƗƛɯ

ÊÏÈÙÈÊÛÌÙÚɯÈÕËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÖÕÚÐÚÛÚɯÖÍɯƛƙɯÊÏÈÙÈÊÛÌÙÚȮɯÛÏÌɯÈÙÌÈÚɯÛÏÌɯÌÕÊÖÔÐÜÔÚɯÊÖÝÌÙɯÈÙÌɯÚÐÔÐÓÈÙȯɯ

%ÈÏÖÕÎɀÚɯÐÚɯƖƕƛɯcentimeters in height and 144 centimetÌÙÚɯÐÕɯÞÐËÛÏȰɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÐÚɯƖƘƖɯÊÌÕÛÐÔÌÛÌÙÚɯÐÕɯ

ÏÌÐÎÏÛɯÈÕËɯƕƖƛɯÊÌÕÛÐÔÌÛÌÙÚɯÐÕɯÞÐËÛÏȭɯ3ÏÌɯÚÊÈÓÌɯÖÍɯÛÏÌɯÊÏÈÙÈÊÛÌÙÚɯÜÚÌËɯÍÖÙɯ%ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔɯÐÚɯÚÔÈÓÓÌÙɯ

ÛÏÈÕɯÛÏÈÛɯÜÚÌËɯÍÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÌÕÊÖÔÐÜÔȭɯ3ÏÌɯÊÏÈÙÈÊÛÌÙÚɯÐÕɯ%ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔɯÈÙÌɯÈ××ÙÖßÐÔÈÛÌÓàɯ

8~ƕƘɯÊÌÕÛÐÔÌÛÌÙÚɯÐÕɯÏÌÐÎÏÛȮɯÞÏÐÓÌɯÛÏÖÚÌɯÐÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÈÙÌɯÈ××ÙÖßÐÔÈÛÌÓàɯƕƙ-20 centimeters in height. 

For exact measurement, see Ledderose ed. (2014), 115 and 272. 
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reference to the teachings of the Perfection of Wisdom, the emptiness, and the Huayan 

.86  

+ÐÒÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯ%ÈÏÖÕÎɯÈÓÚÖɯÞÈÚɯÈɯËÖÕÖÙɯÖÍɯÙÖÊÒɯÐÕÚÊÙÐ×ÛÐÖÕÚȭɯExcept for his 

encomium in HDS 18, all other inscriptions mention his name briefly as a donor of a 

sutra or Buddha names. On the northern slope, his name is mentioned as a donor, 

Fahong zhu  (HDS 9.16, Figure 67), for a large group of inscribed Buddha names 

(HDS 9.1~9.15).87 Here, %ÈÏÖÕÎɀÚ name is written with a different character  instead 

of , which is what is written in the other inscriptions (HDS 18, 21.2, 23.2). However, 

despite the different character, most scholars agree that the name Fahong  is a 

variant of the name Fahong .88 

Fahongɀs name reappears as sutra donor in inscription HDS 21.2, which reads: 

ɁOffered [ȱ] by the Donor of Sutras, Venerable Fahongɂ ɞ.89 He appears to 

have sponsored the 98-character passage from the Sutra on the Great Perfection of Wisdom 

spoken by MañjuĭrČ (HDS 22). His name shows up again as donor in inscription HDS 23.2, 

                                                      

86 9ÏÈÕÎɯ9ÖÕÎɯÌÔ×ÏÈÚÐáÌÚɯ%ÈÏÖÕÎɀÚɯÌÙÜËÐÛÐÖÕɯÖÕɯÛÏÌɯteachings of the Perfection of Wisdom. Zhang Zong 

(2003a), 24-25; 9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+edderose ed. (2014), 75. 

However, i ÕɯÙÌÊÌÕÛɯÙÌÚÌÈÙÊÏȮɯ9ÏÈÖɯ+ÜÖɯÖÉÚÌÙÝÌÚɯÛÏÈÛɯ%ÈÏÖÕÎɀÚɯ!ÜËËÏÐÚÛɯÛÏÖÜÎÏÛɯÞÈÚɯÕÖÛɯÙÌÚÛÙÐÊÛÌËɯÛÖɯÛÏÌɯ

view of the Perfection of Wisdom. Luo states that Fahong was well-versed in the concepts and teachings 

found in both the Perfection of Wisdom and the Huayan. Zhao Luo (2013), 307-309 and 318-323. The 

!ÜËËÏÐÚÛɯÚÜÛÙÈÚɯÊÈÙÝÌËɯÜÕËÌÙɯ%ÈÏÖÕÎɀÚ sponsorship on the rocks of Mt. Hongding confirm this 

interpret ation. The selected passages from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯSutra ('#2ɯƖƖȺȮɯÈÕËɯɁ!ÜËËÏÈɯ*ÐÕÎɯ

ÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯÖÕɯÛÏÌɯÚÖÜÛÏÌÙÕɯÚÓÖ×ÌɯÚÜ××ÖÙÛÚɯÛÏÌɯPerfection of Wisdom teachings, while the Buddha 

names (HDS 9.1~9.15) on the northern slope reveal his Huayan thoughts. Regarding the Buddha names, 

see Sueyling Tsai (2012), 140-150. 
87 See Shandong Shike Yishu Bowuguan (2006), 82; Lai Fei (2007), 26-27; Ledderose ed. (2014), 217-219. 
88 Lai Fei (2000), 268; Lai Fei (2004), 111; Kiriya (2001a), 150; Hao Yang and Li Hao (2006), 176; Zhang Zong, 

Ɂ,ÖÜÕt Hongding ɬ3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+edderose ed. (2014), 76. 
89 Ledderose ed. (2014), 289-291. 
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which reads ɁOffered respectfully by the Renunciant Venerable Fahongɂ 

.90 Here, it is likely that he was responsible for the engraving of the name 

ɁBuddha King of Great Emptinessɂ (HDS 23.1), as this Buddha name is located right 

above his name.  

3ÏÌɯÛÞÖɯÔÖÕÒÚȮɯ%ÈÏÖÕÎɯÈÕËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÌÙÌɯÕÖÛɯÐÚÖÓÈÛÌËɯÐÕËÐÝÐËÜÈÓÚȮɯÉÜÛ 

worked together at Mt. Hongding. They both sponsored sutra texts and Buddha names, 

and had their names carved next to or below these Buddhist text carvings. In honor of 

their contributions to the engravings at Mt. Hongding, the encomiums for both priests 

ÞÌÙÌɯÞÙÐÛÛÌÕɯÖÕɯÐÛÚɯÚÓÖ×ÌÚȯɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÌÕÊÖÔÐÜÔɯÐÚɯÓÖÊÈÛÌËɯÖÕɯÛÏÌɯÕÖÙÛÏÌÙÕɯÚÓÖ×Ìɯ

ÈÕËɯ%ÈÏÖÕÎɀÚɯÖÕɯÛÏÌɯÚÖÜÛÏÌÙÕɯÚÓÖ×Ìȭɯ3ÏÌɯÔÖÜÕÛÈÐÕɀÚɯ5-shape structure causes the 

encomiums to face one another across the long valley.  

Discussion on the nature of the relationship between these two monks has been 

an ongoing one in academia. The simplest theory is that they were in the same 

monastery or association of monks.91 Investigating architectural remains discovered in 

the valley enclosed by the southern, northern, and eastern peaks of Mt. Hongding, Lai 

Fei reveals that there was a temple at this site during the northern dynasties, and the 

sutra carving projects at Mt. Hongding must have been closely tied to this temple. 92 He 

speculates that even though the scale of the monastery was not grand, it would have 

                                                      

90 Ledderose ed. (2014), 305-307. 
91 Kiriya (2001a), 148-149; Nobuyuki Takuma ( 1999), 17; Lai Fei, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬTime: Related 

,ÖÕÈÚÛÌÙÐÌÚȮɂɯÐÕɯ+edderose ed. (2014), 72. 
92 Lai Fei (2007), 185-186; Lai Fei, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ1ÌÓÈÛÌËɯ,ÖÕÈÚÛÌÙÐÌÚȮɂɯÐÕɯ+edderose ed. (2014), 72. 
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held a privileged position among nearby monasteries of the period, because it housed 

the monk, Fahong, from India. 93 Fahong may even have been the abbot of this 

monastery.94 

!ÈÚÌËɯÖÕɯÛÏÌɯÊÖÕÛÌÕÛÚɯÖÍɯ%ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔȮɯit is known that he was well -

versed in both /ÙÈÑęêɯand Huayan !ÜËËÏÐÚÛɯÛÌÈÊÏÐÕÎÚȮɯÈÕËɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÈɯ

ÚÒÐÓÓÌËɯÊÈÓÓÐÎÙÈ×ÏÌÙȭɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÙÖÛÌɯÈÕËɯÊÈÙÝÌËɯÔÖÚÛɯÖÍɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕÚȮɯÌÝÌÕɯ

those sponsored by Fahong.95 This seems to suggest that Fahong was the leading figure 

connected with the sÜÛÙÈɯÊÈÙÝÐÕÎɯ×ÙÖÑÌÊÛÚɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯÈÕËɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ

wrote and carved the Buddhist texts influenced by Fahong. 96 However, the investigation 

on the inscriptions at Mt. Hongding indicates that more emphasis was placed on 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÛÏÈÕɯ%ÈÏÖÕÎȭɯ%Ör instance, the Buddha Da Kong Wang Fo (Buddha King of 

&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚȺɯÐÕÚÊÙÐ×ÛÐÖÕɯÖÕɯÛÏÌɯÕÖÙÛÏÌÙÕɯÚÓÖ×Ìɯȹ'#2ɯƜȺȮɯÚ×ÖÕÚÖÙÌËɯÉàɯ2ÌÕÎɀÈÕɯ

Daoyi, was carved in a much larger scale than that sponsored by Fahong on the 

southern slope HDS 19, 20, 21.1, and 23.1.97 The scale of the Buddha name for which 

                                                      

93 During northern dynasties, monks coming from India or central Asia to China possessed deeper 

knowledge of Buddhism than monks in China  and were accordingly given special treatment from the 

court or monasteries in the capital. There is no known indication of any Indian monks other than Fahong, 

who stayed in remote areas away from the capital. 9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬTime: Related 

PersÖÕÚȮɂɯÐÕɯ+edderose ed. (2014), 77-78 
94 Lai Fei (2007), 186 
95 %ÖÙɯÐÕÝÌÚÛÐÎÈÛÐÖÕɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯÚÌÌɯLai Fei, (2014), 139-140; Kiriya 

(2003), 50 and 69. Among inscriptions connected to Fahong, only Ɂ#ÖÕÖÙɯ%ÈÏÖÕÎɂɯ (HDS 9.16) was 

ÛÏÖÜÎÏÛɯÕÖÛɯÛÖɯÏÈÝÌɯÉÌÌÕɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭ 
96 Zhang Zong, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+edderose ed. (2014), 76-78. 
97 The areas covered by each of the Buddha name inscriptions are as follows: HDS 8 is 920 centimeters in 

height and 340 centimeters in width; HDS 19 is 162 centimeters in height and 47 centimeters in width; 
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2ÌÕÎɀÈÕɯ#ÈÖàÐɯȹ'#2ɯƜȺɯÞÈÚɯÈɯ×ÈÛÙÖÕɯÐÚɯÕÌÈÙÓàɯÚÐßɯÛÐÔÌÚɯÓÈÙÎÌÙɯÛÏÈÕɯÛÏÈÛɯÖÍɯÛÏÌɯ!ÜËËÏÈɯ

name in HDS 23.1, which according to colophon HDS 23.2,98 was sponsored by Fahong. 

Furthermore, of the Buddha names carved at this site, Ɂ!ÜËËÏÈɯ2ÌÙÌÕÐÛàɯÈÕËɯ)Öàɂɯȹan le 

fo , '#2ɯƝȭƕƙȺɯÈÕËɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ2ÌÙÌÕÐÛàɂɯȹan wang fo , HDS 11), may 

ÏÈÝÌɯÉÌÌÕɯÈÓÓÜÚÐÖÕÚɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÈÕËɯÞÌÙÌɯÔÖÚÛɯÓÐÒÌÓàɯÊÏÖÚÌÕɯÛÖɯ×Èàɯ

ÏÖÔÈÎÌɯÛÖɯÛÏÌɯÔÖÕÒɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÕɯÊÌÓÌÉÙÈÛÐÖÕɯÖÍɯÏÐÚɯ×ÌÙÚÖÕÈÓÐÛàɯÈÕËɯÊÏÈÙÈÊÛÌÙȭ99 The 

first character of the Buddha names, an , means serenity, and this connects to the 

ÚÌÊÖÕËɯÊÏÈÙÈÊÛÌÙɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌȮɯ.100  

 ÕÖÛÏÌÙɯÐÕËÐÊÈÛÐÖÕɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÔÖÙÌɯÙÌÚ×ÌÊÛÌËɯÛÏÈÕɯ%ÈÏÖÕÎɯÈÛɯÛÏÌɯ

,Ûȭɯ'ÖÕÎËÐÕÎɯÚÐÛÌɯÐÚɯÛÏÈÛɯÏÌɯÐÚɯÏÖÕÖÙÈÉÓàɯÊÈÓÓÌËɯɁ2ÐÙÌɯ Õɂɯ(an gong ) ÖÙɯɁ2ÐÙÌɯ

2ÌÙÌÕÐÛàɂɯin the inscription of the Ɂ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɂɯ (HDS 15) (Figures 39 and 

                                                      

 

HDS 20 is 141 centimeters in height and 53 centimeters in width; HDS 21.1 is 212 centimeters in height 

and 84 centimeters in width; and finally, HDS 23.1 is 153 centimeters in height and 66 centimeters in 

width. For these measurements, see Ledderose ed. (2014), 147 (HDS 8), 277 (HDS 19), 281 (HDS 20), 287 

(HDS 21.1), and 303 (HDS 23.1). Zhao Luo suggests that monk Fahong was a donor and sponsor for all 

carvings on the southern slope at Mt. Hongding, including the four Buddha names of Da Kong Wang Fo. 

Zhao Luo (2013), 308. 
98 9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+edderose ed. (2014), 78. 
99 This view has been suggested by Zhang Zong and followed by other scholars. See Zhang Zong (1997), 100-

115; Zhang Zong (2003a), 16-17; Sueyling Tsai (2012), 146 and 150. Kiriya Seiichi makes a similar 

observation. See Kiriya (2003), 71.  
100 At the same time, the two Buddha names were a part of other Buddha names symbolizing the eternity in 

ÛÐÔÌɯÈÕËɯÐÕÍÐÕÐÛàɯÐÕɯÊÖÚÔÖÓÖÎàɯÖÍɯ!ÜËËÏÈɀÚɯÞÖÙÓËɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȭ (ÕɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÕÖÕȮɯÛÏÌɯɁ!ÜËËÏÈɯ

2ÌÙÌÕÐÛàɯÈÕËɯ)ÖàɂɯÈ××ÌÈÙÚɯÈÚɯÈɯÍÜÛÜÙÌɯ!ÜËËÏÈȭɯ(ÕɯÛÏÙÌÌɯËÐÍÍÌÙÌÕÛɯ!ÜËËÏÐÚÛɯÊÈÕÖÕÚȮɯÛÏÌɯɁ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ

2ÌÙÌÕÐÛàɂɯÚÏÖÞÚɯÜ×ɯÈÚɯÈɯ×ÈÚÛɯ!Üddha, a future Buddha, and a Buddha standing for the ten directions of 

the cardinal and intermediate directions, together with the zenith and nadir. Zhang Zong (2003a), 16-17; 

Sueyling Tsai (2012), 140-ƕƙƖȰɯ2ÜÌàÓÐÕÎɯ3ÚÈÐȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬSecond Group: all ÖÛÏÌÙɯÕÈÔÌÚȮɂɯin 

Ledderose ed. (2014), 86. 
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40.101 This is ÖÕÌɯÔÖÙÌɯ×ÈÌÈÕɯÍÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯÐÕɯÈËËÐÛÐÖÕɯÛÖɯÛÏÌɯ

encomium for him (HDS 3, Figure 58), and it is written within the ste le top surmounted 

by a separate field in seal script (or zhuanshu ).102 3ÏÌɯËÌÚÐÎÕÈÛÐÖÕɯÖÍɯÛÏÌɯÛÐÛÓÌɯɁ+ÖÙËɯ

 ÕɂɯÈÕËɯÛÌßÛÚɯ×ÙÈÐÚÐÕÎɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÕËÐÊÈÛÌɯÛÏÌɯËÌÎÙÌÌɯÛÖɯÞÏÐÊÏɯÏÌɯÞÈÚɯÏÖÕÖÙÌËȭɯThis 

paean ×ÙÌÚÌÕÛÚɯÈɯÞÖÙË×ÓÈàɯÖÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌȮɯÌÚ×ÌÊÐÈÓÓàɯwith the second 

ÊÏÈÙÈÊÛÌÙɯɁÈÕɂ ( , serenityȺɯÈÕËɯÛÏÌɯÓÈÚÛɯÊÏÈÙÈÊÛÌÙɯɁàÐɂ ( , one or unity),103 and pays 

ÛÙÐÉÜÛÌɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ×ÌÙÚÖÕÈÓÐÛàȭɯThe words ɁanɂɯÈÕËɯɁyiɂɯÈÙÌɯÙÌÓÈÛÌËɯÛÖɯÛÌÙÔÚɯ

from Buddhist scriptures, 104 specifically associated with the early Chan practice of 

                                                      

101 " /  / / / 

/ / / / 

.ɂ For the transcription and English translation, see Ledderose ed. (2014), 245-246. For other 

transcriptions , see Lai Fei (2007) 112-118; Shandong Shike Yishu Bowuguan (2006), 83. 
102 The seal script was commonly used in stele heads and on tomb stones during the Northern Dynasties. For 

stele heads in seal script, see Ledderose, Die Siegelschrift (Chuan-ÚÏÜȺɯÐÕɯËÌÙɯ"ÏɀÐÕÎ-Zeit. Ein Beitrag zur 

Geschichte der chinesischen Schriftkunst (Studien  zur ostasiatischen Schriftkunst 1) (Wiesbaden: Franz 

Steiner, 1970), 46-50. Requoted from +ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: Style of Calligraphy ȮɂɯÐÕɯ

Ledderose ed. (2014), 94-95. It is an imitation of the format of actual free standing steles, established 

during the Han Dynasty. For the form of Han steles, see Wong, Chinese Steles: Pre-Buddhist and Buddhist 

Use of a Symbolic Form, 26-27. On Mt. Hongding, the stele format was used for three inscriptions: HDS 4, 5, 

ÈÕËɯƕƙȭɯ3ÏÌɯ×ÈÌÈÕɯÍÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯ'#2ɯƕƙȮɯÐÚɯÐËÌÕÛÐÍÐÌËɯÈÚɯÈɯÚÛÌÓÌɯÉàɯÐÛÚɯÖÞÕɯÛÐÛÓÌɯɁ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɂɯ

. The rendering of the title in seal script parallels the Han Stele format. The inscription HDS 4 is 

simply encased by outlines in the shape of a stele. The contours of a full-fledged stele were carved for the 

sutra passage (HDS 5). It has a tortoise supporting the stele from below, and a proper stele shape carved 

ÐÕɯÐÕÛÈÎÓÐÖɯÓÐÕÌÚȭɯ3ÏÌɯÐÕÚÊÙÐ×ÛÐÖÕȮɯ'#2ɯƕƘȮɯÊÈÓÓÚɯÐÛÚÌÓÍɯÈɯÚÛÌÓÌɯȹɁ2ÛÌÓÌɯÖÍɯ6ÐÕËɯ$ÕÛÙÈÕÊÌȮɂɯ), but no 

trace of a stele contour is visible. Outside of Mt. Hongding, the stele layout was emp loyed for another 

sutra text on Mt. Tie. For the format and calligraphy of the inscriptions, see the next section of the chapter. 

For the rendering of stele shape on Mt. Hongding, see Ledderose ed. (2014), 42 and 93. 
103 A number of scholars characterize the inscription as wordplay. See, for instance, Kiriya ( 2001a), 146; Lai 

Fei (2004), 109-110. 
104 Lai Fei ed. (2000), 267-268. Lai Fei explained some of the concepts the inscription alluded to by quoting 

Buddhist scriptures. Lai Fei (2004), 109-110. 
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quieting the mind ( anxin ).105 It would seem that the author of the inscription was a 

proficient Chinese wordsmith as well as a learned Buddhist scholar.  

The authorship of this particular inscription has been controversial. Some believe 

it wÈÚɯÕÖÛɯÊÖÔ×ÖÚÌËɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÉÌÊÈÜÚÌɯÏÌɯÞÖÜÓËɯÕÖÛɯÊÖÔ×ÖÚÌɯÚÜÊÏɯÏÖÕorary 

texts about himself.106 Moreover, it would be highly unusual for him to refer to himself 

ÈÚɯɁ+ÖÙËɯ Õȭɂ107 In addition, the calligraphy of the inscription itself, differs from 

calligra×ÏàɯÐËÌÕÛÐÍÐÌËɯÈÚɯÏÈÝÐÕÎɯÉÌÌÕɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭ108 If this was not done 

Éàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÞÏÖɯÌÓÚÌɯÞÖÜÓËɯÏÈÝÌɯÊÖÔ×ÖÚÌËɯÈÕËɯÞÙÐÛÛÌÕɯÐÛȳɯ,ÈÕàɯÉÌÓÐÌÝÌɯÐÛɯÛÖɯÉÌɯ

ÛÏÌɯÞÖÙÒɯÖÍɯÏÐÚɯÍÖÓÓÖÞÌÙÚȭɯ.ÛÏÌÙÚɯÚÜÎÎÌÚÛɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÔÐÎÏÛɯÏÈÝÌɯÉÌÌÕɯÈÚÒÌËɯÉàɯ

his disciples to write the sophisticated text with his own hand. 109  

                                                      

105 There are ÈɯÍÌÞɯÚÊÏÖÓÈÙÚɯÞÏÖɯÚ×ÌÊÜÓÈÛÌɯÛÏÈÛɯɁ2ÌÕÎɀÈÕɯ#ÈÖàÐɂɯÞÈÚɯÈɯËÐÚÊÐ×ÓÌɯÖÍɯÈÕɯÌÔÐÕÌÕÛɯ!ÜËËÏÐÚÛɯ×ÙÐÌÚÛɯ

ËÜÌɯÛÖɯÏÐÚɯÜÚÌɯÖÍɯÞÖÙË×ÓÈàȮɯÈÚɯÞÌÓÓɯÈÚɯÛÏÌɯÊÖÕÛÌÕÛÚɯÖÍɯɁquieting the mind ( anxin Ⱥȭɂɯ*ÐÙÐàÈɯÊÓÈÐÔÚ that 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÐÕÝÖÓÝÌËɯÐÕɯÛÏÌɯ×ÙÈÊÛÐÊÌɯÖÍɯ!ÖËÏÐËÏÈÙÔÈɀÚɯÞÈÓÓɯmeditation, since the contents of the 

inscription are related to the early Chan practice of quieting the mind ( anxin ), and Bodhidharma 

explained that Ɂquieting the mind is the same as Wall Meditation ɂ ( ). Kiriya (2001a), 129-

130, and 146. However, a clear understanding of Bodhidharmaɀs specific approach to meditation, 

including his Ɂwall meditation ɂ remains uncertain, even though numerous scholars have been working 

on it for some time. Takuma Nobuyuki observes that expressions from the  Stele of Sire Serenity are 

ÙÌÓÈÛÌËɯÛÖɯÛÏÖÚÌɯÍÙÖÔɯ2ÌÕÎÊÏÖÜɀÚɯÞÙÐÛÐÕÎɯÖÕɯquieting the mind ( anxin ȺɯÈÕËɯÚÜÎÎÌÚÛÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ

Daoyi might have been one of the disciples of Sengchou. Takuma Nobuyuki (2012), 2-21.  
106 *ÜÕÓÐÕɯ"ÏÌÕɯÕÖÛÌÚɯÛÏÈÛɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÖÍɯÛÏÌɯɁ2ÛÌÓÌɯÖÍɯ+ÖÙËɯ ÕɂɯÔÜÚÛɯÏÈÝÌɯÉÌÌÕɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ

#ÈÖàÐɀÚɯÍÖÓÓÖÞÌÙÚȭɯ*ÜÕÓÐÕɯ"ÏÌÕɯȹ2003), 326. 
107 3ÈÖɯ+ÐÜɯÐÕÝÌÚÛÐÎÈÛÌÚɯÛÏÌɯÚÛàÓÌɯÖÍɯÊÈÓÓÐÎÙÈ×ÏÌÙÚɀɯÚÐÎÕÈÛÜÙÌÚɯÚÌÌÕɯÐÕɯ!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚɯÖÕɯÊÓÐÍÍÚɯÐÕɯ2ÏÈÕËÖÕÎɯ

ÈÕËɯÖÉÚÌÙÝÌÚɯÛÏÈÛɯɁ2ÐÙÌɯ ÕɂɯÊÖÜÓËɯÕÖÛɯÉÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÚÐÎÕÈÛÜÙÌȮɯÉÌÊÈÜÚÌɯÐÛɯÞÖÜÓËɯÉÌɯÜÕÜÚÜÈÓɯÛÖɯÙÌÍÌÙɯ

ÛÖɯÏÐÔÚÌÓÍɯÈÚɯɁ+ÖÙËɯ Õȭɂɯ'ÌɯÚÜÎÎÌÚÛÚɯÛÏÈÛɯÐÛɯÞÖÜÓËɯÏÈÝÌɯÉÌÌÕɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÍÖÓÓÖÞÌÙÚȭɯ3ÈÖɯ

Liu ( 2003), 238-239. 
108 Lai Fei (2014), 139-140; Takuma Nobuyuki (2012), 15.  
109 Kitajima maintains that 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯ×ÙÌÚÜÔÈÉÓàɯÈÚÒÌËɯÉàɯÏÐÚɯÍÖÓÓÖÞÌÙÚɯÛÖɯÊÖÔ×ÖÚÌɯÈÕËɯÞÙÐÛÌɯÛÏÌɯ

stele himself. Kitajima Shinichi (2003), 279. 
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Considering the entirety of the sutra carvings in Shandong, is evident that 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÛÏÌɯÔÖÚÛɯÐÕÍÓÜÌÕÛÐÈÓɯÈÕËɯÓÌÈËÐÕÎɯ×ÌÙÚÖÕɯÐÕÝÖÓÝÌËȭɯ1ÌÚ×ÌÊÛɯÍÖÙɯÏÐÚɯ

reputation and work extended outside  the Mt. Hongding area, and was widespread 

ÛÏÙÖÜÎÏÖÜÛɯÚÖÜÛÏÞÌÚÛÌÙÕɯ2ÏÈÕËÖÕÎȭɯ ÚɯËÐÚÊÜÚÚÌËɯÈÉÖÝÌȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÈɯ

renowned calligrapher, sutra carving donor, and organizer. Numerous contemporaries 

wanted to work with him, requested his calligraphy, or a sked him to lead their carving 

project. Some were likely inspired by him to begin their own carving projects. As can be 

seen in the next section of this chapter, the sutra carvings and the Buddha name of Da 

Kong Wang FoȮɯÚ×ÖÕÚÖÙÌËɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÞÌÙÌɯÙÌpeated numerous times across 

ÚÖÜÛÏÞÌÚÛÌÙÕɯ2ÏÈÕËÖÕÎȭɯ(ÕɯÊÖÕÛÙÈÚÛȮɯ%ÈÏÖÕÎɀÚɯÞÖÙÒÚɯÞÌÙÌɯÓÐÔÐÛÌËɯÛÖɯÛÏÌɯ,Ûȭɯ'ÖÕÎËÐÕÎɯ

site only.   

In terms of Buddhist doctrinal position, Fahong held a broader view than did 

2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ6ÏÐÓÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÍÖÊÜÚÌËɯÖÕɯÛÏÌ ×ÙÈÑęê×êÙÈÔÐÛêɯteachings and 

emptiness thought, Fahong included Huayan teachings in addition to the ×ÙÈÑęê×êÙÈÔÐÛê. 

 ÊÊÖÙËÐÕÎÓàȮɯÐÛɯÔÐÎÏÛɯÉÌɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÛÈÜÎÏÛɯÉàɯ%ÈÏÖÕÎȮɯËÐËɯÕÖÛɯ

ÈÊÊÌ×ÛɯÛÏÌɯÌÕÛÐÙÌÛàɯÖÍɯ%ÈÏÖÕÎɀÚɯÐËÌÈÚȮɯÈÕËɯÞÈÚɯÔÖÙÌɯÈÛÛracted to the ×ÙÈÑęê×êÙÈÔÐÛê 

teachings. Nonetheless, ÞÌɯÔÜÚÛɯÈÊÊÌ×ÛɯÛÏÌɯ×ÖÚÚÐÉÐÓÐÛàɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ%ÈÏÖÕÎɯ

ÞÌÙÌɯÐÕÚ×ÐÙÌËɯÉàɯÈɯÛÏÐÙËȮɯÜÕÒÕÖÞÕɯÚÖÜÙÊÌȮɯÖÙɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÏÈËɯÈÓÙÌÈËàɯ

established his own ideas before meeting Fahong.  
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If we knew who s tarted the carving Buddhist texts at the site, it would make the 

discussion much easier. While the four inscriptions at the Mt. Hongding site bear dates, 

the periodization of the inscriptions has been controversial, since three of the four are 

not recorded in the usual ways. For instance, the last line of the Ɂ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɂɯ

 (HDS 15ȺɯÚÛÈÛÌÚɯÛÏÈÛɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÞÈÚɯɁCarved on the cliff one thousand six 

ÏÜÕËÙÌËɯÈÕËɯÛÞÌÕÛàɯàÌÈÙÚɯÈÍÛÌÙɯȻ2ÈÒàÈÔÜÕÐɯÌÕÛÌÙÌËɯÐÕÛÖɯÕÐÙÝÈÕÈɯÜÕËÌÙȼɯÛÏÌɯÛÞÐÕɯÛÙÌÌÚȭɂɯ

Which year was it carved then? The issues involved with the dates of the inscriptions  

will be explored in a later section of the chapter.   

In addition to 2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ%ÈÏÖÕÎȮɯÈÕÖÛÏÌÙɯÔÖÕÒɀÚɯÕÈÔÌɯÐÚɯÔÌÕÛÐÖÕÌËɯÈÚɯ

a sutra donor in the colophon in the first (right -end) column of inscription HDS 2, which 

expounds the six ×êÙÈÔÐÛêȭ110 Unfort unately, this colophon was seriously damaged 

sometime between 1995 and 1999.111 Currently, only the topmost first line and a few 

characters on the second line survive (Figure ƚƜȺȭɯ3ÏÌɯËÖÕÖÙɀÚɯÕÈÔÌɯÐÚɯÕÖɯÓÖÕÎÌÙɯÓÌÎÐÉÓÌȭɯ

Fortunately, before the inscription was  damaged, a rubbing was taken from it ( Figure 

69Ⱥȭɯ3ÏÌɯÍÐÙÚÛɯÓÐÕÌɯÙÌÈËÚȮɯɁ2ÜÛÙÈɯ#ÖÕÖÙɯ#ÈÖÔÌÕɂɯ.112 The presence of this name 

                                                      

110 9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯed. (2014), 73. 
111 For information about when the inscription was destroyed, see Kiriya (2002a), 10 and 34; Kiriya (2003), 50 

and 67. 
112 For the rubbing,  see Shandong Shike Yishu Bowuguan (2006), 80 and Figure 8 at page 84; Ledderose ed. 

(2014), 105. Lai Fei also transcribes the monkɀs name as Daomen . Lai Fei (2007), 19. However, 

Ledderose ed. (2014), 105n565 notes that the rubbing is not necessarily an accurate facsimile of the original 

engraving.  Sometimes the technique used in making the rubbing can alter the copyɀs appearance enough 

to make it look like a similar, but different character.  This can be done by mistake, but it also can be done 

intentionally. For instance, a rubbing of the engraving on the surface of Wuhua Feng at Mt. Yi reads 

ɁSengɀan of Dongpingɂ . Based on this rubbing, the carving had been believed to have been 
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suggests that other people, in addition to the two key priests, participated in engravings 

at the Mt. Hongding site, and that an association of Buddhist monks was active. 113 

Significantly, the patrons or participants of the c arvings at the Mt. Hongding site were 

ÈÓÓɯ!ÜËËÏÐÚÛɯÔÖÕÒÚȭɯ-ÖɯÓÈàɯ×ÙÈÊÛÐÛÐÖÕÌÙɀÚɯÕÈÔÌɯÏÈÚɯÉÌÌÕɯÍÖÜÕËɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȭɯ3ÏÐÚɯÐÚɯ

in contrast to Buddhist mountain inscriptions around Zoucheng, which include a 

ÕÜÔÉÌÙɯÖÍɯÓÈàɯ×ÙÈÊÛÐÛÐÖÕÌÙɀÚɯÕÈÔÌÚȭ114 The inscription s at the Mt. Hongding site were 

×ÙÌÚÜÔÈÉÓàɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÈÕËɯÍÖÊÜÚÌËɯÖÕɯÛÏÌɯÔÖÕÒÚɀɯÙÌÓÐÎÐÖÜÚɯ×ÙÈÊÛÐÊÌÚɯÈÕËɯÔÖÕÈÚÛÐÊɯ

goals.115 

Most likely, there were more participants as well, although their names were not 

recorded. Most of the Buddhist carvings on Mt. Ho ngding have been thought to have 

ÉÌÌÕɯËÖÕÌɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÉÜÛɯ*ÐÙÐàÈɯ2ÌÐÐÊÏÐɯ×ÖÐÕÛÚɯÖÜÛɯÛÏÈÛɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏàɯÖÍɯÚÌÝÌÙÈÓɯ

ÐÕÚÊÙÐ×ÛÐÖÕÚɯËÐÚ×ÓÈàÚɯÚÜÉÛÓÌɯËÐÍÍÌÙÌÕÊÌÚɯÍÙÖÔɯÛÏÈÛɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ ÍÛÌÙɯÏÈÝÐÕÎɯ

                                                      

 

written by Sengɀan Daoyi. However, when a new and exact rubbing was re-made a few years later, the 

name was re-identified the name as ɁDongping Wu Jiufei ɂ . See Xinli Hu (2003), 167; Weiran 

Zhang (2006), 79.  
113 Zhang Zong, ɁMount Hongding ɬTime: Related Persons,ɂ in Ledderose ed. (2014), 73. 
114 See chapter five.  
115 Due to her investigation of the Buddha names carved on the northern slope at Mt. Hongding, Sueyling 

Tsai suggests that lay persons, both men and women, might have been welcome to listen to the preaching 

at Mt. Hongding. Tsai pays attention to the two Buddha names, Buddha ¥êkyamuni (HDS 9.13) and the 

Buddha Juzu qianwanguangxiang fo  (Buddha with the Complete Marks of a Thousand Ten 

Thousand Rays of Light) (HDS 9.14), of which the latter name is given to Yaĭodharê, the wife of the 

historical Buddha ¥êkyamuni, when  it  ÞÈÚɯ×ÙÌËÐÊÛÌËɯÛÏÈÛɯÚÏÌɯÞÖÜÓËɯÉÌÊÖÔÌɯÈɯ!ÜËËÏÈȭɯ3ÚÈÐɯÚÛÈÛÌÚɯÛÏÈÛɯɁÐÛɯ

is a remarkable sign of secularization, of a pro-family and even a feminist attitude, to group the Buddha 

¥êÒàÈÔÜÕÐɯÛÖÎÌÛÏÌÙɯÞÐÛÏɯÏÐÚɯÞÐÍÌȭɂɯ2ÜÌàÓÐÕÎɯ3ÚÈÐɯȹƖƔƕƖȺȮɯƕƘƖȭɯ3ÏÐÚɯÖÉÚÌÙÝÈÛÐÖÕɯÐÚɯinteresting, but it should 

ÉÌɯÕÖÛÌËɯÛÏÈÛɯÔÌÙÌÓàɯÛÏÙÌÌɯÔÖÕÒÚɀɯÕÈÔÌÚɯÞÌÙÌɯÙÌÊÖÙËÌËɯÐÕɯÛÏÌɯÊÖÓÖ×ÏÖÕÚɯÈÕËɯÛÏÈÛɯÕÖɯÓÈàɯ×ÙÈÊÛÐÛÐÖÕÌÙÚɀɯ

names were ever recorded.  
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ÐÕÝÌÚÛÐÎÈÛÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÖÕɯÕÜÔÌÙÖÜs sites carved during the Northern 

Qi period, Kiriya notes that while there are occasional subtle differences, the calligraphy 

was rendered nearly identically. He notes that the inscriptions were distributed in 

concentrated geographic areas for limited period of time (from approximately 550s -570s), 

ÈÕËɯÔÈÐÕÛÈÐÕÚɯÛÏÈÛɯÔÖÚÛɯÖÍɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÞÌÙÌɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÏÐÚɯËÐÚÊÐ×ÓÌÚȮɯ

or by them together.116   

On the other hand, based on clear differences in calligraphic style, some 

inscriptions do not appe ar to have been written by Sengɀan Daoyi. These include: 

ɁDonor Fahongɂ  (HDS 9.16); the Buddha name, ɁBuddha Medicine Master of 

Beryline Radianceɂ  (HDS 13); the ɁStele of Wind Entranceɂ  

(HDS14); and the ɁStele of Sire Anɂ  (HDS 15).117 There is no record of the 

writer (or writers) of these inscriptions. Thus,  we do not know who wrote them and 

when the inscriptions were written, 118 but it is evident that some other participants were 

active at this site. Other historical inscriptions also point to the presence of other 

                                                      

116 Kiriya (2001a), 144-145. 
117 Lai Fei analyzed the calligraphy styles of each of the inscriptions and concluded that the four inscriptions 

ÞÌÙÌɯÕÖÛɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ+ÈÐɯ%ÌÐɯ(2014), 139-140. On the other hand, Kiriya Seiichi states that 

there are some inscriptions, including Ɂ!ÜËËÏÈɯ,ÌËÐÊÐÕÌɯ,ÈÚÛÌÙɯÖÍɯ!ÌÙàÓÐÕÌɯ1ÈËÐÈÕÊÌɂɯȹ'#2ɯƕƗȺȮɯÖÕÌɯÖÍɯ

ÛÏÌɯɁDa (kong wang) foȮɂɯȹ'#2ɯƕƛȺȮɯÈÔÖÕÎɯÖÛÏÌÙÚɯÛÏÈÛɯÞÌÙÌɯÞÙÐÛÛÌÕɯÉàɯÚÖÔÌÖÕÌɯÖÛÏÌÙɯÛÏÈÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ

 ÊÊÖÙËÐÕÎɯÛÖɯ*ÐÙÐàÈȮɯÛÏÌàɯÈ××ÌÈÙɯÛÖɯÏÈÝÌɯÉÌÌÕɯÜÚÌËɯÍÖÙɯ!ÜËËÏÐÚÛɯ×ÙÈÊÛÐÊÌɯÌÝÌÕɯÈÍÛÌÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯ×ÈÚÚÌËɯ

away. Kiriya (2002a): 10 and 36; Kiriya (2003), 50 and 69.  
118 Tingshan An claims that the inscription Ɂ2ÛÌÓÌɯÖÍɯ6ÐÕËɯ$ÕÛÙÈÕÊÌɂɯȹ'#2ƕƘȺɯÞÈÚɯÞÙÐÛÛÌÕɯÉàɯÓÈÛÌÙɯ

ÎÌÕÌÙÈÛÐÖÕÚɯÐÕɯÏÖÕÖÙɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ3ÐÕÎÚÏÈÕɯ ÕɯȹƕƝƝƛÈȺȮɯƙƝȭɯ/ÖÐÕÛÐÕÎɯÖÜÛɯÛÏÈÛɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏàɯÖÍɯɁ2ÛÌÓÌɯ

ÖÍɯ2ÐÙÌɯ ÕɂɯÐÚɯÚÓÐÎÏÛÓàɯËÐÍÍÌÙÌÕÛɯÍÙÖÔɯÖÛÏÌÙɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯ-ÖÉÜàÜÒÐɯ3ÈÒÜÔÈɯÕÖÛÌÚɯÛÏÈÛɯÐÛɯ

ÞÖÜÓËɯÕÖÛɯÏÈÝÌɯÉÌÌÕɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ'Ìɯ×ÖÐÕÛÚɯÖÜÛɯÛÏÈÛɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏàɯÖÍɯɁ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɂɯ

ÈÕËɯɁ2ÛÌÓÌɯÖÍɯ6ÐÕËɯ$ÕÛÙÈÕÊÌɂɯÚÌÌÔÚɯÐËÌÕÛÐÊÈÓȮɯÚÖɯÛÏÈÛɯÛÏÌàɯÞÌÙÌɯÓÐÒÌÓàɯÞÙÐÛÛÌÕɯÉàɯÛÏÌɯÚÈÔÌɯ×Ìrson. 

Nobuyuki Takuma (2012), 15. 
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×ÈÙÛÐÊÐ×ÈÕÛÚȭɯ ÚɯÕÖÛÌËɯÌÈÙÓÐÌÙȮɯÛÏÌɯɁ2ÛÌÓÌɯÖÍ 2ÐÙÌɯ ÕɂɯÞÈÚɯÔÖÚÛɯÓÐÒÌÓàɯÊÖÔ×ÖÚÌËɯÉàɯ

ÚÖÔÌÖÕÌɯÖÛÏÌÙɯÛÏÈÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÏÐÔÚÌÓÍȮɯÚÐÕÊÌɯhe would not compose such honorary 

ÛÌßÛÚɯÈÉÖÜÛɯÏÐÔÚÌÓÍȮɯÈÕËɯÐÛɯÞÖÜÓËɯÉÌɯÏÐÎÏÓàɯÜÕÜÚÜÈÓɯÍÖÙɯÏÐÔɯÛÖɯÙÌÍÌÙɯÛÖɯÏÐÔÚÌÓÍɯÈÚɯɁ+ÖÙËɯ

 Õȭɂɯ(HDS 15, Figures 59 and 60).  

A t present, it is difficult to determine what the Mt. Hongding Buddhist 

community was like during the Northern Qi period. It was this community to which 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ%ÈÏÖÕÎɯÉÌÓÖÕÎÌËȮɯÉÜÛɯÛÏÌÐÙɯÌßÈÊÛɯÙÌÓÈÛÐÖÕÚÏÐ×ȮɯÈÚɯÞÌÓÓɯÈÚɯÛÏÌÐÙɯ

relationship to the other partic ipants involved with the Mt. Hongding carving project 

remain uncertain. Similarly, we are unsure who provided the philosophical and 

practical basis for the Buddhist carvings there. On a purely practical level, the creation of 

the inscriptions must have been driven by at least some person or persons other than 

2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÈÕËɯÐÛɯÐÚɯÊÓÌÈÙɯÛÏÈÛɯÛÏÌɯÊÖÔÔÜÕÐÛàɯÐÕÊÓÜËÌËɯÈÛɯÓÌÈÚÛɯÖÕÌɯ×ÌÙÚÖÕɯÞÏÖɯÞÈÚɯ

highly proficient in Chinese writing and Buddhist teachings.   

4.3 Dating the Buddhist Carvings at Mt. Hongding 

The Buddhist carvings at Mt. Hongding have been thought to be the terminus a 

quo of the Shandong Buddhist rock carving sutras, which date from 553-564 CE. 

However, since three among the dated inscriptions adopted an unusual dating system of 

the Buddhist calendar, the dating of Buddhist carvings at Mt. Hongding has been subject 

to debate. Dating the Mt. Hongding engravings is important as it helps appropriately 

place the carvings within the context of Northern Qi history, as well as Chinese art 
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history. In addi tion, such clarification allows us to better understand the relationship 

ÉÌÛÞÌÌÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ%ÈÏÖÕÎȰɯÈÕËɯÛÖɯÌß×ÓÖÙÌɯÛÏÌɯÊÈÙÝÐÕÎÚɀɯÊÖÜÙÚÌɯÖÍɯËÌÝÌÓÖ×ÔÌÕÛȮɯ

and their religious purposes in general.  

Among the inscriptions at Mt. Hongding, four inscriptio ns carry a date. Only one 

of them, however, provides us with a secured date.   The date is secured because it is one 

that uses the standard calendar, which is based upon the dates of the Chinese dynasties. 

This secured date is found on inscription HDS 18, ÛÏÌɯɁ$ÕÊÖÔÐÜÔɯÍÖÙɯ%ÈÏÖÕÎȮɂɯÓÖÊÈÛÌËɯ

on the southern slope (Figures 65 and 66). At the end of the encomium, the date is 

ÙÌÊÖÙËÌËɯÈÚɯɁÛÏÌɯÛÏÐÙËɯàÌÈÙɯÖÍɯÛÏÌɯHeqing  era of the Great Qi Dynasty, the Year 

shichen .ɂ The third year of the Heqing era of the Northern Qi period corresponds to 

564 CE.119 3ÏÌɯÓÈÚÛɯÞÖÙËȮɯɁshichenȮɂɯÐÚɯÈɯcelestial term arising from an ancient system 

used to designate years,120 which is differe nt from the commonly used classical system 

using the Heavenly Stems and Earthly Branches (ganzhi ).121    

                                                      

119 Ɂ .ɂ In the inscription, the word Ɂqi ɂ is an ancient version of the word of Ɂqi .ɂ 

See Kangxi zidian , 1531, Ɂ .ɂ Requoted from Ledderose ed. (2014), 270.  
120 Lis Jung Lu and Lu Dadong (2006-2007), 275. ɁShishenɂ corresponds to the Ɂ shen ɂ in the system of 

ganzhi. For the term Ɂshichen ,ɂ see Zhentao Xu ed. (2009), 204; Morohashi (1966), vol. 3, 3366. It 

corresponds to Jupiter being visible within the constellation Gemini, according to Western conceptions. 

Ledderose ed. (2014), 271 and 272n640.  
121 The use of uncommon systems for numbering the years is one of the characteristics of the Buddhist moya 

inscriptions in Shandong. The term Ɂshichenɂ and the identical phrase to the last line of the inscription 

Ɂthe third year of the Heqing  era of the Great Qi Dynasty, the Year shichenɂ  

appears again in the middle of the inscription carved on the base for the sculpture of Amit êbha Buddha, 

which was excavated in Yanzhou. For this inscription, see Lis Jung Lu and Lu Dadong (2006-2007), 271-

291; Yingmin Fan (1995), 71-75; Yingmin Fan (1996), 65; Yingmin Fan (2013), 22-27. Apart from Fahongɀs 

encomium at Mt. Hongding, uncommon systems of numbering the years were used for the Buddhist 

carving at Mt. Ge, where an excerpt from the Sutra spoken by VimalakČrti  (The VimalakČrti Nirdeĭa Sľtra, 

Weimojie Suoshuo jing  T. 475, 14: 537a-557b], translated by KumêrajČva in 406 CE) was carved. 
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 While the encomium for Fahong follows the standard dynasty -based calendar, 

the other three dated inscriptions at the site use the Buddhist calendar. These three are 

ÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÚÐÛÜÈÛÌËɯÖÕɯÛÏÌɯÕÖÙÛÏÌÙÕɯÚÓÖ×Ìȭɯ3ÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯ'#2ɯ

ƛȮɯÞÏÐÊÏɯÐÚɯÛÏÌɯÊÖÓÖ×ÏÖÕɯÍÖÙɯÛÏÌɯɁDa Kong Wang Foɂɯȹ'#2ɯƜȺɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÎÐÝÌÚɯÈÚɯ

ÛÏÌɯÛÐÔÌɯÖÍɯÐÛÚɯÊÙÌÈÛÐÖÕȯɯɁƕƚƖƗɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯÛÞÐÕɯÛÙÌÌÚɯÖÍɯ¥êÒàÈÔuniɂ 

 (Figure 61). The expression Ɂafter the twin trees of ¥êkyamuni ɂ refers to the 

nirvana of the Buddha under the twin trees at the small city of Kushinagar in India. 

Accordingly, the date means the colophon was created Ɂ1623 years after ¥êkyamuni 

[entered into nirvana] under the twin trees. ɂ The second dated inscription, the ɁStele of 

                                                      

 

The last line of the sutra passage reads, Ɂtwenty -sixth day in the lü of xiazhong of the second year of the 

Daxiang  era (580 CE) in the year of xuanxiao ɂ . In the phrase Ɂthe lü 

of xiazhong ,ɂ Ɂlüɂ denotes the month, and Ɂxiazhong ɂ is the musical pitch corresponding to the 

zhongchun  month, the second month of spring in the lunar calendar. The Ɂxuanxiao ɂ is a celestial 

term designating the years in ancient China, meaning that the year is in Ɂzi ɂ in the system of ganzhi. In 

fact, the second year of the Daxiang era corresponds to gengzi  in the ganzhi system. See Entian Wang 

(1998), 372; Lis Jung Lu and Lu Dadong (2006-2007), 289n12; Ledderose ed. (2015), 210 and 212. For the 

term Ɂxuanxiao ,ɂ see Zhentao Xu ed. (2009), 289; Morohashi (1967), vol. 7, 7677. On the other hand, 

the Ɂganzhiɂ which had been used more commonly in early medieval C hina, also was adopted for 

Buddhist sutra carvings in Shandong Province. The Stone Hymn on Mt. Tie identifies the date as: ɁThe first 

year of the Daxiang era of the Imperial Zhou (579 CE), on the seventeenth day (bingzi ) of the eighth 

month (gengshenshuo ), the year of dayuanxian ɂ . 

Thus, it is known that Buddhist sutra carvings in Shandong used both ganzhi and those uncommon 

calendar systems. Why some Shandong Buddhists followed the uncommon calendar systems has not yet 

been explored. It is worth noting that one of the renowned Chinese pilgrims,  (ca. 337-442) also 

adopted a celestial term to record the year. At the end of his travel account, The Travels of Faxian (Gaoseng 

Faxian zhuan ), there is an additional remark wr itten by another monk. It begins with the date, 

Ɂthe twelfth year of the Yixi  era of the Eastern Jin  Dynasty, the year of shouxing  (

 , T. 2085, 51n866b23-24). The twelfth year of the Yixi era of the Eastern Jin Dynasty 

corresponds to 416 CE. It is noteworthy that Ɂshouxing,ɂ another celestial term, is used here. It refers to the 

Ɂchen ɂ year in the system of ganzhi. Therefore, the twelfth year of the Yixi era of the Eastern Jin 

corresponds to the year bingchen . %ÖÙɯÛÏÌɯÛÌÙÔɯɁshouxingȮɂɯÚÌÌɯ9ÏÌÕÛÈÖɯ7ÜɯÌËȭɯȹƖƔƔƝȺȮɯƖƔƙȭ 
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Sire An or Serenityɂ (HDS 15), records its creation as Ɂ1620 years after [¥êkyamuni 

entered into nirvana under] the twin trees ɂ  (Figures 59 and 60). The 

third inscription, the encomium for Seng ɀan Daoyi (HDS 3) also uses the  Buddhist 

calendar, but unfortunately the exact year is illegible, reading Ɂ16ɞɞ years after 

¥êkyamuni [entered into nirvana] under the twin trees ɞɞ  (Figures 

58).ɂɯ 

Since thÌɯ!ÜËËÏÐÚÛɯÊÈÓÌÕËÈÙɯÉÌÎÐÕÚɯÞÐÛÏɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÈÛÏɯÜÕËÌÙɯ

the twin trees, reckoning the dates seems fairly simple, provided one knows the date 

!ÜËËÏÈɯ¥êÒàÈÔÜÕÐɯÌÕÛÌÙÌËɯÕÐÙÝÈÕÈȭɯUnfortunately, there is no consensus about the date 

ÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯdemise and the commencement of the Buddhist era.122 There are a large 

number of theories prevalent in South Asia, Southeast Asia, and East Asia, but this 

ËÐÚÚÌÙÛÈÛÐÖÕɀÚɯÍÖÊÜÚɯÐÚɯÊÌÕÛÌÙÌËɯÖÕɯÛÏÖÚÌɯÊÐÙÊÜÓÈÛÐÕÎɯÐÕɯÌÈÙÓàɯÔÌËÐÌÝÈÓɯ"ÏÐÕÈɯÖÕÓàȭɯɯ$ÝÌÕɯ

so, there are more than twenty competing theories concerning the date of the Nirvana in 

early medieval China, 123 which include six theories introduced in the Records of Three 

Treasures in the Past Dynasties (Lidai Sanbao ji ), compiled by Fei Changfang 

 in 597 CE,124 and other writings by historians  and eminent monks.  

                                                      

122 Currently, o ne of the more commonly used dates is 544/543 BCE, which is the year asserted for the 

!ÜËËÏÈɀÚɯËÌÈÛÏɯÉàɯÛÏÌɯ3ÏÌÙÈÝêËÈɯÊÈÓÌÕËÈÙȮɯÞÏÐÊÏɯÔÖÚÛɯÓÐÒÌÓàɯÖÙÐÎÐÕÈÛÌËɯÐÕɯ2ÙÐɯ+ÈÕÒÈȭɯ!ÜÚÞÌÓÓɯÈÕËɯ+Ö×Ìáɯ

eds. (2014), 156. 
123 Zhang Zong (2003b), 213. Which theory was most widely accepted and circulated in China is uncertain. If 

one counts Tibetan Buddhist writings, there are more than sixty ways of calculating the year of the 

!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈȭɯ9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬTimeȯɯ#ÈÛÐÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯed. (2014), 79.  
124 T. 2034, 49: 51b7 and 52b23ɬ24. For basic information on the Records of Three Treasures in the Past Dynasties, 

&ÌÕÔàĥɯ.ÕÖɯÌËȭɯȹƕƝƛƘȺ, vol . 11, 290-292.  
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In his detailed analysis, Zhang Zong observes that although more than twenty 

written texts voice theories ranging from 1085 BCE to 464 (or 486) BCE, they can all be 

categorized into eight groups. Each group holds a representative theory, which yields 

several variants, with a temporal gap of 20 years at the most.125 The latest year, 464 or 

485 BCE is provided by the Record of All Sages (Zhongsheng dianji ),126 while the 

earliest year, 1085 BCE, is offered by the pilgrim monk Faxian  (ca. 337-442 CE).127     

The contents of the inscriptions and their calligraphy indicate that all the 

inscriptions at Mt. Hongding were most likely created at about the same time . Given 

ÛÏÈÛɯ%ÈÏÖÕÎɀÚɯÌÕÊÖÔÐÜÔɯÊÈÙÙÐÌÚɯÛÏÌɯËÈÛÌɯÖÍɯƙƚƘɯ"$ɯȹFigures 65 and 66), the Buddhist 

texts were presumably carved in the years between the 550s-570s. If it is believed that 

Buddha died 1620 years before the middle of the sixth century CE, this places his death 

sometime in the eleventh century BCE.  The earliest date would have been around 1085 

!"$ȮɯÈÕËɯÊÖÕÚÛÐÛÜÛÌÚɯÖÕÌɯÖÍɯ9ÏÈÕÎɯ9ÖÕÎɀÚɯÊÈÛÌÎÖÙÐÌÚȭɯ3ÏÐÚɯÈ××ÌÈÙÚɯÛÖɯÏÈÝÌɯÉÌÌÕɯÛÏÌɯ

timeframe adopted for the dating of the Mt. Hongding carvings. This group in cludes 

two theories, one of which is by Faxian, which refers to 1085 BCE, and the other by 

Nanyue Huisi   (515-577), which refers to 1067 BCE. Two inscriptions at Mt. 

'ÖÕÎËÐÕÎɯÚÛÈÛÌɯÛÏÈÛɯÛÏÌàɯÞÌÙÌɯÊÙÌÈÛÌËɯƕƚƖƔɯÖÙɯƕƚƖƗɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌȭɯ

                                                      

125 For the eight theories, see Zhang Zong (2003b): 208-210, especially Table 2 on page 210. 
126 This is the legendary Ɂdotted recordɂ transmitted to China by the translator, Sa ghabhadra, with the text 

Samantapêsêdikê. See T. 2034, 49: 95b18-c17. Zhang Zong, ɁMount Hongding ɬTime: Dating,ɂ in Ledderose 

ed. (2014), 79n472; Zhang Zong (2003b), 200-201.  
127 The Travels of Faxian (Gaoseng faxian zhuan ), T. 2085, 51: 865a20-29.  
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Calculations from these dates of 1085 BCE and 1067 BCE point towards inscription 

creation during the years of 535 and 553 CE, both of which are acceptable for the Mt. 

Hongding inscriptions.   

While there were a variety of theories for calculating the date oÍɯÛÏÌɯ!ÜËËÏÈɀÚɯ

ËÌÔÐÚÌȮɯÖÕÓàɯ'ÜÐÚÐɀÚɯÈÕËɯ%ÈßÐÈÕɀÚɯÈÙÌɯÈÊÊÌ×ÛÈÉÓÌɯÞÐÛÏÐÕɯÛÏÌɯÍÙÈÔÌÞÖÙÒɯÖÍɯÞÏÈÛɯÞÌɯ

know is factually true about the Mt. Hongding carvings. The other approaches identified 

so far are misaligned with the evidence. For instance, one of the six theories introduced 

in the Records of Three Treasures in the Past Dynasties by Fei Changfang in 597 CE was 

ÏÌÓËɯÉàɯ#ÈÖɀÈÕɯ of the Northern Zhou, a contemporary of the Mt. Hongding works. 

#ÈÖɀÈÕɯÈÚÚÌÙÛÚɯÛÏÈÛɯÛÏÌɯàÌÈÙɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÈÛÏɯÊÖÙÙÌÚ×ÖÕËÚɯÛÖɯÛÏÌ year of 637 BCE.128 

Using this theory to date the inscriptions on Mt. Hongding, would mean that the 

ÐÕÚÊÙÐ×ÛÐÖÕÚɯÞÌÙÌɯÊÙÌÈÛÌËɯÐÕɯƝƜƗɯ"$ȮɯÞÏÐÊÏɯÐÚɯÈÕɯÜÕÈÊÊÌ×ÛÈÉÓÌɯËÈÛÌɯÍÖÙɯÛÏÌɯÊÈÙÝÐÕÎÚɀɯ

creation.129 Other theories exhibit similar flaws.  

                                                      

128 When calculating the year, this dissertation follows Zhang Zong. Zhang Zong investigates the related 

ÈÊÊÖÜÕÛɯÖÍɯɁ$ÙɯÑÐÈÖɯÓÜÕɂ  (Treatise on the two teachings) by Daoɀan. Zhang Zong (2003b): 200. Kiriya 

Seiichi also mentions the year of Buddhaɀs demise asserted by Daoɀan, but as the year 638 BCE, without 

elaborating on how he calculates this number. Kiriya ( 2002b), table at page 29. For the basic information 

on the contents of ɁEr jiao lunɂ  by Daoɀan, see Gang Li (2010), 198-199; Zhiru Shi (2013), 86-87. 
129 The monk Daoɀan  lived at about the same time as the creation of the carvings at Mt. Hongding, but 

ÏÌɯÏÈËɯËÐÍÍÌÙÌÕÛɯÐËÌÈÚɯÛÏÈÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÊÖÕÊÌÙÕÐÕÎɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌȭɯ*ÜÕÓÐÕɯ"ÏÌÕɯÏÈÚɯ

ÚÜÎÎÌÚÛÌËɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÚɯÛÏÌɯÚÈÔÌɯ×ÌÙÚÖÕɯÈÚɯÛÏÌɯÔÖÕÒɯ#ÈÖɀÈÕȮɯÈÙÎÜÐÕÎɯÛÏÈÛɯÐÕɯÛÏÌɯɁ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ

 ÕȮɂɯɁserenityɂ  and Ɂwayɂ  are in deep association and thus his original name would have been 

Daoɀan . Kunlin Chen (2003), 328. In the Further Biographies of Eminent Monks (Xu Gaoseng zhuan, T. 

2060, 50) written in 645 the author, Daoxuan  (596-667), describes Daoɀan of the Northern Zhou as 

being well -versed in canons of other religions as well as Buddhism, and states that he was especially 

excellent at composition and writing. Accordingly, Dao ɀan was respected by numerous contemporaries, 

including high officials, Co nfucianists, and renowned Daoists. T. 2060, 50: 628a09-630b24, especially 

628a19-22. This description  ÚÌÌÔÚɯÕÌÈÙÓàɯÐËÌÕÛÐÊÈÓɯÛÖɯÛÏÈÛɯÖÍɯÛÏÌɯÊÏÈÙÈÊÛÌÙɯÖÍɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÞÏÖ was a 
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The most likely theory  acceptable to the community active at Mt. Hongding 

during the late sixth century was the one asserted by Nanyue Huisi   (515-577). 

 ÊÊÖÙËÐÕÎɯÛÖɯ'ÜÐÚÐȮɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈɯÊÖÙÙÌÚ×ÖÕËÚɯÛÖɯƕƔƚƛɯ!"$ȭɯIn his 

writing, entitled t he Tract on the Vow Pronounced by the Great Meditation Master [Hui] Si 

from Nanyue ( , T. 1933, 46: 786b-ƛƝƖÉȮɯÏÌÙÌÈÍÛÌÙɯɁthe Tract on the 

5ÖÞɂ), Huisi states that 82 years of the period of the End of the Buddhism (mofa ) 

had already passed when he was born, which occurred during the fourth year of the 

Yanchang  era of the Northern Wei Dynasty (515 CE).130 According to his recko ning, 

the period of the End of the Law had begun in 433/434 CE, 1500 years after Buddhaɀs 

demise.131 Subtracting the 1500 years from 433/434 places the Buddhaɀs demise in the 

year 1067/1066 BCE. By this measure, 1582 years separated Buddhaɀs death in 515 CE 

from Huisi ɀs birth.132  

                                                      

 

skillful calligrapher and was respected by contemporaries, and so strengthens ÛÏÌɯÈÙÎÜÔÌÕÛɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ

#ÈÖàÐɯÞÈÚɯÛÏÌɯÚÈÔÌɯ×ÌÙÚÖÕɯÈÚɯ#ÈÖɀÈÕȭɯ'ÖÞÌÝÌÙȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ#ÈÖɀÈÕɯÏÈËɯËÐÍÍÌÙÌÕÛɯÐËÌÈÚɯÖÕɯÞÏÐÊÏɯ

àÌÈÙɯÞÈÚɯÛÏÌɯàÌÈÙɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈȮɯÚÖɯÛÏÐÚɯ×ÙÖÝÐËÌÚɯÈɯÚÐÎÕÐÍÐÊÈÕÛɯÊÖÕÛÙÈËÐÊÛÐÖÕȭɯ 
130 The Tract on the Vow, T. 1933, 46: 787a4-6.  
131 Huisi adopted or invented a system that assigns a certain number of years to each period of Dharma: 500 

years for the True Dharma, 1000 years for the Semblance Dharma, and 10,000 years for the Final Dharma. 

3ÏÌɯÍÐÙÚÛɯƙƔƔɯàÌÈÙÚɯÈÍÛÌÙɯ!ÜËËÏÈɀÚɯËÌÔÐÚe is known as the period of the True Dharma, the 1000 years 

following end of the True Dharma is the period of the Semblance  Dharma, and the 10,000 years following 

ÛÏÌɯÌÕËɯÖÍɯÛÏÌɯ2ÌÔÉÓÈÕÊÌɯ#ÏÈÙÔÈɯÐÚɯÛÏÌɯ%ÐÕÈÓɯ#ÏÈÙÔÈȭɯ3ÏÌɯÚÖÜÙÊÌɯÖÍɯ'ÜÐÚÐɀÚɯÛÙÐ×ÈÙÛÐÛÌɯÚàÚÛÌÔɯand his 

strong belief in the imminence of the decline remains unclear. See Jamie Hubbard (2001), 70n44 and 70n46; 

Sunkyung Kim  (2005), 245-246. 
132 ZhÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ#ÈÛÐÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯed. (2014), 79. 
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In terms of other possible theories circulating in Shandong during the late sixth 

century, Faxianɀs deserves more exploration. In his travel account, The Travels of Faxian 

(Gaoseng Faxian zhuan ), describing his experience of viewing Buddhaɀs tooth 

relic in Sri Lanka, he writes that 1497 years have passed since the Buddhaɀs nirvana.133 

Faxian returned to China in the eighth year of the Yixi   era of Eastern Jin  

Dynasty (412 CE) and the travel account was completed in the year 414 CE.134 In 

ÊÈÓÊÜÓÈÛÐÕÎɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌȮɯÛÏÌɯÉÌÎÐÕÕÐÕÎɯËÈÛÌɯÐÚɯÖÉÝÐÖÜÚÓàɯØÜÐÛÌɯ

ÚÐÎÕÐÍÐÊÈÕÛȭɯ9ÏÈÕÎɯ9ÖÕÎɯÏÖÓËÚɯÛÏÈÛɯ%ÈßÐÈÕɀÚɯÌß×ÌÙÐÌÕÊÌɯÐÕɯ2ÙÐɯ+ÈÕÒÈɯÖÊÊÜÙÙÌËɯÐÕɯƘƕƖɯ"$Ȯɯ

and so he obtains the year 1085 BCE by subtracting 412 from 1497.135 !ÜÛɯ%ÈßÐÈÕɀÚɯ

experience in Sri Lanka could have occurred anytime between the years 410 CE and 412 

CE, as he states that he stayed in Sri Lanka for a two-year period.136 Accordingly, this 

ÞÖÜÓËɯ×ÓÈÊÌɯÛÏÌɯàÌÈÙɯÖÍɯ!ÜËËÏÈɀÚɯËÌÈÛÏɯbetween the years 1087 and 1085 BCE. If Faxian 

ÉÈÚÌËɯ!ÜËËÏÈɀÚɯËÌÈÛÏɯàÌÈÙɯÍÙÖÔɯÛÏÌɯÛÐÔÌɯÏÌɯÞÈÚɯÞÙÐÛÐÕÎɯÏÐÚɯÛÙÈÝÌÓɯÈÊÊÖÜÕÛÚɯȹƘƕƖ-414 

                                                      

133 T. 2085, 51: 865a20-29. Faxian records that a statue of Maitreya was constructed over 300 years after the 

!ÜËËÏÈɀÚɯËÌÈÛÏȮɯÈÕËɯÛÏÈÛɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯÚÛÈÛÜÌɯÊÖÙÙÌÚ×ÖÕËÚɯÛÖɯÛÏÌɯÙÌÐÎÕɯÖÍɯ*ÐÕÎɯ/ÐÕÎɯÖÍɯ9ÏÖÜɯ. The 

chronology of his reign is disputed, ranging from the 11th century BCE to the 8th c entury BCE, thus 

ÔÈÒÐÕÎɯÐÛɯËÐÍÍÐÊÜÓÛɯÛÖɯÊÈÓÊÜÓÈÛÌɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÈÛÏȭɯ9ÏÈÕÎɯ9ÖÕÎɯÕÖÛÌÚɯÛÏÈÛɯ*ÐÕÎɯ/ÐÕÎɀÚɯÙÌÐÎÕɯ

was likely  ÛÖɯÏÈÝÌɯÉÌÌÕɯÉÌÛÞÌÌÕɯƛƛƔɯÛÖɯƛƖƔɯ!"$ȮɯÞÏÐÊÏɯÞÖÜÓËɯÛÏÌÕɯÔÈÒÌɯÛÏÌɯËÈÛÌɯÖÍɯ!ÜËËÏÈɀÚɯÕÐÙÝÈÕÈɯ

sometime between 1070-1020 BCE. ZhaÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ#ÈÛÐÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯ

(2014), 79n474. 
134 Kiroku Adachi (1936), 272; Kazutoshi Nagasawa (1979), 156; Xun Zhang (1985), 177; GenmyĥɯOno notes 

that Faxian went back in 413 CE. GenmyĥɯOno (1936), 1 and 32. 
135 Zhang Zong (2003b), 199. Ziqing Lin also has made a similar assessment. Ziqing Lin (1979), 26-27. 

However, Xun Zhang ÏÖÓËÚɯÛÏÈÛɯ%ÈßÐÈÕɀÚɯÌß×ÌÙÐÌÕÊÌɯÐÕɯ2ÙÐɯ+ÈÕÒÈɯÖÊÊÜÙÙÌËɯÐÕɯƘƕƔɯ"$ɯand so obtains the 

year 1087 BCE by subtracting 410 from 1497. Xun Zhang (1985), 157; Kiroku Adachi makes a similar 

observation. Kiroku Adachi (1936), 240n17.  
136 Adachi notes that Faxian arrived in Sri Lanka in winter of 409, and stayed two years, 410 through 411 CE. 

 ÊÊÖÙËÐÕÎɯÛÖɯ ËÈÊÏÐȮɯÐÕɯƘƕƔȮɯ%ÈßÐÈÕɯÞÐÛÕÌÚÚÌËɯÛÏÌɯËÌËÐÊÈÛÐÖÕÚɯÛÖɯÛÏÌɯ!ÜËËÏÈɀÚɯÛÖÖÛÏɯÙÌÓÐÊȮɯÈÕËɯÛÏÌÕɯ

departed from Sri Lanka in 411. Kiroku Adachi (1936), 250n1 and 272. 
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CE), Buddhas death year would then be placed between 1087 and 1085 BCE. If, however, 

Faxian stayed in Sri Lanka from 412 to 4ƕƘɯ"$ȮɯÛÏÐÚɯÞÖÜÓËɯ×ÓÈÊÌɯÛÏÌɯËÈÛÌɯÖÍɯ!ÜËËÏÈɀÚɯ

passing to the years between 1085~1083 BCE.  Without further clarification by Faxian, 

this is considerably complicated .137 Considering these uncertainties, this dissertation 

ÜÚÌÚɯ%ÈßÐÈÕɀÚɯÛÏÌÖÙàɯÖÍɯƕƔƜƛ-1083 BCE fÖÙɯÛÏÌɯÛÐÔÌɯÖÍɯ!ÜËËÏÈɀÚɯËÌÈÛÏȮɯÙÈÛÏÌÙɯÛÏÈÕɯ

pinpointing one fixed year.  

In comparing the theories of Faxian and Huisi, how might we determine which 

one was adopted for the engravings at Mt. Hongding? May there have been another 

theory altogether which has not yet been discovered? If one assumes that Mt. 

'ÖÕÎËÐÕÎɀÚɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÍÖÓÓÖÞɯ%ÈßÐÈÕɀÚɯÊÈÓÊÜÓÈÛÐÖÕȮɯÛÏÌɯËÈÛÐÕÎɯÖÍɯ'#2ɯƕƙɯȹƕƚƖƔɯàÌÈÙÚɯ

ÈÍÛÌÙɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌȺɯÞÖÜÓËɯÊÖÙÙÌÚ×ÖÕËɯÛÖɯÛÏÌɯàÌÈÙɯ534-537, while the dating of 

'#2ɯƛɯȹƕƚƖƗɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯ!ÜËËÏÈɀÚɯdemise) would be equivalent to the year 537-540. 

 ÊÊÌ×ÛÐÕÎɯ%ÈßÐÈÕɀÚɯÛÏÌÖÙàȮɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯ'#2ɯƕƙɯÖÕɯÛÏÌɯÕÖÙÛÏÌÙÕɯÚÓÖ×ÌɯÞÖÜÓËɯÏÈÝÌɯ

been made 27-30 years earlier than the encomium for Fahong on the southern slope 

(HDS 18), which carries the date of 564. ThÐÚɯËÖÌÚɯÕÖÛɯÚÌÌÔɯÐÔ×ÓÈÜÚÐÉÓÌȮɯÉÜÛɯ'ÜÐÚÐɀÚɯ

theory provides a better number.  

                                                      

137 One of his approximate contemporaries, Fei Changfang, also seems to have experienced confusion. 

0ÜÖÛÐÕÎɯ%ÈßÐÈÕɀÚɯÙÌÊÖÙËÚȮɯ%ÌÐɯ"ÏÈÕÎÍÈÕÎɯÕÖÛÌÚɯÛÏÈÛɯÐÕɯÛÏÌɯƕƛÛÏɯàÌÈÙɯÖÍɯÛÏÌɯKaihuang  era of Sui 

#àÕÈÚÛàɯȹƙƝƛɯ"$ȺȮɯƕƚƜƕɯàÌÈÙÚɯÏÈËɯ×ÈÚÚÌËɯÚÐÕÊÌɯ!ÜËËÏÈɀÚɯÉÐÙÛÏȮɯËÈÛÐÕÎɯ!ÜËËÏÈɀÚɯÉÐÙÛÏɯÈÛɯƕƔƜƘɯ!"$ȭɯT. 2034, 

49: 23a16, Records of Three Treasures in the Past Dynasties in 597 CE. &ÌÕÔàĥɯ.ÕÖɯÌËȭɯȹƕƝƛƘȺȮɯÝÖÓȭɯƕƕȮɯƖƝƔ-291. 

2ÊÏÖÓÈÙÚɯÉÌÓÐÌÝÌɯÛÏÈÛɯ%ÌÐɯ"ÏÈÕÎÍÈÕÎɯÚÞÐÛÊÏÌËɯÛÏÌɯàÌÈÙÚɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯÉÐÙÛÏɯÈÕËɯËÌÈÛÏȭɯSee Zhang Zong 

ȹƖƔƔƗÉȺȮɯƕƝƝȰɯ3ĥËÖɯÈÕËɯ2ÏÐÖÐÙÐɯȹƕƝƜƙȺȮɯƖƙƘȭɯ%ÌÐɯ"ÏÈÕÎÍÈÕÎɀÚɯÊÈÚÌɯËÌÔÖÕstrates that such confusion and 

complexity already existed in late sixth century Buddhist circles regarding the birth and death dates of 

Buddha. 
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 ÍÛÌÙɯÈɯÛÏÖÙÖÜÎÏɯÌßÈÔÐÕÈÛÐÖÕɯÖÍɯÛÏÌɯÞÙÐÛÐÕÎÚɯÙÌÓÈÛÌËɯÛÖɯÛÏÌɯàÌÈÙɯÖÍɯ!ÜËËÏÈɀÚɯ

ËÌÔÐÚÌȮɯ9ÏÈÕÎɯ9ÖÕÎɯÏÈÚɯÊÖÕÊÓÜËÌËɯÛÏÈÛɯÛÏÌɯËÈÛÌÚɯÊÖÕÛÈÐÕÐÕÎɯÛÏÌɯÞÖÙËÚɯɁÈÍÛÌÙɯÛÏÌɯÛÞÐÕɯ

ÛÙÌÌÚɂɯÙÌÍÌÙÚɯÛÖɯÛÏe End of the Law (mofa ) theory by Nanyue Huisi, 138 and I agree. 

!ÈÚÌËɯÖÕɯ'ÜÐÚÐɀÚɯÊÈÓÊÜÓÈÛÐÖÕȮɯ,Ûȭɯ'ÖÕÎËÐÕÎɀÚɯÐÕÚÊÙÐ×ÛÐÖÕɯ'#2ɯƕƙɯȹƕƚƖƔɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯ

!ÜËËÏÈɀÚɯËÌÔÐÚÌȺɯÞÖÜÓËɯÊÖÙÙÌÚ×ÖÕËɯÛÖɯÛÏÌɯàÌÈÙɯƙƙƗȮɯÞÏÐÓÌɯÛÏÌɯËÈÛÐÕÎɯÖÍɯ'#2ɯƛɯȹƕƚƖƗɯ

years after the BuddhaɀÚɯËÌÔÐÚÌȺɯÞÖÜÓËɯÉÌɯÌØÜÐÝÈÓÌÕÛɯÛÖɯÛÏÌɯàÌÈÙɯƙƙƚȭɯ3ÏÌÚÌɯÊÈÓÊÜÓÈÛÐÖÕÚɯ

ÐÕËÐÊÈÛÌɯÛÏÈÛɯÛÏÌɯÊÖÓÖ×ÏÖÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÖÕɯÛÏÌɯÕÖÙÛÏÌÙÕɯÚÓÖ×Ìɯȹ'#2ɯƛȺɯÞÖÜÓËɯÏÈÝÌɯ

been made eight years earlier than the encomium for Fahong on the southern slope 

(HDS 18), which carries ÛÏÌɯËÈÛÌɯÖÍɯƙƚƘȭɯ(ÛɯÚÌÌÔÚɯÛÏÈÛɯ9ÏÈÕÎɯ9ÖÕÎɀÚɯÖ×ÐÕÐÖÕɯÐÚɯÛÏÌɯÔÖÚÛɯ

widely accepted by scholars to date.139  

Although Zhang Zong asserted this belief quite strongly in 1999, he recently 

ÛÌÔ×ÌÙÌËɯÏÐÚɯÙÌÔÈÙÒÚȮɯÚÛÈÛÐÕÎɯÛÏÈÛɯɁin the medieval period mistakes often o ccurred with 

ËÈÛÌÚɯÜÚÐÕÎɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌȮɯÈÕËɯÏÌÕÊÌɯÛÏÌɯÐÕÚÊÙÐ×ÛÐÖÕɯÖÕɯÛÏÌɯÕÖÙÛÏÌÙÕɯÚÓÖ×ÌɯÐÕɯÛÏÌɯ

Mt. Hongding valley does not necessarily have to be eight years earlier than those on the 

southern slope. The correspondence of 1623 years after the BuddhaɀÚɯËÌÔÐÚÌɯÛÖɯÛÏÌɯ

seventh year of Tianbao  ÌÙÈɯȹƙƙƚɯ"$ȺɯÔÈàɯÕÖÛɯÉÌɯËÌÍÐÕÐÛÐÝÌȭɂ140 One of the reasons 

ÍÖÙɯ9ÏÈÕÎɀÚɯÔÖËÐÍÐÊÈÛÐÖÕɯÐÚɯÈɯËÐÚÊÖÝÌÙàɯÖÍɯÈÕÖÛÏÌÙɯcarving that mentions the year of 

                                                      

138 Zhang Zong (1999): 144-145; Zhang Zong (2000a), 69-70; Zhang Zong (2003b), 202-203. 
139 Nobuyuki Takuma (1999), 20-21; Kiriya  (2002a), 29-30 and 64n4. The most recent work on the Buddhist 

ÊÈÙÝÐÕÎÚɯÐÕɯ2ÏÈÕËÖÕÎɯÍÖÓÓÖÞÚɯ9ÏÈÕÎɯ9ÖÕÎɀÚɯÝÐÌÞ. Ledderose ed. (2014), 141 and 246.  
140 ZhÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ#ÈÛÐÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯed. (2014), 79.  



 

171 

!ÜËËÏÈɀÚɯËÌÔÐÚÌȭ141 The inscription appears as a colophon to a stone Buddha statue 

carved on rock cliff in Ji County  in Henan Province.142 Beginning with the date of its 

creation, ɁNovember 25th in the fourth year of the Xinghe  era of the Eastern Wei 

Dynasty (542 CE),ɂ143 the inscription states that the sculpture was donated by 

Shangguan Xiang  and others, and that the sÊÜÓ×ÛÜÙÌɯÞÈÚɯÔÈËÌɯɁƕȮƚƖƙɯàÌÈÙÚɯ

[after] the mysterious transformation of the Tath êÎÈÛÈɯÜÕËÌÙɯÛÏÌɯÛÞÐÕɯÛÙÌÌÚȭɂ144 In 

accordance with this calculation, it was in 1083 BCE that the Buddha entered into 

nirvana.  

9ÏÈÕÎɯ9ÖÕÎɯÜÚÌËɯ%ÈßÐÈÕɀÚɯÛÏÌÖÙàɯÛÖɯ×ÐÕ×ÖÐÕÛɯÛÏÌɯËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌɯÛÖɯ

1085 BCE, but the inscription donated by Shangguan Xiang differs from this by two 

years.145 This difference led Zhang Zong to view the inscription as constituting a 

ÚÌ×ÈÙÈÛÌɯÛÏÌÖÙàȮɯÞÏÐÊÏɯÐÚɯÈɯÝÈÙÐÈÕÛɯÖÍɯ%ÈßÐÈÕɀÚȭɯ'ÖÞÌÝÌÙ, as discussed above, if one 

views %ÈßÐÈÕɀÚɯÛÏÌÖÙàɯÖÕɯÛÏÌɯàÌÈÙɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌɯas being somewhere within 

1087-1083 BCE, there is no contradiction. Rather, the inscription may provide 

confirmation that some of the late sixth century contemporaries fo ÓÓÖÞÌËɯ%ÈßÐÈÕɀÚɯ

                                                      

141 Zhang Zong (2003b): 203. 
142 The inscription is recorded by Lu Xun  (1881-1936) (1987), 2, 2:325-328. Lu Xun states that the Buddha 

sculpture and colophon carved on the rock cliff are located in Ji County , which is located in the 

northern part of Henan province. T he inscription identifies the sculpture as merely a Ɂstone sculptureɂ 

. Lu Xun preserved the text by transcribing it by hand. The existence of any rubbings or of the current 

state of preservation are unknown.  
143 The inscription reads Ɂ .ɂ Lu Xun (1987), 2, 2:325-328, 

especially 325. For a transcription of the manuscripts, see Lizhou Han (2010), 590-591. 
144 Ɂ .ɂ Lu Xun (1987), 2, 2:325. 
145 Zhang Zong (2003b): 203. 
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ÛÏÌÖÙàɯÈÕËɯÛÏÖÜÎÏÛɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌɯÛÖÖÒɯ×ÓÈÊÌɯÐÕɯƕƔƜƗɯ!"$Ȯ although the inscription 

by Shangguan Xiang states nothing about its source. 

 Úɯ9ÏÈÕÎɯ9ÖÕÎɯ×ÖÐÕÛÚɯÖÜÛȮɯÔÐÚÛÈÒÌÚɯÔÐÎÏÛɯÏÈÝÌɯÖÊÊÜÙÙÌËɯÐÕɯËÈÛÐÕÎɯÛÏÌɯ!ÜËËÏÈɀÚɯ

demise in medieval China. However, the inscriptions carved at Mt. Hongding clearly 

mentioned the Buddhist calendar not just once, but three times, which seems to indicate 

ÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÏÈËɯÈɯÚÖÜÕËɯÉÈÚÐÚɯÍÖÙɯÏÐÚɯ!ÜËËÏÐÚÛɯÊÈÓÌÕËÈÙȭɯThough some might 

argue that an altogether diff erent, undiscovered calendar system could have been used 

we do not have any solid evidence for this. However, ÛÏÌɯËÈÛÌÚɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯÌÕÛÌÙÐÕÎɯ

into nirvana seem to have been a critical issue, especially in the late sixth century, when 

the end of Dharma ideology was prevalent.146 A number of Buddhist scholar monks and 

historians have addressed this issue in their writings, most of which have been 

transmitted down to us. Thus, it is reasonable to assume that the theories which are 

known today were likely the most renowned theories, one of which was adopted by the 

late sixth century contemporaries at Mt. Hongding.  

As discussed above, when the theories of Faxian and Huisi are compaÙÌËȮɯ'ÜÐÚÐɀÚɯ

Buddhist calendar theory fits better with the dates of the Mt. Hongdi ng inscriptions. In 

fact, I believe that the creators of the inscriptions ÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÈËÖ×ÛÌËɯ'ÜÐÚÐɀÚɯ

ÊÈÓÊÜÓÈÛÐÖÕÚȮɯÕÖÛɯÖÕÓàɯÉÌÊÈÜÚÌɯ'ÜÐÚÐɀÚɯÕÜÔÉÌÙɯÖÍɯàÌÈÙÚɯÐÚɯÈɯÉÌÛÛÌÙɯÍÐÛȮɯÉÜÛɯÉÌÊÈÜÚÌɯ'ÜÐÚÐɀÚɯ

                                                      

146 Belief in the end of Dharma ideology was not limited to the vicini ty of the capital, nor to eminent monks 

or educated scholars. It was widespread to the lower strata of the literate minority and uneducated  people 

in the late sixth century.  Erik Zürcher (1980), 403.  
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Buddhist teachings, as well as ÏÐÚɯËÈÛÐÕÎɯÖÍɯ!ÜËËÏÈɀÚɯËÌÈÛh, were related to the contents 

of the inscriptions at Mt. Hongding. Particularly, it is noteworthy that his writings on 

meditation emphasize the six ×êÙÈÔÐÛêɯ, the Perfection of Wisdom 

(×ÙÈÑęê×êÙÈÔÐÛê), and the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯsutra. This repertoire was repeatedly 

duplicated in Buddhist carvings at a number of sites in Shandong during the Northern 

Qi period. These issues will be revisited in greater depth when the sutra selections for 

ÊÈÙÝÐÕÎÚɯÈÕËɯ×ÈÛÙÖÕÚɀɯÎÖÈÓÚɯÈÙÌɯÌßÈÔÐÕÌËɯÓÈÛÌÙɯÐÕɯÛÏÐÚɯËÐÚÚÌrtation.  

2ÖÔÌɯÔÐÎÏÛɯÍÐÕËɯÐÛɯ×ÙÖÉÓÌÔÈÛÐÊɯÛÖɯÍÖÓÓÖÞɯ'ÜÐÚÐɀÚɯÊÈÓÊÜÓÈÛÐÖÕÚɯÍÖÙɯËÈÛÐÕÎɯÛÏÌɯ

inscriptions on Mt. Hongding for the following reasons: It is known that Huisi took his 

ÝÖÞɯÐÕɯƙƙƜɯ"$ȮɯÈÕËɯ×ÙÌÚÜÔÌËɯÛÏÈÛɯÏÌɯÞÙÖÛÌɯÛÏÌɯÛÌßÛɯÖÍɯɁthe 3ÙÈÊÛɯÖÕɯÛÏÌɯ5ÖÞɂɯafterwards. 

3ÏÌɯÊÖÓÖ×ÏÖÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯ'#2ɯƛȮɯÞÈÚɯÞÙÐÛÛÌÕɯÐÕɯƙƙƚɯ"$ȮɯÛÞÖɯàÌÈÙÚɯÉÌÍÖÙÌɯ'ÜÐÚÐɀÚɯ

Ɂ3ÙÈÊÛɯÖÕɯÛÏÌɯ5ÖÞȮɂɯand the inscription of Ɂ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ Õɯȹ2ÌÙÌÕÐÛàȺɂɯȹ'#2ɯƕƙȮɯFigures 

59 and 60) was written in 553, five years before it. I believe that since Huisi was widely 

revered during the Northern Qi Dynasty,  his religious ideas and the dating of his birth 

with respect to the eighty -second year of the mofa (corresponding to 515) also was 

widespread,147 even before his Ɂthe 3ÙÈÊÛɯÖÕɯÛÏÌɯ5ÖÞɂ was written do wn.  It is worth 

noting that Huisi was in Yanzhou in Shandong and Guangzhou in Henan during ca. 

549-552 CE.148 This made it easier for his ideas to spread to Buddhists in Shandong.  

                                                      

147 ZhÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ3ÐÔÌȯɯ#ÈÛÐÕÎȮɂɯÐÕɯ+ÌËËÌÙose ed. (2014), 79. 
148 Stevenson and Kanno (2006), 24 and 34-44.  
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(ÛɯÐÚɯÛÏÐÚɯËÐÚÚÌÙÛÈÛÐÖÕɀÚɯÝÐÌÞɯÐÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÐÕÚÊÙÐ×ÛÐÖÕÚɯÞÌÙÌɯÌÚÛÈblished 

on the northern slope at Mt. Hongding in 550s (starting in 553 CE), and then Fahong 

added several on the northern and southern slopes at a slightly later date, presumably in 

the early 560s. Concerning the use of the Buddhist calendar and Buddhist ideas for the 

ÚÌÓÌÊÛÐÖÕɯÖÍɯÊÈÙÝÌËɯÛÌßÛÚȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈ××ÌÈÙÚɯÛÖɯÏÈÝÌɯÉÌÌÕɯÐÕÚ×ÐÙÌËɯÉàɯÚÖÔÌɯÌÔÐÕÌÕÛɯ

priests. Although it is difficult to specify who these priests were, Huisi was most likely 

one of them.  

(ÕɯÍÈÊÛȮɯÐÛɯÐÚɯÌÝÐËÌÕÛɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯ×ÙÈÊÛÐÊe of carving Buddhist texts on 

mountain cliffs had already began before 564 CE, which was when Fahong carved his 

Buddhist texts at Mt. Hongding. In the vicinity of Dongping, there are several 

ÔÖÜÕÛÈÐÕÚɯÉÌÈÙÐÕÎɯÛÏÌɯ!ÜËËÏÈɯÕÈÔÌɯɁDa Kong Wang Foȭɂɯ.ÍɯÛÏÌÚÌɯÔÖuntains, Mt. Ergu 

 displays a colophon below the Buddha name, noting four patrons ɀ names, 

including Sengɀanyi , which ÐÚɯÈÕɯÈÉÉÙÌÝÐÈÛÌËɯÝÌÙÚÐÖÕɯÖÍɯɁ2ÌÕÎɀÈÕɯ#ÈÖàÐɂɯ

(Figures 70 and 71).149 Significantly, the date of the inscription was recently discovere d, 

revealing that the carving was made in the first year of the Heqing era, which 

corresponds to 562 CE.150  

(ÕɯƖƔƔƖȮɯÈÕÖÛÏÌÙɯËÈÛÌËɯÊÖÓÖ×ÏÖÕɯÙÌÓÈÛÌËɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÍÖÜÕËɯÈÛɯÛÏÌɯ

Summit of the Five Blossoms (Wuhua Feng ) at Mt. Yi  near Zoucheng 

                                                      

149 Weiran Zhang (2006), 77.  
150 3ÏÌɯËÈÛÌËɯÊÖÓÖ×ÏÖÕɯÞÈÚɯËÐÚÊÖÝÌÙÌËɯÈÛɯÛÏÌɯÓÌÍÛɯÚÐËÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯÕÈÔÌɯÐÕɯƖƔƕƕȭɯ3ÏÌɯËÐÚÊÖÝÌÙàɯÞÈÚɯ

reported by Xiaolin Zhao. See Xiaolin Zhao, Jinan Daily, May 21, 2012: 8, requoted from Ledderose ed. 

(2014), 344 and 358.  
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(Figures 72~74).151 3ÏÐÚɯÊÖÓÖ×ÏÖÕɯÙÌÊÖÙËÚɯÚÌÝÌÙÈÓɯ×ÈÛÙÖÕÚɀɯÕÈÔÌÚɯÈÕËɯÛÏÌɯËÈÛÌɯÙÌÈËÚ ɁÛÏÌɯ

third year of the Heqing ÌÙÈȮɂɯÞÏÐÊÏɯÊÖÙÙÌÚ×ÖÕËÚɯÛÖɯƙƚƘɯ"$ɯȹFigure 74).152 The colophon 

refers to the creation of the sutra passage carved on the neighboring side of the same 

boulder, the 98-character passage from the ,ÈęÑÜĭÙČɯ×ÙÈÑęê×êÙÈÔÐÛêɯsutra (Figures 75 and 

ƛƚȺȭɯ ÓÛÏÖÜÎÏɯÛÏÌɯÊÖÓÖ×ÏÖÕɯËÖÌÚɯÕÖÛɯÐÕÊÓÜËÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌȮɯÛÏÌɯÊÓÖÚÌɯ

resemblance of the selected passage, arrangement of the characters, and style of 

calligraphy to those at Mt. Hongding indicates that t he sutra passage on Mt. Yi may 

ÏÈÝÌɯÉÌÌÕɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭ153 6ÏÌÛÏÌÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÊÛÜÈÓÓàɯÞÙÖÛÌɯÐÛɯÖÙɯÕÖÛȮɯ

                                                      

151 Xinli Hu (2003), 168-176; Claudia Wenzel, ɁMount Yi -Inscriptions: Yi 2,ɂ Ledderose ed. (2015), 60. 
152 It is the earliest of all the Zoucheng inscriptions. The names of donors in the colophon are severely 

weathered, but legible enough so that at least eight lay donors could be identified, including Heneng from 

Dongguan  , Lu Jiufei from Dongping  , [...]chou[...] from Chenliu  , and 

Liu Guang from Hejian  , as well as the name of a certain ĭramaẒa, Sengwan . No names from 

colophons at any of the other inscription sites are known. The names of donors in the colophon were first 

discovered in October 2001. The rubbing, taken initially in 2002, reads ɁSengɀan from Dongping ɂ 

(Dongping Sengɀan ) in the second column from the right. On the basis of this rubbing, the 

adjacent sutra passage was thought to have been written by the monk Sengɀan Daoyi. However, further 

research and new rubbings found this to be incorrect. Interestingly, several donorsɀ places of origin were 

given before their names.  From this information, it is known that the donors came from considerably far 

distances, about several hundred kilometers away. Why did they come from such distances to carve the 

text at Mt. Yi, instead of choosing a mountain near their own homes? We cannot know the exact reason, 

since the colophon is silent regarding this. One possibility  is that the patrons chose the distant place for 

carving because they considered it one of the most significant sites of the period. It should be noted that 

Mt. Yi was considered the most significant historical site among the mounta ins around Zoucheng, ever 

since the First Emperor of Qin (r. 221-210 BCE) erected a stone stele there in 219 BCE to commemorate his 

reign. The imperial stele was lost long ago and its original location is unknown, but more than 400 rock 

inscriptions from  later periods remain on the mountain,  among which this Buddhist inscription at Wuhua 

Feng is the earliest. The placement of the carving at Wuhua Feng, is especially remarkable, as it is situated 

just beneath the peak of the summit. The creators were presumably aware of the cultural geography of Mt. 

Yi,152 and by choosing the summit as the place for the carving, they likely wished to make their carving 

resonate symbolically for eternity. Hu Xinli (2003), 167-168; Lai Fei (2003), 112; "ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ

Yi-IÕÚÊÙÐ×ÛÐÖÕÚȯɯ8ÐɯƖȮɂɯLedderose ed. (2015), 60; Ledderose ed. (2015), 55 and 69-74. Harrist (2008), 170. 
153 The inscription is especially similar to the sutra passage of HDS 16.2. Both bear the identical sutra passage, 

the identical arrangement of the characters, and the same calligraphic style. Kiriya (2002a), 13; Lis Jung Lu 

and Lu Dadong (2006-2007), 280. 
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the fact that the same sutra carving in an identical calligraphic style was established in 

564 at Mt. Yi, which is located some 120 km away from Mt. Dongping, seems to suggest 

ÛÏÈÛɯ×ÙÈÊÛÐÊÌɯÖÍɯÚÜÛÙÈɯÊÈÙÝÐÕÎȮɯÈÓÖÕÎɯÞÐÛÏɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏÐÊɯÚÛàÓÌȮɯÏÈËɯÈÓÙÌÈËàɯ

spread farther afield by this time.  

Up to now, it has been thought that the idea of carving lengthy excerpts or 

complete texts of sutras may have originated with the most celebrated monk of the time, 

Sengchou  (480ɬ560), whose Xiaonanhai Central Cave has been discussed in chapter 

two of this dissertation ( Figures 16~18).154 Sengchou first proposed inscribing sutras in 

555, but the actual sutra engraving was done by Sengchouɀs disciples, likely in 560, after 

Sengchouɀs demise. Since earlier carvings with secured dates have not been found in 

Shandong, it has been believed that the practice of carving sutras and names of deities 

on natural stone surfaces began several decades earlier in Henan and Hebei, and slightly 

later in Shandong.155 'ÖÞÌÝÌÙȮɯÛÏÌɯËÈÛÌɯɁƕƚƖƔɯàÌÈÙÚɯÈÍÛÌÙɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÔÐÚÌɂɯÖÕɯ

inscription HDS 15 corresponds to 553 CE, which means the engravings at the Central 

Cave at the Xiaonanhai caves were conceptualized two years later than, and actually 

ÊÈÙÝÌËɯÚÌÝÌÕɯàÌÈÙÚɯÓÈÛÌÙɯÛÏÈÕȮɯÐÕÚÊÙÐ×ÛÐÖÕɯ'#2ɯƕƙɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭ 

Nonetheless, this does not indicate that the practice of carving Buddhist texts 

began in Shandong, and then spread in Henan and Hebei. In fact, it appears that the idea 

                                                      

154 Tsiang (1996a), 234-235; Eileen Hsiang-ling Hsu (1999), 14-17; Sunkyung Kim (2011), 90-95. 
155 Harrist (2008), 167. 
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of carving Buddhist text on natural cliffs in Henan had already begun in the early sixth 

ÊÌÕÛÜÙàȮɯÔÜÊÏɯÌÈÙÓÐÌÙɯÛÏÈÕɯÛÏÈÛɯËÖÕÌɯÉàɯ2ÌÕÎÊÏÖÜɯÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯ ÚɯÕÖÛÌËɯÐÕɯÊÏÈ×ÛÌÙɯ

three in this dissertati on, in 508-509 CE, the sutra passage from the Chapter on the 

Universal Gate (the Pumen pin) of the Lotus Sutra was carved on a steep rock face at the 

0ÐÕÎÛÐÈÕɯ1ÐÝÌÙɯÐÕɯ!ÖɀÈÐɯ"ÖÜÕÛàȮɯ'ÌÕÈÕɯ/ÙÖÝÐÕÊÌɯȹFigures 33~36).156 At this site, there are 

several additional examples from the 530s-540s. The idea of carving sutra passages or 

Buddha names appears to have been practiced since the early sixth century, by different 

patrons in different regions, for different purposes, each displaying distinct features. 

Although f urther research is needed on the early sixth century Buddhist rock carvings, it 

is undeniable that it was in Shandong Province and by the late sixth century that 

Buddhist carvings were established on a larger scale and in a more organized fashion 

that allowed the creators to reveal their religious and cultural identities.  

4.4 Monastic Goals for the Buddhist Carvings at Mt. Hongding: 
Meditation and the Ma¶juŜrǭ Praj¶ǕpǕramitǕ SȊtra  

6ÏÈÛɯÞÌÙÌɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÛÏÌɯÖÛÏÌÙɯÔÖÕÒɯ×ÈÛÙÖÕÚɀɯÎÖÈÓÚɯÍÖÙɯÏÈÝÐÕÎɯÛÏÌɯ

Buddh ist texts carved on cliffs at Mt. Hongding? What function were the carved 

!ÜËËÏÐÚÛɯÚÜÛÙÈɯ×ÈÚÚÈÎÌÚɯÈÕËɯ!ÜËËÏÈɯÕÈÔÌÚɯÐÕÛÌÕËÌËɯÛÖɯÚÌÙÝÌɯÍÖÙɯ2ÌÕÎɀÈÕɯ#Èoyi and the 

ÖÛÏÌÙɯÔÖÕÒÚȳɯ#ÜÌɯÛÖɯÛÏÌɯÓÈÊÒɯÖÍɯÛÏÌɯÔÖÕÒɯ×ÈÛÙÖÕÚɀɯËÐÙÌÊÛɯÙÌÔÈÙÒÚɯÖÕɯÛÏÌÐÙɯÎÖÈÓÚȮɯÛÏÌɯ

                                                      

156 For detailed information on the insc ription and the Guanyin figure, see Jingqun Wang (2007), 195; 

Jingqun Wang ed. (2009), 39-42; Xuefen Zhang (2005), 89-95; +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ

ShandongɬÛÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭ (2014), 40. 
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ÊÈÙÝÌËɯ!ÜËËÏÐÚÛɯÛÌßÛÚɯÈÙÌɯÛÏÌɯÖÕÓàɯÚÖÜÙÊÌɯÛÏÙÖÜÎÏɯÞÏÐÊÏɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÝÌÐÓÌËɯÞÐÚÏÌÚɯÖÙɯ

intentions can be explored. Accordingly, t his section investigates the teachings and 

ÊÖÕÕÖÛÈÛÐÖÕÚɯÖÍɯÛÏÌɯÊÈÙÝÌËɯ!ÜËËÏÐÚÛɯÛÌßÛÚɯÛÏÌÔÚÌÓÝÌÚȮɯÈÕËɯÌß×ÓÖÙÌÚɯÛÏÌɯÔÖÕÒɯ×ÈÛÙÖÕÚɀɯ

goals and hopes that impelled them to create the Buddhist carvings.  

Before beginning the discussion of the analysis of the carved texts and the 

×ÈÛÙÖÕÚɀɯÎÖÈÓÚ at the Mt. Hongding site, it should be noted that Buddhist texts carved on 

cliff surfaces in Shandong were unlikely established due to a single motivation, but 

presumably are the result of a combination of motivations. Scholars have suggested two 

major possible motivations for carving sutras on stone: the accumulation of religious 

merits and the preservation of the sutra texts.157 According  to several popular Mahayana 

texts of the time, making the an image of the Buddha or transcribing a sutra in any form 

that enabled one to read, recite, or write the scripture would bring spiritual benefits to 

the donors.158 The significance of sutra copying is emphasized in many Mahayana 

Buddhist scriptures including the Great Perfection of Wisdom 2ľÛÙÈ, the Lotus 2ľÛÙÈ, the 

Great Collection 2ľÛÙÈ, and almost all Mahayana sutras.159 The Great Collection 2ľÛÙÈ 

                                                      

157 Harrist (2008), 182-185; Xudong Hou  (2010a), 1156-1160. In fact, the prime motivation for being a patron 

for Buddhist monuments in medieval China was to acquire spiritual merits by making an offering, i .e. 

making an image or duplicating a stura.  
158 Copying scriptures as a means of devotion in order to garner merit originated with Mahayana Buddhism. 

Kieschnick (2003), 164-166. 
159 Bgama ÚľÛÙÈs of primitive Buddhism make no mention of the practice of copying sutras, while even the 

earliest Mahayana sutras speak of the merit of copying them. The merits to be gained by copying the 

sutras are emphasized not only in the older Mahayana sutras, such as the Perfection of Wisdom 2ľÛÙÈs, but 

also in later sutras, such as the Lotus 2ľÛÙÈ and, in fact, in almost all Mahayana sutras. For details, see 

*ĥÎÌÕɯ,Ðzuno (1982), 157-165. Xudong Hou ( 2010a), 1156-1160.  
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ÍÜÙÛÏÌÙɯÚÛÈÛÌÚɯɁ ÍÛÌÙɯÛÏÌɯÌßÛÐÕÊÛÐÖÕɯÖÍɯ¥êÒàÈÔÜÕÐ, wherever this scripture goes, if 

someone chants and copies it, even as little as one verse, one line, or one word, the 

kaÙÔÈɯÍÖÙɯÈÓÓɯÖÍɯÛÏÌɯÉÈËɯËÌÌËÚɯÊÖÔÔÐÛÛÌËɯÉàɯÛÏÌɯÙÜÓÌÙɯÖÍɯÏÐÚɯÒÐÕÎËÖÔɯÞÐÓÓɯÉÌɯÌÙÈÚÌËȭɂ160 

The practice of copying scriptures for purposes of accumulating spiritual merit 

had initially appeared in China during the fourth century,  and during the fifth and sixth 

centuries, the practice developed even further.161 With the purpose of bringing merits 

and benefits to the donors, copying sutras was carried out by emperors, officials, 

members of the aristocracy, and common lay believers.162 The creators of the Buddhist 

carvings on mountain surfaces around Dongping must have been aware of the merits to 

be earned by duplicating sutra passages and might have considered these rewards. 

However, as far as the carvings in the Dongping area are concerned, this does not 

appear to have been the most prominent motivation. Carving into rock was a 

considerably more difficult way of copying a sutra than writing on paper or silk. 

Moreover, the copied sutra passages were different from sutras, which were popularly 

duplicated for such devotion al purpose at this time.163  

                                                      

160 T. 397, 13:150a. The translation was adopted from Xuding Hou (2010a), 1156-1157.  
161 On Ikeda (1990), 81-84. 
162 Xudong Hou (2010a), 1157. It is known that t he emperors of the Northern Qi period also cop ied out three 

sets of the entire canon. Ɂ ,ɂ in Guang hongming ji 22, 257a.  
163 The most popular scriptures for carving were the Lotus Sľtra, the VimalakČrti Sľtra, the Daĭabhľmika Sľtra, 

and the Scripture of Golden Light (Jin guangming jing ). Xudong Hou (2010a), 1157-1159.  
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Another main goal scholars have suggested as relevant to the Buddhist carvings 

during the Northern Qi period, is the preservation of Buddhist texts. 164 In the second half 

of the sixth century, the mofa  ideology,  literally transl ÈÛÌËɯÈÚɯɁÌÕË-#ÏÈÙÔÈɂɯÖÙɯ

ɁÍÐÕÈÓɯ#ÏÈÙÔÈɂɯÞÈÚɯÈɯÉÌÓÐÌÍɯÐÕɯÛÏÌɯËÌÎÌÕÌÙÈÛÐÖÕȮɯËÌÊÓÐÕÌɯÖÙɯÌßÛÐÕÊÛÐÖÕɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯ

teaching or of Buddhism, and it was widespread throughout the northern China. 165 As 

details of the mofa theory are available for a variety of contemporary publications or 

contemporary scholarship, it is unnecessary to repeat their specifics here.166 Due to the 

mofa thought, the concern for  the survival of Buddhism prevailed, and thus the idea of 

                                                      

164 Hiroshi Sofukawa (1990), 202. 
165 References to the Ɂlatter timesɂ of Buddhism, such as moshi  or even mofa, had existed in Chinese 

Buddhism since the fifth century CE. Dedications carved on Northern Liang votive stupas from Gansu 

Province dating from the 430s speak of moshi and mofa. However, these terms do not correspond to the 

concept of the Ɂfinal Dharmaɂ articulated in the sixth century, but instead express the donorsɀ more 

general sense of misfortune Ɂto have been born into an age without a living Buddha. ɂ Abe (2002a), 159-

169. A true turning point in the history of mofa ideology came during the second half of the sixth century 

with the advent of major mofa-related texts. Primary among them were the Mahêmêya sľtra (Mohemoye jing 

, T. 383) translated by Tanjing  (ca. 479-502) between 479-502, the Candragarbha sľtra 

(Yuezang fen ) in the vast Mahêsamnipêta sľtra (Da fangden daji jing , T. 397) by 

Narendrayaĭas (490-589) in 566, and the ɁTract of the Vowɂ by Huisi  (514-577) made in 558 (Nanyue Si 

daichanshi Lishi yuanwen , T. 1933). According to the general mofa scheme, after 

Sakyamuniɀs parinirvana, the Dharma was supposed to undergo three distinct periods in succession. The 

fir st one was called ɁTrue Dharmaɂ (zhengfa ), a time during which the teachings of the Buddha 

would be accessible to all. The second period was called ɁSemblance Dharmaɂ (xiangfa ), during 

which only the outward forms of the religion would survive and a semblance of the true teaching would 

be retained. The last one was called ɁEnd of Dharmaɂ (mofa ). For details about mofa or the end of 

dharma, see Chappell (1980): 122-154; Jan Nattier (1991); Jamie Hubbard (2011). 
166 The commencement and duration of these periods have been debated, but no consensus has been reached. 

A systematization of Buddhist chronology proposed by the monk, Huisi (515 -577), appears in the ɁTract of 

the VowɂɯÞÙÐÛÛÌÕɯÐÕɯƙƙƜ-559. Huisi claimed that the age of mofa had actually arrived, and made his own 

date of birth correspond to the eighty -second year of the era of decline. Using these dates, he calculated 

that the mofa began in the year 433 or 434. Zhang Zong (2003b), 202-203; Sunkyung Kim (2005), 232 and 

250-255; Stevenson (2006), 3. 
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carving Buddhist texts on stone was likely born out of a desire to ensure the survival of 

Buddhist texts.167 

In fact, at several Northern Qi Buddhist sites, a few inscriptions accompanying 

ÊÈÙÝÌËɯ!ÜËËÏÐÚÛɯÚÜÛÙÈÚɯÈ××ÌÈÙɯÛÖɯÌß×ÓÐÊÐÛÓàɯÈÕÕÖÜÕÊÌɯÛÏÌÐÙɯËÖÕÖÙÚɀɯÐÕÛÌÕÛÐÖÕɯÛÖɯ×ÙÌÚÌÙÝÌɯ

the texts in the indestructible mediu m of stone. The dedicatory inscription at the 

Xiaonanhai Central Cave in Anyang, Henan Province, which was discussed in chapter 

two, recounts the monk 2ÌÕÎÊÏÖÜɀÚɯȹ, 480ɬ560 CE) desire ÈÚɯÛÏÈÛɯÖÍɯɁÊÈÙÝÐÕÎɯÈÕËɯ

ÈÙÙÈÕÎÐÕÎɯÚÜÛÙÈÚɯÖÕɯÚÛÖÕÌȮɯÚÖɯÛÏÌàɯÞÐÓÓɯÉÌɯÛÙÈÕÚÔÐÛÛÌËɯÈÕËɯÕÖÛɯ×ÌÙÐÚÏɂɯȹ%ÐÎÜÙÌÚɯƕƚȃƕƜȺȭ168 

Tang Yong, the high court official patron, discussed in chapter two (Figures 27 and 28), 

voiced a similar hope in his in scription accompanying the carved sutras at the South 

"ÈÝÌɯÖÍɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ7ÐÈÕÎÛÈÕÎÚÏÈÕȮɯÚÈàÐÕÎɯɁÈÚɯÚÐÓÒɯÚÊÙÖÓÓÚɯÊÈÕɯÉÌɯÚ×ÖÐÓÌËȮɯÉÈÔÉÖÖɯ

documents do not last long, metal tablets are difficult to preserve, and parchment and 

×È×ÌÙɯÈÙÌɯÌÈÚÐÓàɯËÌÚÛÙÖàÌËȮɯȱɯ4×on investigating the Buddhist texts, the trace of the 

silver chisel has been ordered. In agreement it was declared that the celebrated 

mountain at the Gushan Gave (Xiangtangshan) be completely carved [with sutra 

ÛÌßÛÚȼȭɂ169 Likewise, inside Shandong Province, a dedicatory inscription at Mt. Tie in 579 

CE, which will be discussed in chapter five, emphasizes the durability of the mountain 

ÚÜÙÍÈÊÌɯÞÐÛÏɯÛÏÌÚÌɯÞÖÙËÚȮɯɁ2ÐÓÒɯÈÕËɯÉÈÔÉÖÖɯÈÙÌɯÌÈÚÐÓàɯÙÜÐÕÌËȮɯÉÜÛɯÔÌÛÈÓɯÈÕËɯÚÛÖÕÌɯÈÙÌɯ

                                                      

167 For a brief summary of the argument, see Tsiang (1996a), 253-254; Harrist (2008), 179-181; Lin (2014), 65-

66. 
168 Tsiang (1996a), 235; Harrist (2008), 179; Lin (2014), 66. 
169 Tsiang (1996a), 237; Harrist (2008), 179-180. 
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hard to destroy. Entrusting [the texts ] to a high mountain, [the writings] will last forever 

ÞÐÛÏÖÜÛɯÌÕËȭɂ170 These statements seem to confirm that donors were determined to 

ensure the survival of the carved sutras into what they believed were the latter days 

ÞÏÌÕɯÈÓÓɯ!ÜËËÏÈɀÚɯÛÌÈÊÏÐÕÎÚɯÞÖÜÓËɯÉÌ lost.  

However, as Robert E. Harrist brilliantly observes in his recent book on stone 

inscriptions in medieval China, the identical desire to keep words and memories alive 

by engraving them on stone was by no means exclusive or unique to Buddhist sutra 

carvings, but was true for stone dedications and tomb epitaphs that had nothing to do 

with Buddhism from the same period. 171 This shared language of the stone inscriptions 

suggests that any text carved on stone was intended to endure forever,172 and anxiety 

over !ÜËËÏÐÚÔɀÚɯËÌÊÓÐÕÌɯÔÐÎÏÛɯÕÖÛɯÏÈÝÌɯÉÌÌÕɯÕÌÊÌÚÚÈÙÐÓàɯÛÏÌɯÖÕÓàɯÙÌÈÚÖÕɯÍÖÙɯÊÈÙÝÐÕÎɯÛÏÌɯ

                                                      

170 For translation, see Harrist (2008), 180; Leddeorse ed. (2015), 162.  
171 Harrist (2008), 181. In fact, the practice of engraving text on stone as a way to preserve it had already 

occurred in ancient China. For instance, stone was chosen as a durable medium for writing by the First 

Emperor of Qin (259-210 BCE, r. 221-210 BCE). One of the stone inscriptions, carved in 211 BCE on Mt. 

Kuaiji in present day Shaoxing in Zhejiang Province speaks of the motivation behind the stone 

ÐÕÚÊÙÐ×ÛÐÖÕÚȮɯÚÛÈÛÐÕÎɯÛÏÈÛɯɁÛÏÌɯÈÛÛÌÕËÐÕÎɯofficials recite the EmperoÙɀÚɯÉÙÐÓÓÐÈÕÛɯÈÊÊÖÔ×ÓÐÚÏÔÌÕÛÚɯÈÕËɯÈÚÒɯÛÖɯ

ÊÈÙÝÌɯȻÛÏÌɯÛÌßÛɯÐÕÛÖȼɯÛÏÐÚɯÚÛÖÕÌȮɯÛÖɯÎÓÖÙÐÍàɯÈÕËɯÛÙÈÕÚÔÐÛɯÐÛɯÐÕɯÛÏÌɯÚÜ×ÌÙÉɯÐÕÚÊÙÐ×ÛÐÖÕȭɂɯ3ÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯ

adopted from Kern (2000), 49. Other inscriptions by the First Emperor show a similar desire. One 

inscriptio n placed on Mt. Zhifu  in 218 !"$ɯÚÛÈÛÌÚɯÛÏÈÛɯɁÛÏÌɯÔÜÓÛÐÛÜËÌɯÖÍɯÖÍÍÐÊÐÈÓÚɯÙÌÊÐÛÌɯÛÏÌɯ$Ô×ÌÙÖÙɀÚɯ

ÔÌÙÐÛÚȮɯÈÕËɯÈÚÒɯÛÖɯÊÈÙÝÌɯȻÛÏÐÚɯÛÌßÛȼɯÐÕÛÖɯÚÛÖÕÌȮɯÛÖɯÌß×ÙÌÚÚɯÈÕËɯÛÙÈÕÚÔÐÛɯÛÏÌɯÊÖÕÚÛÈÕÛɯÔÖËÌÓɂȰɯÖÕÌɯ×ÓÈÊÌËɯat 

the gate of Jieshi  ÐÕɯƖƕƙɯ!"$ɯÚÈàÚȮɯɁÛÏÌɯÔÜÓÛÐÛÜËÌɯÖÍɯÖÍÍÐÊÐÈÓÚɯÙÌÊÐÛÌɯÛÏÌɯ$Ô×ÌÙÖÙɀÚɯÉÙÐÓÓÐÈÕÛɯ

accomplishments and ask to carve [the text into] this stone, to transmit and manifest the norm and 

ÚÛÈÕËÈÙËɂȰɯÈÕËɯÖÕÌɯ×ÓÈÊÌËɯÖÕɯ,Ûȭɯ3ÈÐɯ in 219 BCE maintains ÛÏÈÛɯɁÏÐÚɯÎÙÌÈÛɯ×ÙÐÕÊÐ×ÓÌɯÐÚɯÚÜ×ÌÙÉɯÈÕËɯ

shining,  ÛÖɯÉÌɯ×ÈÚÚÌËɯÖÕɯÛÖɯÓÈÛÌÙɯÎÌÕÌÙÈÛÐÖÕÚȭɂɯ3ÏÌɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÈÍÛÌÙɯ*ÌÙÕɯȹƖƔƔƔȺȮɯƗƛȮɯƘƗȮɯÈÕËɯƖƕȭɯ3ÏÌɯ

identical motivation is observed in the Stele of Zheng Wengong (the Upper Stele of Zheng Wengong) written 

on Mt. Tianzhu in 511. Composed by Zheng Daozhao, it  ÚÛÈÛÌÚɯɁÞÌɯÊÈÙÝÌɯÛÏÌɯÚÛÖÕÌɯÈÕËɯÐÕÚÊÙÐÉÌɯÏÐÚɯÝÐÙÛÜÌÚȮɯ

ÛÖɯÌÕËÜÙÌɯÈÚɯÓÖÕÎɯÈÚɯÛÏÌɯÚÜÕȭɂ Harrist (2008), 114. The stone carvings by the First Emperor  of Qin and 

Zheng Daozhao have been discussed in chapter three of this dissertation. 
172 Harrist (2008), 181. 
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Buddhist texts in stone during the Northern Qi period. 173  ÓÛÏÖÜÎÏɯ2ÌÕÎÊÏÖÜɀÚɯÈÕËɯ

3ÈÕÎɯ8ÖÕÎɀÚɯËÌËÐÊÈÛÐÖÕÚɯÚÛÈÛÌɯÛÏÈÛɯÉÖÛÏɯÖÍɯÛÏÌÔɯÈËÖ×ÛÌËɯÛÏÌɯÔÌËÐÜÔɯÖÍɯÊÈÙÝÌËɯÚÛÖÕÌɯÛÖɯ

ensure the preservation of the sutra texts, their prominent goal was not only at 

preservation. Rather, the sutra carvings at the Xiaonanhai Central Cave by Sengchou 

were designed for spreading and encouraging his Four Foundations of Mindfulness 

meditation  practice; and the sutra passages at the South Cave of the Northern 

7ÐÈÕÎÛÈÕÎÚÏÈÕɯÉàɯ3ÈÕÎɯ8ÖÕÎɯÞÌÙÌɯËÌÚÐÎÕÌËɯÍÖÙɯÌßÏÐÉÐÛÐÕÎɯ3ÈÕÎɯ8ÖÕÎɀÚɯreligious 

ideology and his personal social-political experiences in a direct and subtle way. 174 

Many features of the carved Buddhist texts at Mt. Hongding argue against the 

idea that preservation was a significant reason for carving Buddhist canons into stone. 

The Buddhist texts carved at Mt. Hongding are short selected excerpts, not complete 

texts,175 and a few passages were duplicated at multiple locations. In addition, the carved 

texts were placed onto mountain surfaces, where they were exposed to natural hazards 

                                                      

173 Harrist (2008), 181. Sunkyung Kim observes that in the process of preservation during the Northern Qi 

period, many Buddhist priests made their own selections for carving, in order to contribute to the 

hierarchical categorization of individual monks or to le gitimatize particular teachings and practices. 

Sunkyung Kim (2005), 232 and 250-255. 
174 For 2ÌÕÎÊÏÖÜɯÈÕËɯ3ÈÕÎɯ8ÖÕÎɀÚɯÎÖÈÓÚɯÍÖÙɯÛÏÌÐÙɯ!ÜËËÏÐÚÛɯÛÌßÛɯÊÈÙÝÐÕÎÚȮɯÚÌÌɯÊÏÈ×ÛÌÙɯÛÞÖɯÐÕɯÛÏÐÚɯɯɯËÐÚÚÌÙÛÈÛÐÖÕȭ 
175 Among the Buddhist texts carved during the Northern Qi per iod, there are only a few sutra texts that are 

complete. These complete texts appear at the sites of Northern and Southern Xiangtangshan, and at Mt. 

Zhonghuang in Hebei Province, but none are found in Shandong Province. In Shandong, the longest 

carved passage is from the Diamond 2ľÛÙÈ, and it encompasses about half of the complete scripture. The 

carvings on Mt. Tie and Mt. Ge in Shandong Province are considerably long passages, but they each are 

just a longer part of an entire sutra canon. The carvings at Mt. Hongding and those at other sites in 

Shandong Province date from the 560s, and do not exceed one hundred characters in length. Harrist 

(2008), 182. 
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and destined to be weathered.176 Most fundamentally, the Buddhist carvings at Mt. 

Hongding state nothing about the end of BÜËËÏÐÚÔȭɯ Ûɯ,Ûȭɯ'ÖÕÎËÐÕÎȮɯÕÖÛɯÖÕÓàɯ'ÜÐÚÐɀÚɯ

calculation of the death of the ¥êÒàÈÔÜÕÐɯBuddha, but his Buddhist teachings and 

practices appear to have been adopted for and shared with the local Buddhist 

community during the 550s and 560s. This perspective will be developed further in the 

next section on meditation. Nonetheless, some of the leading figures involved with the 

ÊÈÙÝÐÕÎÚȮɯÚÜÊÏɯÈÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯ%ÈÏÖÕÎȮɯÔÈËÌɯÕÖɯÌß×ÓÐÊÐÛɯÙÌÍÌÙÌÕÊÌɯÛÖɯmofa, of 

which Huisi was the most well -known forebear. 177 This phenomenon suggests that the 

mofa ideology was not the most important impetus for carving the Buddhist sutras, at 

least at Mt. Hongding and other Buddhist carving mountain sites in Shandong.  

                                                      

176 Harrist (2008), 182; Lin (2014), 66. The undertaking to preserve the entire Buddhist canon was made after 

the Sui Dynasty(581-617) when the monk, Jingwan  (d. 639), began a project in which sutras were 

systematically carved on stone slabs gathered in the rock-cut caves at Yunjusi  near Beijing. Until 

then, the complete preservation of Buddhist canon was not the ultimate goal. To achieve this goal, nearly 

five thousand stone slabs were housed in nine caves atop Shijing Mountain and ten thousand stone slabs 

in a large underground structure at the southern pagoda at the Yunjisi. For studies on the sutra carvings 

at the Yunjusi, Kegasawa Yasunori (1996), 7-10; Lancaster (1989), 143-144; Tiegang Lü ed. (1999), three 

vols; Ledderose (2003), 235ɬ65; Ledderose (2004a), 385-409; Ledderose (2004b), 381-454; Sonya S. Lee 

(2010b), 43-78. 
177 To date, Huisi is well -known as both a Tiantai patriarch and mofa forebear. He has been thought to have 

been the first person to have systematically calculated the tripartite system of mofa, as explained in his 

ɁTract of the Vowȭɂɯ'ÖÞÌÝÌÙȮɯÛÏÌÙÌɯÈÙÌɯÚÌÝÌÙÈÓɯÐÕÛÌÙÕÈÓɯÐÕÊÖÕÚÐÚÛÌÕÊÐÌÚɯÛÏÈÛɯÈÙÌɯÊÖÕÚ×ÐÊÜÖÜÚÓàɯÖÜÛɯÖÍɯÚÛÌ×ɯ

with the tenor ÖÍɯ'ÜÐÚÐɀÚɯÖÛÏÌÙɯÞÙÐÛÐÕÎÚȮɯÈÕËɯÛÏÌÚÌɯÌÕÎÌÕËÌÙɯÊÖÕÛÙÖÝÌÙÚÐÌÚɯÖÝÌÙɯÛÏÌɯÈÜÛÏÌÕÛÐÊÐÛàɯÖÍɯÛÏÌɯ

writing. For details on the controversies over the Tract of the Vow, see Stevenson (2006), 86-89. Concerning 

these problems, Stevenson addresses that multiple voices were likely at work in 'ÜÐÚÐɀÚɯɁTract of the Vowɂɯ

and in ÛÏÌɯÏÈÎÐÖÎÙÈ×ÏÐÊÈÓɯÊÖÕÚÛÙÜÊÛÐÖÕÚɯÚÜÙÙÖÜÕËÐÕÎɯ'ÜÐÚÐȭɯ3ÈÒÐÕÎɯÈÓÓɯÛÏÌɯÐÚÚÜÌÚɯÚÜÙÙÖÜÕËÐÕÎɯ'ÜÐÚÐɀÚɯ

Tract of the Vow into account, along with what the carvings explicitly refer to, it might be suggested tha t at 

ÛÏÌɯÖÍɯÊÙÌÈÛÐÖÕɯÖÍɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚȮɯÛÏÌɯÛÙÐ×ÈÙÛÐÛÌɯÚàÚÛÌÔɯÈÕËɯÌÔ×ÏÈÚÐÚɯÖÕɯÛÏÌɯÍÐÕÈÓɯɁ#ÌÊÓÐÕÌɯÖÍɯ

#ÏÈÙÔÈɂɯÞÌÙÌɯÕÖÛɯÞÌÓÓ-known, nor had they been incorporated into the Tract of the Vow. However, the 

ËÈÛÌɯÖÍɯÛÏÌɯ!ÜËËÏÈɀÚɯËÌÈÛÏɯÊÈÓÊÜÓÈÛÌËɯÖÕɯÛÏÌɯÉÈÚÐs of the Chinese calendrical system and other practices of 

Huisi were widespread.  
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6ÏÈÛɯÛÏÌÕɯÞÈÚɯÛÏÌɯ×ÙÐÔÌɯÔÖÛÐÝÈÛÐÖÕɯÛÏÈÛɯÙÌÚÜÓÛÌËɯÐÕɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÖÛÏÌÙɯ

monk patrons carving Buddhist texts at Mt. Hongding? Given that th e carvings at Mt. 

Hongding were created by monks, they were most likely intended to serve monastic 

goals, especially for meditation, which was widely practiced throughout China in the 

late sixth century.178 Renowned Buddhist priests, including Sengchou  (480-560), 

Daoping   (488-559), and Lingyu  (518-605), taught several kinds of meditation 

practices. Of all the forms of meditation techniques being practiced at that period, 

visualization meditation gained the most popularity for Buddhists in the capital  city of 

Ye, and in the neighboring Henan and Hebei Provinces. 179 It has been suggested that 

several cave temples and a number of Buddhist sculptures created during this period 

might have served to assist visualization meditation. 180 Buddhist scriptures on 

visualization meditation required practitioners to engage in a specific method of mental 

concentration, relying on viewing various images of Buddhas or bodhisattvas. 181 The 

Xiaonanhan Central Cave is one of the most well-known examples where Sengchou 

likely pra cticed his Four Foundations of Mindfulness meditation and where he probably 

encouraged Buddhist devotees to practice it as well (Figures 16~18).182 

                                                      

178 See Jinhua Chen (2010), 99-101. 
179 Depending on doctrinal emphasis, different forms of meditation were practiced in early Chinese 

Buddhism. For instance, Sengchou taught several meditation practices, but especially emphasized the 

Four Foundations of Mindfulness meditation  described in ÛÏÌɯɁ2ÈÎÌÓàɯ/ÙÈÊÛÐÊÌɂɯÊÏÈ×ÛÌÙɯȹShengxing pin 

) in the -ÐÙÝêἶÈɯ2ľÛÙÈ. Eileen Hsiang-ling Hsu (1999), 45-71. 
180 Jinhua Chen (2010), 99-101; Eileen Hsiang-ling Hsu ( 2002), 9; Sunkyung Kim ( 2011), 87-126. 
181 +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯStone Sutras in Shandongɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯLedderose ed. (2014), 32.     
182 See the second section of chapter two. 
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However, the visual heritage of the Buddhist text carving sites in southwest 

Shandong during the Northern Qi p eriod suggest that a different type of meditation was 

practiced at this region. Numerous sites, including Mt. Hongding, mainly display 

Buddhist sutra passages or Buddha names, with no or almost no Buddha images. The 

Mt. Hongding site features a small numbe r of Buddhist image shrines, but these are 

modest in both number and scale, compared to those of the carved Buddhist texts at the 

site (Figures 54~57).183 Nonetheless, the Buddhist texts carved at Mt. Hongding created 

by the monk patrons are thought to have been intended for a certain kind of meditation. 

So then, what type of meditation was practiced at these sutra sites?  

It is worthwhile noting that the excerpts from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 

were repetitively duplicated more than ten times at some of the engraving sites, 

including at Mt. Hongding in Shandong (Table 4.3).184 At Mt. Hongding, six sutra text 

                                                      

183 +ÌËËÌÙÖÚÌɯÈÙÎÜÌÚɯÛÏÈÛɯÛÏÌɯÝÐÚÜÈÓÐáÈÛÐÖÕɯÔÈËÌɯÜÚÌɯÖÍɯ!ÜËËÏÐÚÔɀÚɯÐÊÖÕÐÊɯËÐÔÌÕÚÐÖÕȮɯÞÏÌÙÌÈÚɯÛÏÌɯÊÈÙÝÐÕÎÚɯ

in Shandong opened the aniconic dimension, choosing script instead of images. +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ

Stone Sutras in ShandongɬThe CultÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯLedderose ed. (2014), 32-33. For the emphasis on the 

aniconic facet in Shandong during the late sixth century, see "ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁThe Image of the Buddha: 

Buddha Icons and Aniconic Traditions in India and China ȮɂɯTranscultural Studies no. 1 (2011), 288-299. 
184 In addition to the excerpts from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ, the Buddha name Da Kong Wang Fo (

ȮɯɁ&ÙÌÈÛɯ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ$Ô×ÛÐÕÌÚÚɂɯor Ɂ!ÜËËÏÈɯ*ÐÕÎɯÖÍɯ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂȺ, also was frequently 

carved at Mt. Hongding and on other mountains near Mt. Hongding. The Buddha name, Da Kong Wang 

Fo ( ȮɯɁappears five times at Mt. Hongding (HDS 8, 19, 20, 21.1, 23.1). HDS 8 is the largest carving 

of this Buddha name at Mt. Hongding, and it measures 9.2 meters in height and 3.4 meters in width. For 

studies on the Buddha name, Zhang Zong (2003a) and 3ÚÈÐɯȹƖƔƕƖȺɯÈÙÌɯÐÕÚÛÙÜÔÌÕÛÈÓȭɯ3ÌÑÐÔÈɯ(ÚÚÏÐÕɀÚɯÞÖÙÒɯ

is especially valuable due to his focused study on the Buddha name of Da Kong Wang Fo. See Tejima 

(2003a) and Tejima (2003b). I believe that the Buddha name, Kong Wong Fo, has a double meaning: The 

name itself may refer back to a previous Buddha named Kong Wong Fo, while at the same time, the words 

ÔÈÒÐÕÎɯÜ×ɯÛÏÌɯÕÈÔÌɯÏÐÎÏÓÐÎÏÛɯÛÏÌɯɁ&ÙÌÈÛɯ$Ô×ÛÐÕÌÚÚɂɯÖÍɯ!ÜËËÏÈȭɯ6ÐÛÏɯÛÏÌÚÌ double meanings, the 

carvings of the Buddha name likely ÍÜÕÊÛÐÖÕÌËɯÈÚɯÈɯÚàÔÉÖÓɯÖÍɯÛÏÌɯ×ÈÚÛɯ!ÜËËÏÈɀÚɯ×ÙÌÚÌÕÊÌȮɯÈÚɯÞÌÓÓɯÈÚɯÈɯ

talisman to eliminate any hindrances for Buddhist practices. The analysis of Buddha names and their 
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passages were carved, among which three are from the ,ÈęÑÜĭÙČ /ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 

(HDS 1, HDS 16.2, and HDS 22).185 What does the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈɯexpound 

on and what are the themes of the carved excerpts from the sutra? Why were the sutra 

excerpts carved so frequently and repetitively? What kind of medi tation practices do the 

sutra excerpts support? In order to answer these questions, this chapter examines the 

sutra canon and excerpted passages, and then explores how they figured as important 

religious touchstones for the monk patrons. Given that the MañjuĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ 

centers on a certain ÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌɯÊÈÓÓÌËɯɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕȮɂ186 I suggest that 

                                                      

 

meanings can be a complex one, and this topic of study will be examined further in my next research 

project. 
185 There are six sutra carvings at Mt. Hongding and three of the six are from the MañjuĭrČ Prajñêpêramitê 

Sľtra (HDS 1, HDS 16.2, and HDS 22). To date, eight instances of the 98-character passage are reported to 

have been carved on mountain cliffs. Besides the two inscriptions at Mt. Hongding, this passage was 

carved at the following sites i n Shandong: Wuhua Feng  (564 CE) and Yaojing Dong  (570-

572 CE) at Mt. Yi, Mt. Jian (575 CE), Mt. Yang, and Mt. Culai. It is even carved outside Shandong, at 

Southern Xiangtangshan Cave 2. Of them all, the carvings on Mt. Jian and Mt. Yang are not extant, since 

they were destroyed in the 1960s and in 1974, respectively. Besides mountain surfaces, the 98-character 

passage is carved on freestanding stone steles as well. Several fragments with part of the 98 -character 

passage were excavated in the city of Yanzhou, so it has been confirmed that there were two steles carved 

with the 98-character passage of the sutra. Furthermore, the passage was carved on another stele which is 

said to have originally been located on Mt. Shuiniu. Unlike the other steles, th is stele bears a longer 

passage with 297 characters from the sutra, arranged in 10 columns. The last column has 27 characters. 

Ledderose ed. (2009), 52. The 98-character passage appears at the end of the 297-character passage. For the 

98-character passage, see Lai Fei (2007), 31-33, 36-37, 42-45, 74-75, 76-77, 78-79, and 85; Lintang Zhang 

(2007), vol. 1, fig. 2 at page 15. For the steles, see Lai Fei (2007), 165-169. Regarding the 54 (or 52) character 

passage from the sutra, three instances have been reported to date. Of the two in Shandong, one is at Mt. 

Hongding (HDS 1), and the other is at Mt. Shuiniu. The third one is found outside Shandong, on the 

exterior wall of Southern Xiangtangshan Cave 4. Lai Fei (2007), 18 and 70-71; Lintang Zhang ( 2007), vol. 1, 

Figure 5 at the page 31. 
186 Yixing sanmei, . This is the Chinese translation of the Sanskrit eka-vyľha-samêdhi, which originally 

ÔÌÈÕÛɯɁÚamêdhi  ÖÍɯÈɯÚÐÕÎÓÌɯÈÙÙÈàȭɂɯStevenson (1986), 54. 
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this sutra passage functioned as an aid to help the meditator attain successful one-

practice absorption meditation. 187 

4.4.1 The Ma¶juŜrǭ Praj¶ǕpǕramitǕ SȊtra  

The ,ÈęÑÜĭÙČɯPrajñêpêramitê Sľtra (the Sutra on the Great Perfection of Wisdom 

Spoken by MañjuĭrČ, Saptaĭatikê prajñêpêramitê, Wenshushili suoshuo mohe bore boluomi 

), also called the Perfection of Wisdom in 700 Lines, was translated 

into Chinese twice during the Liang  Dynasty that ruled one of the southern states 

between 502-587 CE. One translation was done by Mandra[sena] (Mantuoluoxian 

, fl. 502-519) and the other was done by Sa gabhara (Sengqiepoluo , 

460-524), both of whom came from Funan  (in present-day southern Vietnam and 

Cambodia).188 Which source was used for the carvings in Shandong has been subject to 

debate, but careful scrutiny of the text indicates that the carved passages were those 

translated by Mandra[sena].189 

                                                      

187 Many scholars, including  Zhang Zong, Kiriya Seiichi, and Ledderose, agree with this point. See Zhang 

Zong (2000a), 64-66; Kiriya (2001a), 125-155; +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎɬThe 

"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯin Ledderose ed. (2014), 31-36.  
188 In the current Taishĥ ÌËÐÛÐÖÕȮɯ,ÈÕËÙÈȻÚÌÕÈȼɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯÈÛɯT. 232, 8:726a-732c, while the translation by 

SaἩgabhara is at T. 233, 8: 732c-739c. The translation by Mandra[sena] occurred first in 503 CE. In 

translating Buddhist sutras, Mandra [sena] worked with SaἩgabhara, who also translated the same sutra 

after MandraȻÚÌÕÈȼɀÚɯËÌÔÐÚÌȭɯThe two monks have been studied as key figures who demonstrate the 

maritime cultural exchanges that existed during the sixth century between South Asia and China. See Sen 

Tansen (2014), 45. For the contents and translations of the sutra, see Genmyĥ Ono ed. (1974), 27-29; Kiriya 

(2001c), 164n10. In addition to these two Liang period translations, Xuanzang ( , c. 602 ɬ 664) also 

translated it, and this version is known as Manshu shili fen  (Di qi hui ) in Da banruo 

boluomiduo jing  (T. 220, 7: 964a22-974b02). 
189 The source of translation for the carved section has been problematic. Many scholars identify it as being 

Sa gabharaɀs translation, while some argue it is M andra[sena]ɀs. Zhang Zong, Lai Fei, Paul Copp and 

Claudia Wenzel identify the excerpts as being Sa gabharaɀs translation. Zhang Zong (2000a), 62; Lai Fei 
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The most frequently carved sutra in Shandong generally, as well as at Mt. 

Hongding specifically, was the text consisting of  98 characters from the ,ÈęÑÜĭÙČɯ

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ that expounds on the nature of the Perfection of Wisdom (bore 

boluomi , ×ÙÈÑęê×êÙÈÔÐÛê).190 As this passage was the one most frequently 

                                                      

 

(2007), 31; Paul Copp and Claudia Wenzel, ɁMount Hongding ɬInscriptions: HDS 16.2 and HDS 22,ɂ in 

Ledderose ed. (2014), 90. However, Kiriya and Zhao Luo identify it as being  from the translation by 

Mandra[sena]. Kiriya (2001c), 134; Zhao Luo (2013), 307. In the current collated Taishĥ edition, the passage 

on the nature of the Perfection of Wisdom appears once in ,ÈÕËÙÈȻÚÌÕÈȼɀÚɯÛÙÈÕÚÓÈÛÐÖÕȭɯ(ÛɯÐÚɯÕÌÈÙÓàɯ

identical to the carved passage on Mt. Hongding, differing by only three characters in the middle of the 

passage. T. 232, 8: 731a15-21. The passage in MÈÕËÙÈȻÚÌÕÈȼɀs translation is as follows: Ɂ  

          

          

.ɂ The three characters underlined and in bold are different from those fou nd in HDS 16.2ɀs 

carved text. Except for these three characters, the Taishĥ edition is nearly identical to the carved text. On 

the other hand, the corresponding passage appears twice in Sa gabharaɀs translation, which has caused 

considerable confusions to scholars. First it appears at T. 233, 8: 738a19-24, and then again at T. 233, 8: 

739c23-28. Of the two sections, one is nearly identical with the carved text, differing only at the beginning. 

This occurs at T. 233, 8: 738a19-24, Ɂ       

          

   .ɂ When the bodhisattva, MañjuĭrČ, is referred to, the 

Sa gabhara version uses the shorter form, ɁWenshu ,ɂ instead of ɁWenshu shili .ɂ The rest is 

completely id entical. By contrast, the other passage with the same content, which appears again later, is 

considerably different from the former version of the carved text. T. 233, 8: 739c23-28, Ɂ  

         

       .ɂ The 

characters underlined and in bold mark the differences.  Careful scrutiny of the transmission of the text 

indicates that this passage, found in the carved text, as well as in the section (T. 233, 8: 738a19-24) in 

SaἩÎÈÉÏÈÙÈɀÚ translation, was originally a part of ,ÈÕËÙÈȻÚÌÕÈȼɀÚɯÛÙÈÕÚÓÈÛÐÖÕȮɯÈÕËɯÞÈÚɯÓÈÛÌÙɯÐÕÛÌÙ×ÖÓÈÛÌËɯ

in SaἩÎÈÉÏÈÙÈɀÚ translation. Thus, the SaἩgabhara translation included in the 3ÈÐÚÏĥ edition was an 

amended version, rather than the original, and t he passage carved is from Mandra[sena]. 
190 As a part of longer dialogue between the Buddha and the bodhisattva, ,ÈęÑÜĭÙČȮ the 98-character passage 

discusses the essence of Perfection of Wisdom.190 ,ÈęÑÜĭÙČ starts by explaining the incomprehensible 

essence of true dharma and states that true dharma has no imaginable qualities, and the Perfection of 

Wisdom has the same quality. He asks why the Perfection of Wisdom should be practiced. The Buddha 

circumvents this question and proclaims that if one has achieved the knowledge of the unimaginability of 

dharma, then one is already on the way to Perfection of Wisdom. The Buddha goes on to teach that this 

knowledge is a preliminary step to attaining the Enlightenment -Sovereignty (puti zizai ) of 

bodhisattvas, and that through this knowledge, one knows all dharmas, all Buddha names, and ultimately 

all Buddha worlds . ,ÈęÑÜĭÙČ accepts the instruction and finally asks why it is called Perfection of Wisdom. 
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carved at Mt. Hongding in Shandong, as well as at other Buddhist carving sites, it 

deserves closer reading. In this section of the sutra, the bodhisattva, ,ÈęÑÜĭÙČȮ asks 

Buddha why the ÚÜÛÙÈɯÐÚɯÊÈÓÓÌËɯÛÏÌɯɁ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔȭɂɯ3ÏÌɯ!ÜËËÏÈɯËÖÌÚɯÕÖÛɯ

answer the question directly, but ins tead gives a definition of the Perfection of Wisdom 

that denies any conceivable imagination of it.  

,ÈęÑÜĭÙČɯaddressed the Buddha, saying:  

Ɂ6ÖÙÓË-Honored O ne, why is it named ×ÙÈÑęê×êÙÈÔÐÛêȳɂɯ 

The Buddha said:  

Ɂ/ÙÈÑęê×êÙÈÔÐÛêɯis without boundary without bourn; without name, without 

attributes; inconceivable, without refuge, without sandbank; without sin, 

without merit; without obscurity, without illuminatio n.191 Like the Realm of the 

Law it is without demarcation and also limitless in number. This is named 

×ÙÈÑęê×êÙÈÔÐÛê. It is also named the Site of Bodhisattva-Mahêsattva Practice.192 

Since it is neither a site of practice nor of non-practice all [Sites of Bodhisattva- 

Mahêsattva Practice] belonging to the One Vehicle it is named the Site of Non-

/ÙÈÊÛÐÊÌȭɯ6ÏàɯÐÚɯÛÏÐÚȳɯ!ÌÊÈÜÚÌɯÐÛɯÐÚɯÜÕÛÏÖÜÎÏÛɯÈÕËɯÜÕÊÖÕËÐÛÐÖÕÌËȭɂ193 

The 98-character passage was carved twice at Mt. Hongding, once on the 

northern slope (HDS 16.2, Figures 75 and 76), and once on the southern slope (HDS 22, 

Figures 77 and 78). The inscription, HDS 16.2, is located in between HDS 15 and 16.1, 

                                                      

 

The Buddha again does not answer the question directly, but gives a definition of the Perfection of 

Wisdom which denies any conceivable imagination of it. The passage carved at Mt. Hongding centers on 

this last question and answer. Regarding the explanation of the context of the excerpts, this dissertation 

owes a great deal to Ledderose ed. (2009), 48 and 140-141. 
191 Obscurity and illumination are common metaphors for ignorance and understanding, respectively. 

Ledderose ed. (2014), 258n613. 
192 It usually refers to a site or object of mental functioning, not a physical place. Ledderose ed. (2014), 

258n614. 
193 Ɂ            

          

  ȭɂɯ3ÏÌɯÛÙÈÕÚÊÙÐ×ÛÐÖÕɯÈÕËɯ$ÕÎÓÐÚÏɯÛÙÈÕÚÓÈÛÐÖÕɯÈÙÌɯÈËÖ×ÛÌËɯÍÖÙÔɯ+ÌËËÌÙose ed. 

(2014), 257-258.  



 

191 

ÉÖÛÏɯÖÍɯÞÏÐÊÏɯÈÙÌɯÙÌÓÈÛÌËɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯȹFigures 75 and 76). Carved on the right end 

of the inscription HDS 16.ƕɯÐÚɯÛÏÌɯÕÈÔÌȮɁ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɂɯ ,194 which seems to be a 

signature to the sutra text. While the inscription does not specify who wrote or 

Ú×ÖÕÚÖÙÌËɯÐÛÚɯ×ÓÈÊÌÔÌÕÛȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÚɯÛÏÖÜÎÏÛɯÛÖɯÏÈÝÌɯÉÌÌÕɯÐÛÚɯÊÈÓÓÐÎÙÈ×ÏÌÙɯÈÕËɯ

donor.195 At the left end of the three inscriptions is HDS 15, oftÌÕɯÊÈÓÓÌËɯÛÏÌɯɁ2ÛÌÓÌɯÖÍɯ2ÐÙÌɯ

 ÕɂɯȹFigures 59 and 60), there is another inscription bearing the identical passage (HDS 

22) on the southern slope. This inscription covers the largest inscribed area at this 

location (Figures 77 and 78).196 Inscription HDS 21.2, at the left side of the sutra passage, 

reads Ɂ.ÍÍÌÙÌËɯȻȱȼɯÉàɯÛÏÌɯ#ÖÕÖÙɯÖÍɯ2ÜÛÙÈÚȮɯ5ÌÕÌÙÈÉÓÌɯ%ÈÏÖÕÎɂɯ,ͯ197  

indicating that the corresponding sutra passage (HDS 22) was created by Fahong. The 

98-character passages of HDS 16.2 and HDS 22 parallel fully in content and wording; the 

only difference is that HDS 16.2 has two characters in archaic or abbreviated form.198  

The key difference between the two, lies in the distinct arrangement of their 

                                                      

194 'ÌÙÌȮɯÛÏÌɯÓÈÚÛɯÊÏÈÙÈÊÛÌÙɯÖÍɯÏÐÚɯÕÈÔÌɯÐÚɯÞÙÐÛÛÌÕɯÞÐÛÏɯÛÏÌɯÊÏÈÙÈÊÛÌÙɯɁàÐɯȮɂ which is different from the other 

ÐÕÚÊÙÐ×ÛÐÖÕÚɯÞÏÌÙÌɯÏÐÚɯÓÈÚÛɯÕÈÔÌɯÐÚɯÞÙÐÛÛÌÕɯÈÚɯɁàÐɯȭɂ 
195 "ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯHongding ɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ'#2ɯƕƚȭƕȮɂɯÐÕɯ+Ìdderose ed. (2014), 93. 
196 The area of the carving is 389 centimeters in height and 250 centimeters in width . Ledderose ed. (2014), 

297.  
197 Ledderose ed. (2014), 289-291. 
198 The only difference in wording is for the characters,  and . HDS 16.2 uses the abbreviated character 

 throughout, while HDS 22 prefers  in all but one instance. According to Paul Copp and Claudia 

Wenzel, this different wording appears at Mt. Yi (near Zoucheng) too. The passage also was carved twice 

on Mt. Yi: once at Bewitching Fairy Cave (Yaojing Dong ), where the character  is used; and the 

other at Five Blossoms Peak (Wuhua Feng ), where the character  is preferred. In addition, w hile 

HDS 16.2 uses , HDS 22 uses the ancient form . What this connotes has not been explored. See Lis 

Jung Lu and Lu Dadong (2006-2007), 280; Paul Copp and Claudia Wenzel, ɁMount Hongding ɬ

Inscriptions: HDS 16.2 and HDS 22,ɂ in Ledderose ed. (2014), 91. 
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characters.199 In inscription HDS 16.2, the 98 characters are arranged in ten columns and 

each column has about ten characters (Figure 76). The passage reads from the upper 

right section to the bottom left section, so that the last column (the left end column) has 

only eight characters. On the other hand, in inscription HDS 22, the 98 characters are 

arranged in seven columns and each column has 14 characters (Figure 78). Table 4.3 

displays the location of the carvings of the 98-character passage from the ,ÈęÑÜĭÙČɯ

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ established during the Northern Qi period, and classifies them into 

horizontal or vertical types according to the composition of their char acters. 

Interestingly, all the carved passages from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈɯfollow one 

of the vertical or horizontal composition styles. Despite this differences in composition 

styles, the carved passages display close resemblances in their brushwork and 

ÊÈÓÓÐÎÙÈ×ÏÐÊɯÚÛàÓÌȭɯ(ÛɯÐÚɯÛÏÌÚÌɯÍÈÊÛÖÙÚɯÛÏÈÛɯ×ÖÐÕÛɯÛÖÞÈÙËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÚɯÉÌÐÕÎɯÛÏÌɯÊÙÌÈÛÖÙɯ

of these compositions.200  

                                                      

199 Lis Jung Lu and Lu Dadong (2006-2007), 280 and Figures 7-10 on pages 282-283. 
200 Another excerpt  from the MañjuĭrČ Prajñêpêramitê Sľtra consists of 54-characters expounding on the 

nature of the Buddha and how to contemplate him (guanfo ). The passage comes from a conversation 

between ¥êriputra  and MañjuĭrČ. The text is evidently  drawn from ,ÈÕËÙÈȻÚÌÕÈȼɀÚɯÛÙÈÕÚÓÈÛion (T. 232, 8: 

728a26-29), since the contents of SaἩÎÈÉÏÈÙÈɀÚɯÏÈÝÌɯÕÖɯÊÖÙÙÌÚ×ÖÕËÐÕÎɯÚÌÊÛÐÖÕÚȭɯFor the transcription and 

translation, see /ÈÜÓɯ"Ö××ȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ'#2ɯƕȮɂɯÐÕɯLedderose ed. (2014), 87-88. This 

passage also was duplicated at t wo more sites, one inside and one outside of Shandong. One of these is at 

Mt. Shuiniu in Shandong, and the other is over the entrance to Cave 4 at Southern Xiangtangshan in 

Hebei. These two sites bear shorter texts with only 52 characters, and omit the firÚÛɯÛÞÖɯÊÏÈÙÈÊÛÌÙÚȮɯɁȭɂɯ

The arrangement of characters varies. The text of HDS 1 at Mt. Hongding is arranged into six columns of 

ten characters each, with the last column (the left end) having just four characters. At Mt. Shuiniu, there 

are five columns wi th nine characters each, with the last line having seven. Lastly, at Southern 

Xiangtangshan, the text is carved in 13 columns, with has four characters in each. Lai Fei (2007), 70-71; 

Lintang Zhang (2007), vol. 1, Figure 5 on page 31. The 52-character passage is in the ,ÈęÑÜĭÙČɯ

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľtra juan shang , but the book incorrectly states that it is from juan xia . 
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Table 4.3: Arrangement of the 98 -character passage from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ

2ľÛÙÈ. 

Horizonta l type  Vertical type  

Ten characters × Ten 

columns (the last column 

with 8 characters)  

Seven characters × 14 

columns 

14 characters × seven 

columns 

HDS 16.2 at Mt. Hongding Mt. Culai, Yinfo Yan  HDS 22 at Mt. Hongding  

Wuhua Feng  at Mt. 

Yi (564) 

 Yaojing Dong  at Mt. 

Yi 

Stele A in Yanzhou  Mt. Jian 

  Southern Xiangtangshan 

Cave 2 
  Stele B in Yanzhou 
  Mt. Yang* 

*It is reported that the passage was carved at Mt. Yang, but it was destroyed, leaving no rubbings. 

According to one report, the carving on Mt. Yang corresponds completely to the one on Yaojing Dong 

 at Mt. Yi in content and form, and so there has been speculation that it was of the vertical type.201 

 

 

The ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ belongs to the ×ÙÈÑęê×êÙÈÔÐÛê group of 

Mahayana sutras, which promotes the Perfection of Wisdom by means of realizing the 

doctrine of ĭľÕàÈ (kong , emptiness) in order to attain ultimate enlightenment. 202 The 

two separate excerpts from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ were on the nature of 

×ÙÈÑęê×êÙÈÔÐÛê and on how to contemplate the Buddha , respectively. Just as true dharma 

has no imaginable qualities, the Perfection of Wisdom denies any conceivable 

imagination of it and this knowledge is a preliminary step to attaining Enlightenment. 

Thus, the Perfection of Wisdom is the code of practice for those wishing to attain the 

                                                      

201 Lai Fei (2007), 79. 
202 Kiriya (2001a), 133; Zhang Zong (2003a), 21-27. 
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Buddhahood,203 and the Buddha emphasizes that immersion in the attributes of the 

Buddha cannot be the ultimate goal, but that the practitioner must realize the emptiness 

of the Buddha natur e in the end. The creators of the carvings most likely chose the 

passages from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ to deliver this message to practitioners. 

Out of the large number of ×ÙÈÑęê×êÙÈÔÐÛêɯsutras, what led the creators to choose the 

,ÈęÑÜĭÙČɯ×ÙÈÑęê×êÙÈÔÐÛê sutra? This is a very important question for our discussion 

regarding the goals of the patrons and the function of the carved texts, and will be 

explored in the following section.  

4.4.2 The Ma¶juŜrǭ Praj¶ǕpǕramitǕ SȊtra and One-Practice Absorption 
Meditation  

Significantly, the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ places particular emphasis on a 

ÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌɯÊÈÓÓÌËɯɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯ(yixing sanmei, , which is 

the Chinese translation of the Sanskrit eka-vyľha-samêdhi, ÛÏÈÛɯÖÙÐÎÐÕÈÓÓàɯÔÌÈÕÛɯɁÚamêdhi  

ÖÍɯÈɯÚÐÕÎÓÌɯÈÙÙÈàɂ).204 This practice strongly recommends that practitio ners should stay in 

a secluded place without any distractions, concentrating on one particular Buddha and 

ÙÌÊÐÛÐÕÎɯÛÏÌɯ!ÜËËÏÈɀÚɯÕÈÔÌȭ205 Several scholars address that ɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯ

stressed in the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ might explain why t he sutra was repeatedly 

                                                      

203 Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ'#2ɯƕȮɂɯÐÕɯLedderose ed. (2014), 88.  
204 Stevenson (1986), 54. 
205 T. 232, 8:731b1-ƙȮɯɁ         

   ȭɂ 
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chosen for the carvings.206 3ÏÌɯÜÛÐÓÐáÈÛÐÖÕɯÖÍɯɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯÏÈÚɯÉÌÌÕɯÛÙÈÊÌËɯ

back to the early Chan  (meditation) and Tiantai  traditions in Chinese Buddhist 

history.  

In the Chan tradition, the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ was one of the scriptures 

held in high esteem by the Chan Masters.207 To date, the earliest known priest who was 

aware of and made good use of ɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯÐÕɯthe ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ

2ľÛÙÈ is the priest, Daoxin ( , 580-651), the fourth patriarch of the Chinese Chan 

lineage.208 A meditation manual titled, Fundamental Expedient Teachings for Calming the 

Mind Which Attains Enlightenment (Rudao anxinyao fangbianfamen ) by 

Daoxin is the earliest preserved text in the Chinese Chan tradition. This manual makes 

use of the ɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯÚÛÙÌÚÚÌËɯÐÕɯthe ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ.209 

 ÓÛÏÖÜÎÏɯɁÖÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕɂɯÖÍɯthe ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ was favored by 

several priests in the Chan tradition after the seventh century, there is no information on 

the use of the sutra before Daoxin. Moreover, the Chinese Chan sect was not established 

until the first part of the seventh century. Thus, as Zhang Zong admits,  #ÈÖßÐÕɀÚɯÊÈÚÌɯ

                                                      

206 Zhang Zong (2000a), 65; Kiriya (2001a), 135-136; Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptionsȮɂɯÐÕɯ

Ledderose ed. (2014), 88. 
207 Zhang Zong notes that Daoxin and Shenxiu  (606-706) favored the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛê 2ľÛÙÈ. He 

also points out that the sutra is part of the Dunhuang manuscript, Pellio chinois 4646. This manuscript is a 

collection of five texts that are related to the Chan meditations in the later period of the Chinese Chan 

tradition. Zhang  Zong (2000a), 65-66.  
208 This was first pointed out by Zhang Zong (2000a), 65.  
209 Chappell (1983), 89-ƕƖƝȰɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ(ÕÚÊÙÐ×ÛÐÖÕÚȮɂɯÐÕɯLedderose ed. (2014), 88. 
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could not explain the popularity of the sutra i n the late sixth century.210 

Ɂ.ÕÌ-×ÙÈÊÛÐÊÌɯÈÉÚÖÙ×ÛÐÖÕȮɂɯÈÚɯÌß×ÖÜÕËÌËɯon the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈɯis 

also associated with Zhiyi  (538-597), a renowned Tiantai master, as is noted by 

Kiriya Seiichi. 211 In his influential meditation manual, Mohe zhiguan  (The Great 

Calming and Contemplation),212 Ɂone-practice absorptionɂ was incorporated in ɁFour 

kinds of Samêdhi (sizhong sanmei ),ɂ213 and referred to as Ɂconstant sitting 

meditation ( changzuo sanmei ).214 Similar to the situation with #ÈÖßÐÕɀÚɯÜÚÈÎÌȮɯ

the Mohe zhiguan cannot explain the popularity of the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ in 

550s-ƙƚƔÚȮɯÚÐÕÊÌɯÛÏÌɯ9ÏÐàÐɀÚɯÓÌÊÛÜÙÌɯÛÖÖÒɯ×ÓÈÊÌɯÐÕɯÛÏÌɯÌÕËɯÖÍɯÛÏÌɯÚÐßÛÏɯÊÌÕÛÜÙàȭɯ(ɯÈÎÙÌÌɯÞÐÛÏɯ

9ÏÈÕÎɯ9ÖÕÎɯÈÕËɯ*ÐÙÐàÈɯ2ÌÐÐÊÏÐɯÛÏÈÛɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌɯÙÌÓÈÛÌËɯÛÖɯɁÖÕÌ-practice 

ÈÉÚÖÙ×ÛÐÖÕɂɯÐÚɯÈÕɯÐÔ×ÖÙÛÈÕÛɯÍÈÊÛÖÙɯÍÖÙɯÙÌÚÖÓÝÐÕÎɯÛÏÌɯØÜÌÚÛÐÖÕɯÈÉÖut why the ,ÈęÑÜĭÙČɯ

/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ was selected for numerous carving sites in Shandong. But, it is 

important to determine whether proof exists that the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ was 

relevant to the actual practices existing in the 550s and 560s, as this would date the 

                                                      

210 Zhang Zong (2000a), 65-66. 
211 Kiriya (2001a), 135-136. 
212 T. 1911, 46. They ÞÌÙÌɯÛÙÈÕÚÊÙÐÉÌËɯÈÕËɯÌËÐÛÌËɯÉàɯ9ÏÐàÐɀÚɯËÐÚÊÐ×ÓÌȮɯ&ÜÈÕËÐÕÎȮɯÉÈÚÌËɯÖÕɯÈɯÚÌÙÐÌÚɯÖÍɯÓÌÊÛÜÙÌÚɯ

Zhiyi delivered in 594. Buswell and Lopez ed. (2014), 546. For a discussion of Zhiyiɀs great meditation 

manual, the Mohe zhiguan ( ), see Neal Donner and Daniel Stevenson (1993). For translation, see 

Paul Swanson (2004). 
213 Zhiyi ɀs ɁFour kinds of Samêdhiɂ was systemized and elaborated in Mohe zhiguan. It consists of six 

practices as follows: one-practice samêdhi, pratyutpanna  samêdhi, Lotus samêdhi, Suiziyi samêdhi, 

and two repentance techniques, one each from the fangdeng  and qing-guanyin . This 

dissertation follows Stevenson in terms of the definition and description of the four k inds of Samadhis 

(1986), 53-84; especially for references to those practices specifically identified as coming from Huisi . 

Stevenson (1986), 50ɬ51. 
214 Kiriya (2001a), 135. 
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practice to a time before Zhiyi and Daoxin.  

Significantly, it has been observed that many of the Tiantai visualization 

practices systematized by Zhiyi ( , 538-597) in the late sixth century in southern 

China were, in fact, largely conceived in the northeastern area by his teacher, Huisi (515-

577).215 Zhiyi ɀs ɁFour kinds of Samêdhi,ɂ which were systemized and elaborated in Mohe 

zhiguan, are mentioned in Zhiyi ɀs early works as well, including his Shichan boluomi cidi 

famen  (Elucidation of the Successive Dharma Gates of Perfection of 

Dhyêna), indicating that the  one-practice samêdhi derived from the ,ÈęÑÜĭÙČɯ

/ÙÈÑęê×êÙÈÔÐÛê 2ľÛÙÈ.216 This work dated from the earliest  ×ÏÈÚÌɯÖÍɯ9ÏÐàÐɀÚɯÊÈÙÌÌÙɯɬ the 

years between 568 and 575.217 Notewor thily, Zhiyi received all of the six practices from 

his teacher, Huisi (515-577). Even though the one-practice, pratyutpanna, Lotus, Suiziyi 

samêdhi s, and the fangdeng and qing-guanyin repentances were never explicitly 

systematized into an identifiable set  ×ÙÐÖÙɯÛÖɯÉÌÐÕÎɯÐÕÊÖÙ×ÖÙÈÛÌËɯÐÕÛÖɯÛÏÌɯÍÖÙÔȮɯɁ%ÖÜÙɯ

kinds of SamêËÏÐȮɂɯÛÏÌàɯÏÈËɯÓÖÕÎɯÍÜÕÊÛÐÖÕÌËɯÈÚɯÈɯÔÈÐÕÚÛÈàɯÖÍɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌÚɯÐÕɯÛÏÌɯ

communities of both Huisi and Zhiyi. 218 The works of Huisi, as well as various 

                                                      

215 Stevenson, (1986), 50-51; Williams (2005), 33-34.  
216 T. 1916, 46: 538b21-22. Shindai Sekiguchi (1986), 87n16. For meditation manuals compiled by Zhiyi, see 

Shindai Sekiguchi (1969); Stevenson (1986), 45ɬ97.  
217 T. 1916, 46: 479b3-7, 481a11-14, 481b26-c12, 485c-487a, and 499a12-15. Additional references throughout 

9ÏÐàÐɀÚɯÞÖÙÒÚȮɯÈÚɯÞÌÓÓɯÈÚ his biographies and those of his major disciples, demonstrate that these six 

samêdhis and repentance techniques continued to hold a major place in his practices. 
218 8ÌÛȮɯÛÏÌɯÛÌÙÔɯɁ%ÖÜÙɯkinds of Samêdhi (sizhong sanmei )ɂ itself is not found in any of H uisiɀs 

extant works, nor is it used in any of the materials dating from the earlier phases of Zhiyi ɀs career, which 

spanned from 568-585. It appears for the first time in Zhiyi ɀs Fahua Xuanyi (Abstruse Meaning of the Lotus 

Sľtra ), which was compiled f rom lectures he delivered in Jingzhou  in 593, only five years 
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references that appear in the biographies of both Huisi and his immediate disciples, 

ËÌÔÖÕÚÛÙÈÛÌɯÛÏÈÛɯÈÓÓɯÚÐßɯ×ÙÈÊÛÐÊÌÚɯÈÓÚÖɯÞÌÙÌɯÜÚÌËɯÐÕɯ'ÜÐÚÐɀÚɯÊÖÔÔÜÕÐÛàȭ219  

The period when such practices were used by Huisi fits well with the period of 

ÛÏÌɯÊÈÙÝÐÕÎÚɀɯÊÙÌÈÛÐÖÕɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎȭɯ3ÏÌɯÌÈÙÓÐÌÚÛɯËÖÊÜÔents on these Huisi 

meditation practices are those composed by Huisi himself. He wrote manuals for two of 

these practicesɬthe Samêdhi of Freely Following Oneɀs Thought (Suiziyi sanmei , 

XZJ 98) for the practice of suiziyi, and the Meaning of the Lotus Sutraɀs Course of Ease and 

Bliss, Fahua jing anle xingyi  (T. 1926) for the Lotus samêdhi. It is 

suggested that the Samadhi of Freely Following Oneɀs Thought was composed in the years 

near 548-549 CE, or at the latest 560 CE, and that the Meaning of the Course of Ease and 

Bliss was composed in approximately 560 CE.220 The opening of the 2ÈÔêËÏÐɯÖÍɯ%ÙÌÌÓàɯ

                                                      

 

before his death. Stevenson (1986), 51.  
219 For instance, Huisi ɀs biography in the Continued Biographies of Eminent Monks , by Daoxuan 

records that as his death approached, he gathered his disciples and explained his meditation practices 

including one-practice samêdhi. Further Biographies of Eminent Monks (Xu gaoseng zhuan), T. 2060, 50: 

563c18-23. For the English translation, see Stevenson and Kanno (2006), 41. Huisiɀs repertoire of samêdhi 

and repentance rites are repeated in Huisiɀs own writing, Samêdhi of Freely Following Oneɀs Thought (Suiziyi 

sanmei ). Suiziyi sanmei, Z. 98, 344b3-7. The English translation is after Stevenson and Kanno 

(2006), 68. 
220 According to Stevenson, the fact that 'ÜÐÚÐɯÐÚɯÈÓÓÌÎÌËɯÛÖɯÏÈÝÌɯÐÕÚÛÙÜÊÛÌËɯ9ÏÐàÐɯÐÕɯÛÏÌɯɁÍÖÜÙÍÖÓËɯÊÖÜÙÚÌɯÖÍɯ

ÌÈÚÌɯÈÕËɯÉÓÐÚÚɂɯÚÏÖÙÛÓàɯÈÍÛÌÙɯ9ÏÐàÐɯÈÙÙÐÝÌËɯÖÕɯ,Ûȭɯ#ÈÚÜɯÐÕɯƙƚƔȮɯÞÖÜÓËɯÚÜÎÎÌÚÛɯÛÏÈÛɯÛÏÌɯÉÈÚÐÊɯÚÛÙÜÊÛÜÙÌɯÖÍɯÛÏÌɯ

Meaning of the Course of Ease and Bliss was in circulation by that tim e. In the Meaning of the Course of Ease 

and Bliss, Huisi specifically cites the 2ÈÔÈËÏÐɯÖÍɯ%ÙÌÌÓàɯ%ÖÓÓÖÞÐÕÎɯ.ÕÌɀÚɯ3ÏÖÜÎÏÛ by title, which confirms that 

the SamêËÏÐɯÖÍɯ%ÙÌÌÓàɯ%ÖÓÓÖÞÐÕÎɯ.ÕÌɀÚɯ3ÏÖÜÎÏÛ was already in existence at the time Huisi delivered the 

lecture(s) that became the text of the Course of Ease and Bliss. It appears that the Samadhis of Freely Following 

.ÕÌɀÚɯ3ÏÖÜÎÏÛ took shape between the time Huisi first began to actively preach in about 548-549 (and 

ÚÜÍÍÌÙÌËɯÏÐÚɯÍÐÙÚÛɯÈÛÛÈÊÒɯÍÙÖÔɯÙÐÝÈÓɯÔÖÕÒÚɯÐÕɯ8ÈÕáÏÖÜȺɯÈÕËɯ9ÏÐàÐɀÚɯÈÙÙÐÝÈÓɯÖÕɯ#ÈÚÜɯȹƙƚƔȺȭɯ%ÖÙɯÛÏÌɯËÈÛÐÕÎɯÖÍɯ

the preserved works by Huisi, see Stevenson (2006), 96.  
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%ÖÓÓÖÞÐÕÎɯ.ÕÌɀÚɯ3ÏÖÜÎÏt mentions those practices,221 which indicates that they already 

had been practiced before the Manual was written.  

Importantly, Huisi was in Shandong during the end of the 540s and the 

beginning the 550s. He was born in Wudi in Henan in 515 CE, left home at age fourteen, 

and obtained his formal ordination at age nineteen in ca. 534.222 Through subsequent 

trainings under various meditation masters in northern Henan, he became enlightened 

under Huiwen .223 Huisi began to preach actively around the years 548-549. In his 

early career, Huisi stayed in Henan Province, and it is unclear when he came to 

Shandong or how long he stayed there.  However, it  is believed that he was in Yanzhou 

in Shandong Province between 548-552, and more certainly in 548-549,224 when he 

preached to the public in Yanzhou, and some rival monks attempted to poison him. 225 

#ÜÙÐÕÎɯÛÏÐÚɯ×ÌÙÐÖËȮɯ'ÜÐÚÐɀÚɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌÚɯÈ××ÌÈÙɯÛÖɯÏÈÝÌɯÉÌÌÕɯÒÕÖÞÕɯÛÖɯ

                                                      

221 It mentions four practices from among the six: Buddha-mindfulness samêdhi (one-practice samêdhi) , the 

pratyuptanna samêdhi , the Lotus samêdhi, and Suiziyi samêdhi. Suiziyi sanmei, XZJ 98, 344b3-7. Stevenson 

and Kanno (2006), 68. 
222 In 515 CE, Huisi was born in Wujin , which is modern -day Shangcai County, Henan Province. He 

passed away on Mt. Nanyue in Hunan Province in 577 at the age of sixty-two. For his biography and 

career, see Paul Magnin (1979), 24-68; Stevenson (1986), 21-44 and studies by Leon Hurvitz, Satĥ Tetsuei, 

*ÈÞÈÒÈÛÚÜɯ8ÖÚÏÐÖȮɯ(ÒÌËÈɯ1ÖÚÈÕȮɯÈÕËɯ|ÕÖɯ'ÐËÌÛÖ, as listed by Kyĥdo Jikĥ (1998), 27. 
223 'ÜÐÚÐɯÈËÖ×ÛÌËɯÔÈÕàɯÖÍɯ'ÜÐÞÌÕɀÚɯÉÌÓÐÌÍÚȰɯ×ÈÙÛÐÊÜÓÈÙÓàɯ'ÜÐÚÐɀÚɯÙÌÓÐÈÕÊÌɯÖÕɯÛÏÌɯÔÌËÐÛÈÛÐÖÕɯÛÌÊÏÕÐØÜÌÚɯÖÍɯÛÏÌɯ

Large Perfection of Wisdom Treatise (Dazhidu lun). It is wel l-known that Huisi gave his attention to the Lotus 

Sľtra, but the Large Perfection of Wisdom Sľtra also was important to Huisi, as the latter sutra was stressed 

ÐÕɯ'ÜÐÚÐɀÚɯÈÜÛÖÉÐÖÎÙÈ×ÏÐÊÈÓɯÚÛÈÛÌÔÌÕÛɯÐÕɯÛÏÌɯTract on the Vow. Stevenson (2006), 25. 
224 Magnin (1979), 15-17. 
225 After this incidence, Huisi withdrew his  plan to meet with other meditation masters in the north and 

went back to Xinzhou  in central Henan, where he stayed three years, and then moved to Guangzhou 

circa 552 to leave for southern China. Huisi related a total of four separate incidents of persecution. The 

first episode centered in Yanzhou in 548. The remaining three episodes of persecution occurred in 

Nanyingzhou, Guangzhou, and Nandingzhou between the Huai and Yangzi rivers, circa 553 to 568. It 

was the last two of these attacks that prompted Huisi to produce illuminated copies of the Large Perfection 

of Wisdom 2ľÛÙÈ (or both  the Large Perfection of Wisdom 2ľÛÙÈ and the Lotus 2ľÛÙÈ). Stevenson (2006), 35-36. 
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meditation practitioners in Shandong, a nd could have been a source of inspiration for 

the creators of the rock carvings in Shandong.    

While Huisi elaborated on the practices of Suiziyi samêdhi  and the Lotus 

samêdhi in the manuals he composed, the exact nature of his one-practice samêdhi is 

unknown. However, it most likely closely resembled what the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ

2ľÛÙÈ states and what Zhiyi recommends in his lectures, as Zhiyi incorporated most of 

'ÜÐÚÐɀÚɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌÚɯÐÕÛÖɯÏÐÚɯÖÞÕɯ×ÙÈÊÛÐÊÌÚȭ226 The sutra itself only gives a 

general outline of the practice.  It simply states that the meditator should stay at a 

secluded place without any distractions, while concentrating on one particular Buddha 

ÈÕËɯÙÌÊÐÛÐÕÎɯÛÏÌɯ!ÜËËÏÈɀÚɯÕÈÔÌȭ227 9ÏÐàÐɀÚɯËÌÚÊÙÐ×ÛÐÖÕɯÖÕɯÖÕÌ-practice samêdhi  in Mohe 

zhiguan is more detailed. He states that the practice should be performed in a quiet room 

or a secluded spot without any disturbance, with only a single rope bed for meditation. 

He instructs the meditator to sit motionless in the traditional m editation posture and 

completely absorb himself; directly experiencing all objects as identical to the Buddha 

world, and contemplating that his own subjective mind is also uniform with the Buddha 

world. 228 If the meditator becomes exhausted, or other forms of obstruction begin to 

                                                      

226 Scholars have pointed out that 9ÏÐàÐɀÚɯÌÈÙÓÐÌÙɯÔÈÕÜÈÓÚɯÖÕɯÔÌËÐÛÈÛÐÖÕɯ×ÙÈÊÛÐÊÌÚɯÏÈËɯÈÓÙÌÈËàɯÐÕÛÙÖËÜÊÌËɯ

most of what Huisi taught.  Stevenson (1986), 50-51; HÐËÌÛÖɯ|ÕÖɯȹƕƝƝƛȺȮɯƖƕȭɯIn one-practice samêdhi 

meditation, the ÚÐÛÛÐÕÎɯ×ÖÚÛÜÙÌȮɯÈÓÚÖɯÊÈÓÓÌËɯÛÏÌɯɁÓÖÛÜÚɂɯÔÌËÐÛÈÛÐÖÕɯ×ÖÚÛÜÙÌȮɯÞÈÚɯÉÖÙÙÖÞÌËɯÍÙÖÔɯ'ÜÐÚÐȭ 

'ÐËÌÛÖɯ|ÕÖ (1976), 287; 'ÐËÌÛÖɯ|ÕÖ (1975), 111-137. 
227 T. 232, 8: 731b1-5. 
228 Zhiyi explains that when meditat ing, the meditator has to think that trying to realize the Dharmadhêtu 

by means of the Dharmadhêtu is absurd. There is no realization, nor is there any attaining of anything. 

One discerns that the characteristics of sentient beings are the same as the characteristics of a Buddha. 
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overwhelm his powers of contemplation, or if he is a novice who has not yet developed 

the powers of meditative insight effectively, then he should turn to the second more 

tangible approach: Selecting a Buddha of his own choosing, he faces in the direction of 

ÛÏÈÛɯ×ÈÙÛÐÊÜÓÈÙɯ!ÜËËÏÈɀÚɯÙÌÈÓÔɯÈÕËɯÚÐÕÎÓÌ-ÔÐÕËÌËÓàɯɁÐÕÝÖÒÌÚɯÛÏÈÛɯ!ÜËËÏÈɀÚɯÕÈÔÌȮɯÈÕËɯ

generates a deep sense of shame [over his own inability to practice as he should], 

ÙÌ×ÌÕÛÚȮɯÈÕËɯÌÕÛÙÜÚÛÚɯÏÐÚɯÍÈÛÌɯÛÖɯÏÐÔȭɂ229  

The Mt. Hongding site  appears to have provided an ideal place to engage in one-

practice samêËÏÐɯÈÚɯËÌÚÊÙÐÉÌËɯÉàɯÛÏÌ ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ and Zhiyi. The rock 

wall, where the 98-character sutra carving is placed (HDS 16.2) on the northern slope, is 

screened by ÈɯÏÜÎÌɯɁÛÖÞÌÙ-ÓÐÒÌɂɯÕÈÛÜÙÈÓɯÙÖÊÒȮɯÞÏÐÊÏɯÔÈÒÌÚɯÛÏÌɯÈÙÌÈɯÖÍɯÛÏÌɯÊÈÙÝÐÕÎÚɯ

secluded by stone-walls in both the front and back (Figure 79). 230 In the neighboring cliff, 

a group of Buddha names were carved, one of which the practitioner could choose to 

invoke when he or she was exhausted (HDS 9.1~9.15 and 10~13, Figures 50 and 52).231 

Addition ally, as Zhiyi suggested, a single rectangular stone bench for meditation was 

made directly beneath the inscribed section of the cliff wall. The practitioner could have 

                                                      

 

Dwelling in the realm of sentient beings is like dwelling in empty space. Through this teaching of non -

abiding and no characteristics, one comes to dwell in ×ÙÈÑęêȭ Stevenson (1986), 56. 
229 %ÖÙɯ9ÏÐàÐɀÚɯËÌÚÊÙÐ×ÛÐÖÕɯÖÕɯÛÏÌɯÖÕÌ-practice samêdhi, this dissertation consults with Stevenson (1986), 54-

58. The practice itself lasts for a fixed period of ninety days and may be performed alone or in a small 

group.  
230 For the environment of the HDS 16.2 spot, see Lothar Ledderse and Claudia WenzÌÓȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ

2×ÈÊÌȮɂɯ+ÌËËÌÙÖÚÌɯÌË. (2014), 69-70. Here, the secluded area is called the Ɂeast gallery.ɂ  
231 Claudia Wenzel, ɁMount Hongding ɬInscription: HDS 1,ɂ in Ledderose ed. (2014), 88. For studies on the 

Buddha names, see Zhang Zong (2003a), 15-17; Tsai (2012), 129-154. 
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practiced one-practice samêdhi  while sitting on the  seat, directly facing the carved sutra 

passage (Figure 80).232  

In the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈȮɯÛÏÌɯÌß×ÓÐÊÈÛÐÖÕɯÖÍɯɁÖÕÌ-practice samêËÏÐɂɯ

appears in the very next 98-character passage on the nature of the Perfection of Wisdom. 

The ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ ÚÛÈÛÌÚɯÛÏÈÛɯɁÐf one intends to enter one-practice 

samêdhi , one should first learn about the Perfection of Wisdom, and then study and 

practice it. After that he will be able to enter one -practice samêËÏÐȭɂ233 According to th is 

explanation, the area where the 98-character passage (HDS 16.2) is written at Mt. 

Hongding provides an optimal place for one -practice Samadhi. Here, the practitioner 

could first look at the 98-character passage on the Perfection of Wisdom, ruminate upon 

it, and then enter one-practice samêdhi.  

It is worth noting that of the six sutra passages and the Buddha names carved at 

Mt. Hongding, the 98 -ÊÏÈÙÈÊÛÌÙɯ×ÈÚÚÈÎÌɯÊÙÌÈÛÌËɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÞÈÚɯÖÕÌɯÖÍɯÛÏÌɯÌÈÙÓÐÌÚÛȭɯ

The carving is located in between HDS 15 and 16.1, both of which are related to 2ÌÕÎɀÈÕɯ

Daoyi (Figures 75 and 76). Located at the center and covering the largest area, the sutra 

carving appears to have been placed and carved before the inscriptions on either of its 

ÚÐËÌÚɯȹÛÖɯÐÛÚɯÙÐÎÏÛȮɯ'#2ɯƕƚȭƕȰɯÈÕËɯÛÖɯÐÛÚɯÓÌÍÛȮɯ'#2ɯƕƙȺȭɯ3ÏÌɯɁ2ÛÌÓÌɯÖÍ 2ÐÙÌɯ ÕɂɯÐÕÚÊÙÐ×ÛÐÖÕɯ

(HDS 15), the left-ÔÖÚÛɯÖÍɯÛÏÌɯÛÏÙÌÌɯÐÕÚÊÙÐ×ÛÐÖÕÚȮɯÐÚɯËÈÛÌËɯɁƕƚƖƔɯàÌÈÙÚɯÈÍÛÌÙɯȻ¥êÒàÈÔÜÕÐɯ

                                                      

232 Lothar Ledderse and Claudia Wenzel, ɁMount Hongding ɬSpace,ɂ Ledderose ed. (2014), 70.  
233 T. 232, 8: 731a27-29, Ɂ     .ɂ 

Kiriya (2001a), 135-136. Although it is a translation from the Sanskrit version, Conzeɀs translation is 

instrumental for understanding the meaning of the passage. Conze (1973), 101. 
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ÌÕÛÌÙÌËɯÐÕÛÖɯÕÐÙÝÈÕÈɯÜÕËÌÙȼɯÛÏÌɯÛÞÐÕɯÛÙÌÌÚɂɯȹ%ÐÎÜÙÌÚɯƚƔɯÈÕËɯƛƚȺȭɯ ÊÊÖÙËÐÕÎɯÛÖɯ'ÜÐÚÐɀÚɯ

calculation, this date is equivalent to the year 553 CE, and so this becomes the terminus 

ad quem of the 98-character passage (HDS 16.2).  As such, it was among the earliest of the 

inscriptions at Mt. Hongding, and its presence indicates that the Mt. Hongding site was 

launched using the 98-character passage to help create a place for meditation. 

In addition to the one -practice samêdhi, several other elements of Buddhist 

ÊÈÙÝÐÕÎÚɯÐÕɯ2ÏÈÕËÖÕÎɯÏÈÝÌɯ×ÈÙÈÓÓÌÓÚɯÞÐÛÏɯ'ÜÐÚÐɀÚɯÛÌÈÊÏÐÕÎÚɯÈÕËɯ×ÙÈÊÛÐÊÌÚȭɯ%ÐÙÚÛɯÖÍɯÈÓÓȮɯÈÚɯ

far as Buddhist doctrines are concerned, the Buddhist texts carved in Shandong reveal 

that the ×ÙÈÑęê×êÙÈÔÐÛêɯ(the Perfection of Wisdom) teaching was popular in southwestern 

Shandong during medieval China, which is different from previous academic 

conclusions. Earlier scholarship from textual records states that the prajęê teachings 

flourished in the Southern states during the Liu -Song (420-479) through Liang Dynasties 

(502-557), while the Northern Dynasties centered mainly on the AvataἴÚÈÒÈɯ2ľÛÙÈ, the 

closely related text Shidi jing lun  (Skt. #ÈĭÈÉÏľÔÐÒÈÚľÛÙÈ-ĭêÚÛÙÈ), and the 

,ÈÏê×ÈÙÐÕÐÙÝêÕÈɯ2ľÛÙÈȭ234 However, the fact that the Buddhist te xts most frequently 

carved in Shandong belong to the ×ÙÈÑęê×êÙÈÔÐÛêɯtradition demonstrates the popularity 

of the prajęê teachings in Shandong. This prevalence of the ×ÙÈÑęê×êÙÈÔÐÛê teachings in 

the Buddhist carvings in Shandong indicates that the creators of Buddhist carvings were 

doctrinally associated with the ×ÙÈÑęê×êÙÈÔÐÛê teachings themselves, or were connected 

                                                      

234 Jinhua Chen (2010), 99. 
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to a Buddhist priest who esteemed the ×ÙÈÑęê×êÙÈÔÐÛê teachings, and thus they borrowed 

their religious ideals from him.  

Noteworthily, one of Hu ÐÚÐɀÚɯÍÈÝÖÙÐÛÌɯ!ÜËËÏÐÚÛɯÛÌÈÊÏÐÕÎÚɯÞÈÚɯthe Large Perfection 

of Wisdom 2ľÛÙÈ . It is well -known that he gave attention to the Lotus 

2ľÛÙÈ, but the Large Perfection of Wisdom SƯtra also was important to Huisi, given that the 

latter sutra was stressed in his autobiographical statement in the Tract on the Vow.235 The 

Tract on the Vow is principally a testimonial in which Huisi composed the ritual 

dedication for the gold -lettered copy of the Large Perfection of Wisdom 2ľÛÙÈ and the Lotus 

2ľÛÙÈ that were pr oduced in Guangzhou between 558-559 CE.236 It was the Large 

Perfection of Wisdom 2ľÛÙÈ that constitutes the scriptural focus of the Tract on the Vow, 

which expresses an emphasis on the acquisition of supernatural powers, the subduing of 

enemies of the true dharma, and the vow to protect the Perfection of Wisdom and the true 

Dharma.237 

                                                      

235 Stevenson (2006), 25ȭɯ'ÜÐÚÐɀÚɯÐÕÛÌÙÌÚÛɯÐÕɯthe Large Perfection of Wisdom 2ľÛÙÈ is related to his teacher 

Huiwen who focused on the Large Perfection of Wisdom Treatise (Dazhidu lun). It is said that Huisi attained 

ÌÕÓÐÎÏÛÌÕÔÌÕÛɯÜÕËÌÙɯ'ÜÐÞÌÕɀÚɯÎÜÐËÈÕÊÌȭ 
236 It is unclear whether Huisi copied only the single text of the  Large Perfection of Wisdom 2ľÛÙÈ, or produced 

copies of two sutras, the second being the Lotus 2ľÛÙÈȭɯStevenson (2006), 35-36 and 83.  
237 It is unclear whether Huisi copied only the single text of the  Large Perfection of Wisdom 2ľÛÙÈ, or produced 

copies of two sutras, the second being the Lotus 2ľÛÙÈȭɯThere are the troubling inconsistencies surrounding 

the references to the gold-lettered copies of the Lotus 2ľÛÙÈ and the Large Perfection of Wisdom 2ľÛÙÈ. The 

Large Perfection of Wisdom 2ľÛÙÈ is mentioned by title some thirty times in every section of the Tract on the 

Vow. By contrast, the Lotus 2ľÛÙÈ is mentioned a total of three times, only two of which bear 

instrumentally on the episode of the gold -lettered sutra(s). In both instances, the Tract on the Vow speaks 

explicitly about two gold -lettered sutras, one being the Large Perfection of Wisdom 2ľÛÙÈ and the other, the 

Lotus 2ľÛÙÈ. However, this claim contrasts markedly with the large number of instances  which explicitly 

speak of the production of only one text, that being the Large Perfection of Wisdom Sľtra. Toshio Andĥ 

(1955), 235; Stevenson (2006), 36 and 89. Yoshio Kawakatsu suggests that for Huisi, the focus of 
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Huisi emphasizes Six Perfections and the Perfection of Wisdom and similarly, 

the engravings on Mt. Hongding and other sites in Shandong also focus on the Six 

Perfections and the Perfection of Wisdom. I n his manual, 2ÈÔêËÏÐɯÖÍɯ%ÙÌÌÓàɯ%ÖÓÓÖÞÐÕÎɯ

.ÕÌɀÚɯ3ÏÖÜÎÏÛɯ(Suiziyi sanmei ), Huisi emphasizes the cultivation of ÚÈÔêËÏÐ 

and the Six Perfections amidst the six activities (walking, standing, sitting, sleeping or 

reclining, eating, and speaking) or to any circumstance in which the mind is directed .238 

The Six Perfections are: Generosity, Discipline, Patience, Vigorous Effort, Samadhi, and 

Wisdom. Special stress is given to the realization of Wisdom, the sixth and most sublime 

of the Perfections, as this is the Perfection associated with supernatural salvific 

powers.239 The engravings on Mt. Hongding and other sites in Shandong often feature 

the phrases from the Six Perfections and the Perfection of Wisdom. A sutra passage 

expounding on the Six Perfections appears at inscription HDS 2 (Figures 68 and 69), 

                                                      

 

ɁMahayana Buddhism (moheyan)ɂ shifted from the Large Perfection of Wisdom Sľtra to the Lotus Sľtra. 

Yoshio Kawakatsu (1982), 513. 
238 Stevenson (2006), 101. The Samêdhi of Freely Following Oneɀs Thought (Suiziyi sanmei ) appears 

to have been coined by Huisi himself, since the term has no clear precedent in the Buddhist literature of 

Huisi ɀs day. The manual consists of six chapters, with each chapter dedicated to one of the six forms of 

Ɂnoble deportmentɂ or activity ( ): walking, standing, sitting, sleeping or reclining, eating and 

speaking. Taking the six noble deportments as the ground of contemplation, Huisi describes how the 

practitioner, at each and every moment, simultaneously  fulfills the Six Perfections in the very midst of the 

phenomenal activities. To this effect, each of the six chapters demonstrates the respective qualities and 

merits associated with the six individual perfections. Stevenson (2006), 65-71. 
239 Huisi equates the omniscient wisdom of all modes  with the Perfection of Wisdom as the most 

important quality of B uddhahood. Stevenson (2006), 107-108. 
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which is drawn from the Great Collection SľÛÙÈȭ240 This identical passage about the nature 

of the Six Perfections also appears on Mt. Tie in Zoucheng, carved in 579, but there, it is 

found within a much longer and larger passa ge from the same sutra.241 There are two 

more carvings on the Six Perfections in Shandong, although they are not drawn from the 

&ÙÌÈÛɯ"ÖÓÓÌÊÛÐÖÕɯ2ľÛÙÈ, but from the 2ľÛÙÈɯ1ÌØÜÌÚÛÌËɯÉàɯ!ÙÈÏÔÈɯor Siyi Fantian Suo Wen Jing 

.242 One is carved at Mt. Jian in Zoucheng,243 and the other on a 

                                                      

240 ,ÈÏêÝÈÐ×ÜÓàÈɇÔÈÏêÚÈἴÕÐ×êÛÈ-ÚľÛÙÈȮɯor Da fangdeng daji jing  (T. 397, 13: 50b15-18). The Great 

Collection Sľtra was translated by the Central Asian monk, Dharmak ema  (385-433 CE). The 

translation is traditionally dated to 420, but Jinhua Chen suggests that the text dates to a period stretching 

from 422 to 431. Jinhua Chen (2004): 258. The carved passage was taken from the ɁChapter on Bodhisattva 

Ocean-like Wisdomɂ  (T. 397, 13: 50b16-18). For the transcription and translation, see 

Ledderose ed. (2014), 104-105; Paul Copp and Claudia Wenzel, ɁMount Hongding ɬInscriptions: HDS 2,ɂ 

in Ledderose ed. (2014), 88-89. A different  excerpt from the same Great Collection Sľtra was also carved at 

Cave at Southern Xiangtangshan. Zhang Zong (2003a), 12; Kiriya (2002a), 11-12. Interestingly, the 

passages carved at Mt. Hongding and Cave 2 at Southern Xiangtangshan are consecutive sections in the 

scripture . In the sutra canon of the Great Collection Sľtra, after it describes the Six Perfections of the 

bodhisattva (T. 397, 13: 50b15-18), it then goes on to the Four Immeasurable Stages of Mind (si wuliang xin 

) ɬ Loving Kindness ( ci ), Compassion (bei ), Joy (xi ), and Equanimity ( she ) ɬ (T. 397, 13: 

50b18-20). Significantly, before the passage from the Great Collection Sľtra at Cave 2 of Southern 

Xiangtangshan, the 98-character passage of the MañjuĭrČ Prajñêpêramitê Sľtra was carved. Its calligraphy is 

very similar to Sengɀan Daoyiɀs. These phenomena lead to the belief that the sutra carvings at Cave 2 in 

Southern Xiangtangshan were made by Sengɀan Daoyi and indicate that Sengɀan Daoyiɀs repertoire of 

Buddhist carvings included the passages from the Great Collection Sľtra. The passage at Mt. Tie, which 

was written by Sengɀan Daoyi, is a longer passage of the same Great Collection Sľtra (T. 397, 13: 50a16-

50c13), and encompasses both of the passages carved at Mt. Hongding and Cave 2 at Southern 

Xiangtangshan. 
241 For the Mt. Tie carvings, see chapter five. According to Paul Copp and Claudia Wenzel, the text on the Six 

Perfections at Mt. Tie is identical with the versions preserved in the stone-cut canon of Yunjusi in 

Fangshan, and in the printed canon editions of the Song (1104-1148 and 1239), Yuan (1290) and Ming 

(1601) dynasties. Paul Copp and Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: HDS 2ȮɂɯÐÕɯLedderose 

ed. (2014), 89. 
242 The 5ÐĭÌὄÈÊÐÕÛê-brahma-paripὀÊÊÏê-sľtra, T. 586, 15: 46a26-46b01. The 2ľÛÙÈ Requested by Brahma is one of the 

most important Mahayana sutras in India and China, along with the Lotus 2ľÛÙÈ and the 5ÐÔÈÓÈÒČÙÛÐɯ

-ÐÙËÌĭÈɯ2ľÛÙÈȭɯIt documents the Buddha explanation t o 5ÐĭÌὄÈÊÐÕÛê-brahma  and Jaliniprabha 

Bodhisattva  that the true nature of all dharmas is emptiness. The entire Buddhist canon of the 

sutra belongs to ×ÙÈÑęê×êÙÈÔÐÛêɯteachings. The carved passaged was drawn from the translation by 

*ÜÔêÙÈÑČÝÈ in 402. For details on the sutra, see Kiyotaka Goshima (1988): 49-62; Kosho Kawamura (1993), 

679-704. It should be noted that the 2ľÛÙÈ Requested by Brahma was one of the most popular sutras for 
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freestanding stele said to have been originally in Pingyin County, near Mt. Hongding. 244 

3ÏÌɯÛÌÈÊÏÐÕÎÚɯÖÍɯɁ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔɂɯÞÌÙÌɯÈÓÚÖɯÌÔ×ÏÈÚÐáÌËɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯ

and at other sutra carving sites. It appears not only as the main theme of the 98-character 

passage from the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈȮɯbut also appears as a phrase of its own, 

Ɂ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔɂɯ(banruo boluomi ), which was one of the most 

frequently carved texts in Shandong.245 An important indication of what the phrase of 

Ɂ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔɂɯÔÌÈÕt to the creators is found at one of the Buddhist carvings at 

Mt. Hongding (HDS 6, Figure 81), which is distinct from other sutra carvings that usually 

explicitly expound upon Buddhist teachings (HDS 6). The passage is drawn from the 

2ľÛÙÈ Spoken by the Buddha on the Perfection of Wisdom for Humane Kings (Fa shuo renwang 

                                                      

 

recitation during the Six Dynasties (220-589). Other popular sutras to be recited include the Lotus 2ľÛÙÈ, 

the 5ÐÔÈÓÈÒČÙÛÐɯ2ľÛÙÈȮ the scripture in Ten Stages, and the ,ÈÏê×ÈÙÐÕÐÙÝêÕÈɯ2ľÛÙÈȭɯXudong Hou ( 2010), 1161.    
243 The carving at Mt. Jian was destroyed, and only rubbings from them were transmitted to us. For an 

examination of the carved texts and their reconstruction, see Lai Fei (2007), 81-101; Lai Fei (2014), 105-118. 
244 As for the stele, only the upper part survives, measuring about 30 centimeters in height. It was discovered  

in 1998. The stele was formerly in the collection of Liu Wenjin, but its current whereabouts is unknown. 

Only a rubbing remains. Its provenance also is unclear, but Zhang Zong notes that it was likely from 

Pingyin County. Significantly, the stele follows the traditional stele format with a pair  of intertwining 

dragons enclosing a small Buddha shrine in the upper section. The composition of the characters appears 

to have been identical to the rock inscription of the same passage at Mt. Jian. In both cases, the sutra 

passages were arranged in six columns with 13 characters each. Based on the rubbings from the 

inscription at Mt. Jian and the remaining characters, the destroyed section has been reconstructed. For the 

detailed information about the stele, see Zhang Zong (2005): 27-29; Zhang Zong (2003a), 4, 10 and 36; 

Ledderose ed. (2014), 453-458. The same sutra canon was carved at Mt. Zhonghuang in Shexian, Hebei 

ÞÏÐÊÏɯÞÈÚɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯËÜÙÐÕÎɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0Ðɯ×ÌÙÐÖËȭɯ Ûɯ,Ûȭɯ9ÏÖÕÎÏÜÈÕÎȮɯÛÏÌɯÌÕÛÐÙÌÛàɯÖÍɯ

the sutra was carved. See Zhang Zong (2010): 296-300.  
245 It is carved at Yingfoyan  on Mt. Culai in Xintai, on Mt. Tao  in Tengzhou , and on Mt. Yin 

in the west of Lake Dongping in southwest  Shandong. 
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bore bof uomi jing ; T. 245, 8: 825a-834a).246 First examining the 

ÛÌßÛɀÚɯÊÖÕÛÌÕÛɯÞÐÓÓɯÍÈÊÐÓÐÛÈÛÌɯÖÜÙɯËÐÚÊÜÚÚÐÖÕ:   

The Buddha told King Prasenajit: 247 This Perfection of Wisdom is the spiritual 

root of the consciousness of all Buddhas, bodhisattvas, and all beings. It is the 

father and mother of all kings. It is also named the Spiritual Talisman , the 

Demon-Exorcising Pearl, the Wish-Fulfilling Pearl, the State-Protecting Pearl, the 

Mi rror of Heaven and Earth, and the Dragon -Jewel Spirit King.248 (emphasis 

mine) 

The passage emphasizes the practical function of the Perfection of Wisdom, 

invoking its magical qualities and likening it to a series of powerful talismans. 249 

Similarly, at the Mt.  Sili site, located in the west of Lake Dongping, there exists a carved 

!ÜËËÏÐÚÛɯÊÈÕÖÕɯ×ÈÚÚÈÎÌɯÌß×ÓÈÐÕÐÕÎɯÛÏÌɯ×ÙÈÊÛÐÊÈÓɯÜÚÌɯÖÍɯɁ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔȭɂ250 This 

passage is on ÛÏÌɯɁ&ÙÌÈÛɯ(ÓÓÜÔÐÕÈÛÐÕÎɯ2×ÌÓÓɂɯ, drawn from the Shorter Version of the 

                                                      

246 According to Paul Copp and Claudia Wenzel, the sutra canon was traditionally known as a translation by 

*ÜÔêÙÈÑČÝÈ, but was probably compiled in China in the 470s. This sutra was first considered spurious, 

and was only given canonical status in 597 by Fei Changfang in his Record of the Three Jewels throughout 

Successive Generations (Lidai sanbao ji ), T. 2034, 49: 22c-127c). Paul Copp and Claudia Wenzel, 

Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: HDS 6ȮɂɯÐÕɯLedderose ed. (2014), 89-90; Charles D. Orzech (1998), 74-79. 
247 The sutra passage does not include King Prasenajit (Posini wang ), but simply states Ɂ&ÙÌÈÛɯ*ÐÕÎɂɯ

(dawang ), since the ÒÐÕÎɀÚɯname was introduced before at T. 245, 8: 832b20. However, for the carving 

ÛÏÈÛɯËÖÌÚɯÕÖÛɯÔÌÕÛÐÖÕɯÛÏÌɯ*ÐÕÎɯÉÌÍÖÙÌȮɯÛÏÌɯ*ÐÕÎɀÚɯÕÈÔÌɯÈ××ÌÈÙÚɯÛÖɯÏÈÝÌɯÉÌÌÕɯÈËËÌËȭɯ!ÌÚÐËÌÚɯÛÏÌɯ

ËÐÍÍÌÙÌÕÊÌÚɯÐÕɯÛÏÌɯ*ÐÕÎɀÚɯÕÈÔÌȮɯÛÏÌɯÊÈÙÝÌËɯ×ÈÚÚÈÎÌɯÐÚɯÐËÌÕÛÐÊÈÓɯÛÖɯÛÏÈÛɯÐÕɯÛÏÌɯTaishĥ edition ( T. 245, 8: 

832c23-26). Paul Copp and Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬInscriptions: HDS 6ȮɂɯÐÕɯLedderose ed. 

(2014), 90. 
248 Ɂ       

  ȭɂɯEnglish Translation is adopted from Ledderose  ed. 

(2014), 133; Orzech (1998), 85. For the transcription, see Lai Fei (2007), 23-24; Shandong Shike Yishu 

Bowuguan (2006), 81. 
249 It is suggested that this passage, chosen for Mt. Hongding, has a Daoist flavor, invoking the magical 

qualities ascribed to the Perfection of Wisdom. Paul Copp and Claudia Wenzel, Ɂ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ

Inscriptions: HDS 6ȮɂɯÐÕɯLedderose ed. (2014), 90. On later Chinese talismanic objects, see Copp (2010). 
250 The sutra carvings at this site appear to have been created before 561 CE, as another sutra carving was 

destroyed in order to make space for a Buddhist shrine to be carved at the same spot. Lai Fei (2007), 8-13; 

Ledderose ed. (2014), 395-407. 
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Great Perfection of Wisdom Sutra .251 It presents a short dialogue 

ÉÌÛÞÌÌÕɯ*ÈÜĭÐÒÈɯ , who is the god ,Indra, and the Buddha. Together, they praise 

ÛÏÌɯ/ÌÙÍÌÊÛÐÖÕɯÖÍɯ6ÐÚËÖÔɯÈÚɯÛÏÌɯɁ&ÙÌÈÛɯ(ÓÓÜÔÐÕÈÛÐÕÎɯ2×ÌÓÓȮɂɯÞÏÐÊÏɯÏÈÚɯÊÈÜÚÌËɯÈÕËɯÞÐÓÓɯ

cause all Buddhas of the past, present and future to attain supreme enlightenment. 252 In 

this regard, the passage is quite similar to inscription HDS 6 at Mt. Hongding. Though 

the inscription at Mt. Hongding likens the numinous Perfection of Wisdom to a series of 

powerful talismanic  objects, at Mt. Sili the focus lies on its magical power to ensure the 

enlightenment of all Buddhas. 253  

Passages explaining that the Perfection of Wisdom is superior to any other spell  

also can be found in other sutra canons, such as the Treatise on the Great Perfection of 

Wisdom (,ÈÏê×ÙÈÑęê×êÙÈÔÐÛêĭêÚÛÙÈ, Da zhidu lun ( , T. 1509, 25: 57-756), which 

also was translated by *ÜÔêÙÈÑČÝÈ.254 The passage explains, in detail, that the Perfection 

of Wisdom can eliminate all impediments to meditative concentration , the Buddha-way 

and nirvana. Although the Treatise on the Great Perfection of Wisdom was not chosen for 

rock carvings, it was quite an influential text, and likely fueled the spread of the 

talismanic use of the Great Perfection in sixth century Buddhist communities. Given this 

                                                      

251 Nobuyuki Takuma ( 2003), 180 and 205. 
252 The transcription and translation are adopted from  Ledderose ed. (2014), 422-423. 
253 Claudia Wenzel, ɁMt. SiliɬIÕÚÊÙÐ×ÛÐÖÕÚȮɂɯÐÕɯLedderose ed. (2014), 404. 
254 T. 1509, 25: 469b15-21. For the English translation, see Claudia Wenzel, Ɂ,Ûȭɯ2ÐÓÐɬIÕÚÊÙÐ×ÛÐÖÕÚȮɂɯÐÕɯ

Ledderose ed. (2014), 404. Zhang Zong also mentions that similar content is included in the Heart Sutra 

( ), which was translated by Xuanzang during the Tang D ynasty. Zhang Zong (2003), 10, 

37.  
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overall environment, the Perfection of Wisdom carvings at the Mt. Hongding and Mt. 

Sili sites were most likely regarded as talismans with magical powers that would  ensure 

the enlightenment of Buddhahood to its creators. 255 

Concerning the Large Perfection of Wisdom 2ľÛÙÈ , Huisi calls it 

Ɂmoheyanɂ bore boluomi jing ȹɁ  ̇ )ȮɯÙÈÛÏÌÙɯÛÏÈÕɯɁ,ÖÏÌɂɯÉÖÙÌɯÉÖÓÜÖÔÐɯ

jing ( ).256 &ÌÕÌÙÈÓÓàȮɯɁmoheyan ɂɯÙÌÍÌÙÚɯÛÖɯɁ,ÈÏÈàÈÕÈȮɂɯÉÜÛɯ'ÜÐÚÐɯ

uses the term for the teachings of the Perfection of Wisdom. In the Tract of the Vow, 

ɁmoheyanɂɯÙÌÍÌÙÚɯÛÖɯÛÏÌɯLarge Perfection of Wisdom 2ľÛÙÈ.257 Interestingly, at the Mt. 

Hongding site, ɁMoheyanɂɯÈÓÚÖɯÊÖÙÙÌÚ×ÖÕËÚɯÛÖɯÖÕÌɯÖÍɯÛÏÌɯPerfection of Wisdom 

teachings, the Great Perfection of Wisdom 2ľÛÙÈ.258 One of the sutra texts at Mt. Hongding 

('#2ɯƙȺɯÐÚɯÛÐÛÓÌËɯÛÏÌɯɁ,ÖÏÌàÈÕɂɯÚÜÛÙÈɯɁ̇ , and it includes a passage on the 

eighteen aspects of emptiness (Shi ba kong ) from the Great Perfection of Wisdom 

2ľÛÙÈ (Figure 82).259  

                                                      

255 Robert Company has explored diverse ways in which Buddhist sutra texts were used for symbolic 

purposes by lay practitioners, as well as Buddhist priests, in early medieval China. He observes that 

Buddhist sutra canon functioned to extricate people from peril, provide relief from difficulty, and even 

serve as amulets by being worn on the body. Company (1991), 28-72. 
256 T. ƕƝƗƗȮɯƘƚȯɯƛƜƛÉƕƛȮɯɁ ɂȰɯT. ƕƝƗƗȮɯƘƚȯɯƛƜƛÊƔƗȮɯɁ

ȭɂ 
257 Yoshio Kawakatsu (1982), 512-513.  
258 Zhang Zong is the first scholar who relates the term, Ɂ,ÈÏÈàÈÕÈɯ2ÜÛÙÈɂɯ to Huisi. Zhang Zong 

(2000a), 66-68. 
259 Significantly, t his inscription, HDS 5, display s a full-fledged stele form. A single frontally -depicted 

tortoise supports the stele on its shell, and on top of the stele, a pair of intertwined dragons are visible at 

either side. There is a squared field within the stele top, which carries the title of the stele, reading 

Ɂ,ÈÏÈàÈÕÈɯ2ľÛÙÈɂɯ . The carving was seemingly never finished. Only a few characters were fully 

carved, with some additional strokes in double outlines. Paul Copp and Claudia Wenzel, Ɂ,ÖÜÕÛɯ

Hongding ɬInscriptions: HDS 2ȮɂɯÐÕɯLedderose ed. (2014), 89; Kiriya (2002a), 3. Regarding contents on 
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Due to lack of solid evidence, this dissertation neither intends to claim that Huisi 

was responsible for the creation of the Mt. Hongding inscription, nor argue that the 

ÊÙÌÈÛÖÙÚɯÖÍɯÛÏÌɯ!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÖÙɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÔÐÎÏÛɯÏÈÝÌɯÉÌÌÕɯ

the disciples of Huisi. 260 Nonetheless, ÛÏÌɯÊÖÔÔÜÕÐÛàɀÚɯ×ÙÈÊÛÐÊÌÚɯÈÕËɯÛÏÖÜÎÏÛÚȮɯÈÚɯ

reflected in the Buddhist carvings at Mt. Hongding, significantly parallel and overlap 

ÞÐÛÏɯ'ÜÐÚÐɀÚɯÛÏÖÜÎÏÛÚɯÈÕËɯ×ÙÈÊÛÐÊÌÚȭɯ3ÏÌÐÙɯ×ÌÙÚ×ÌÊÛÐÝÌÚɯÈÕËɯÈ××ÙÖÈÊÏÌÚɯÈÙÌɯÙÌÔÈÙÒÈÉÓàɯ

similar. Accordingly, 'ÜÐÚÐɀÚɯ!ÜËËÏÐÚÛɯteachings, as well as his calculation of the 

Buddhist calendar, were likely widely known in Shandong. It is probable that some 

Buddhists were likely inspired by Huisi, adopted his ideas and practices, and further 

developed them in their own way.  

Alternati vely, there might have been other sources from which Huisi and the 

creators of the carvings around Mt. Hongding drew their inspiration. In fact, 'ÜÐÚÐɀÚɯÈÕËɯ

9ÏÐàÐɀÚɯÈ××ÙÖÈÊÏÌÚɯÛÖɯmeditation practices suggest a certain parallel with the Chan 

tradition. This  possible connection can be seen with the early Chan master, Daoxin ( , 

580-651), who practiced the same one-practice Samadhi as Huisi and Zhiyi, and whose 

                                                      

 

eighteen aspects of emptiness (Shi ba kong ), Kiriya (2003), 67; Ledderose ed. (2014), 127-128. 

Another passage regarding the eighteen aspects of emptiness appears at Mt. Culai close to Guanghua 

Monastery  ÐÕɯ3ÈÐɀÈÕȮɯ2ÏÈÕËÖng. Zhang Zong (2003a), 9-10 and 24; Lai Fei (2007), 40-41; Paul Copp 

ÈÕËɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ'#2ɯƙȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƜƝȭɯ 
260 ,ÈÕàɯÖÍɯ'ÜÐÚÐɀÚɯËÐÚÊÐ×ÓÌÚɯÈÙÌɯÒÕÖÞÕɯÛÏÙÖÜÎÏɯtextual records. The disciples stayed with Huisi at Mt. Dasu 

and Mt. Nanyue in the southern part of China. For several famous disciples, see Stevenson (2006), 11-13. 

The disciples of Huisi in Shandong and Henan, before he went down to the Southern states, are unknown.  
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sutra base was identical to that used by Huisi, namely the ,ÈęÑÜĭÙČɯ/ÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ. 

In additi on, other techniques, such as Suiziyi and the advanced approaches to the Lotus 

Samadhi display certain parallels with the later Chan sect traditions. 261 These parallels 

also suggests the possibility of a third source that inspired Huisi, Zhiyi, and the early  

Chan masters. However, there are no sources available at this time that can specifically 

tell us about the circumstances surrounding the development of late sixth century 

Buddhist meditation approaches. It is known that there were earlier meditation maste rs 

than Daoxin in the Chan sect, such as Bodhidharma or Huike  (ca. 485-ca. after 

574),262 but their meditation thoughts and practices are unclear. Accordingly, i t is 

impossible to pinpoint any known priest at this stage who broadly inspired others or 

was associated with the Buddhist community in Shandong at this period.  

The Buddhist historian, Daoxuan, when surveying the sixth and the first half of 

the seventh century, identified six different groups in separate regions who dedicated 

themselves to mediation.263 'ÖÞÌÝÌÙȮɯ#ÈÖßÜÈÕɀÚɯËÌÚÊÙÐ×ÛÐÖÕɯÞÈÚɯÕÖÛɯÐÕÚÛÙÜÔÌÕÛÈÓɯÈÛɯÈÓÓɯ

in identifying the Buddhist practices associated with the sutra carvings in Shandong in 

the sixth century CE.264 As Bruce Williams suggests, in order to recognize Buddhist 

ɁÚÊÏÖÖÓÚɂɯÐÕɯÛÏÌɯÕÖÙÛÏÌastern areas in medieval China and their varieties of doctrinal 

                                                      

261 Steveson (1986), 53. 
262 %ÖÙɯ'ÜÐÒÌɀÚɯËates, see MaRae (1986), 278, fn. 30. 
263 In his discourse (lun ) on Chan Practitioners (xichan ), Further Biographies of Eminent Monks, T. 2060, 

50: 595c26-597b24. Jinhua Chen (2002a), 345-367; Jinhua Chen (2002b), 149-179.  
264 LedderoseȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2utras in ShandongɬThe Cul tural  %ÈÉÙÐÊȮɂɯÐÕɯLedderose ed. (2014), 32. 
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ËÐÚÊÖÜÙÚÌȮɯÞÌɯÚÏÖÜÓËɯɁÉÌÎÐÕɯÉà trying to triangulate persons, ritual, and meditative 

practices, and, where possible, archeological sites in order to try and characterize 

discourse communities, ÊÖÔÔÜÕÐÛÐÌÚɯÖÍɯ×ÙÈÊÛÐÊÌȮɯÈÕËɯËÐÚÊÖÜÙÚÌÚɯÖÍɯ×ÙÈÊÛÐÊÌȭɂ265 What I 

hope to contribute to Chinese Buddhist history, as well as Buddhist art history, is to 

shed new light on the distinct Buddhist community associated with the Buddhist 

carvings around Mt. Hongdin g in southwestern Shandong during the second half of 

sixth century.  The leading figures of the carving project known from the inscriptions are 

2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯ%ÈÏÖÕÎȮɯÈÕËɯÚÌÝÌÙÈÓɯÖÛÏÌÙÚȮɯÈÉÖÜÛɯÞÏÖÔȮɯÜÕÍÖÙÛÜÕÈÛÌÓàȮɯÕÖɯÈËËÐÛÐÖÕÈÓɯ

biographical information is a vailable. The community there focused on the 

/ÙÈÑęê×êÙÈÔÐÛêɯteachings, and stressed meditation practices focusing on one-practice 

absorption. They had a large number of Buddhist sutra passages and Buddha names 

written with a characteristic calligraphy, carved directly on mountain cliffs, and utilized  

them for religious practice. Among a diversity of meditative practices of the period, 266 

the engravings voice the existence of a unique community, about which art historians 

and Buddhologists have only just begun to catch a glimpse.  

 

 

                                                      

265 Bruce C. Williams (2005), ƛƔȭɯ'ÌɯÕÖÛÌÚɯÛÏÈÛɯɁÐf it were then  possible to begin to characterize larger, 

regional varieties of practice, this in  turn might shed new light on the various r ecognized Buddhist 

ɁschoolsɂɯÐÕɯÛÏÌÚÌɯÈÙÌÈÚɯÈÕËȮɯÐÕɯ×ÈÙÛÐÊÜÓÈÙȮɯÖÕɯÛÏÌÐÙɯÝÈÙÐÌÛÐÌÚɯÖÍɯËÖÊÛÙÐÕÈÓɯËÐÚÊÖÜÙÚÌȭɂ 
266 As Bruce Williams points out, in early medieval China, there was a diversity of meditation practices, 

including the Tiantai tradition, the Ten Sta ges tradition, and the Pure Land visualization practice. Bruce C. 

Williams (2005), 34. 
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5. Buddhist Text Carved at Mt. Tie in Zoucheng: Han 
Patronage and Lay Goals 

On the evenly ascending slope of Mt. Tie in Zoucheng, the grand scale of 

Buddhist sutra carving reaches approximately 51.70 meters high and 4 meters wide. 

These magnificent carvings were created in ca. 579 CE (Figures 83 and 84).1 More 

remarkably, the sutra carving was laid out as a full -fledged traditional Han stele, with 

two dragons at the top and two tortoises below  the sutra text (Figures 85~87).2 The 

carving at Mt. Tie has several characteristics distinct from those at Mt. Hongding: First, 

while the Buddhist carvings at Mt. Hongding were located in a deep mountain and 

required an arduous climb up rough terrain to access them, the sutra carving at Mt. Tie 

is located at the foothill of the mountain a nd is easily accessible to the public, who need 

only walk up a gentle slope. Second, the scale of the carving at Mt. Tie was much more 

ambitious and the passages excerpted from the Buddhist sutra canon were much longer 

than those created at Mt. Hongding.3 Third, the carvings at Mt. Hongding were created 

by monk patrons, while the carving at Mt. Tie was sponsored by several lay patrons. 

These features suggest that the carving at Mt. Tie was created not so much to serve 

                                                      

1 The area this sole sutra text covers is 34.7 meters in height and 13.8 meters in width. Ledderose ed. (2015), 

96 and 139. 
2 Ledderose ed. (2009), 56; Ledderose ed. (2015), 96. 
3 The Buddhist eÕÎÙÈÝÐÕÎÚɯÈÛɯ,Ûȭɯ3ÐÌȮɯ,Ûȭɯ&ÌɯÐÕɯ9ÖÜÊÏÌÕÎȮɯÈÕËɯ,Ûȭɯ3ÈÐɯÐÕɯ3ÈÐɀÈÕɯÊÙÌÈÛÌËɯÐÕɯÛÏÌɯÓÈÛÌɯƙƛƔÚɯÉÌÈÙɯ

considerably lengthy sutra passages from the Buddhist canon. The longest passage is the carving placed 

on Mt. Tai. This passage is from the Diamond Sutra, and it encompasses about half of the complete 

scripture and uses approximately 3000 characters. The Mt. Tie carving consists of approximately 946 

characters. Lai Fei (2007), 46; Harrist (2008), 162. By contrast, the Buddhist carvings in Shandong Province 

in the 550s and 560s, do not exceed on hundred characters in length. 
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religious goals, but rather to serve secular ones. Why did the lay patrons at Mt. Tie 

create this colossal monument using a Buddhist sutra text and the form of the Han 

traditional stele? How did the remarkable visual presentation of the Buddhist carving 

serve the lay patrons intentions in the l ate sixth century during the Northern Qi period?  

This chapter investigates the form and content of the texts carved at Mt. Tie as a 

ÞÈàɯÛÖɯÌß×ÓÖÙÌɯÛÏÌÐÙɯ×ÈÛÙÖÕÚɀɯÎÖÈÓÚɯÍÖÙɯÛÏÌɯÊÙÌÈÛÐÖÕɯÖÍɯÛÏÌɯÎÐÈÕÛɯÚÛÌÓÌɯÍÖÙÔɯÖÍɯÚÜÛÙÈɯ

carving and the colophons there. It is fortunate that at  the Mt. Tie site, the considerably 

detailed dedicatory inscription titled, Stone Hymn (shisong ) (Figure 88), still remains. 

The Stone Hymn gives us precious information about the patrons, their cultural identity, 

their social circumstances, and their aspirations for creating the carvings. Significantly, 

the Stone Hymn ×ÙÖÜËÓàɯÙÌÝÌÈÓÚɯÛÏÈÛɯÛÏÌɯ×ÙÐÔÌɯ×ÈÛÙÖÕÚɀɯÌÛÏÕÐÊɯÈÕËɯÊÜÓÛÜÙÈÓɯÐËÌÕÛÐÛàɯÐÚɯ

Han Chinese, with illuminated ancestry tracing back to the Han Dynasty.  

The visual aspects of the Buddhist carvings at Mt. Tie are very specific and 

identifiable. The creators intentionally employed the use of the traditional Chinese stele 

form; fine calligraphy for the text; and included in their writing, an aesthetic evaluation 

of the calligraphy. 4 Because of these intentional design and content elements, this 

chapter suggests that the Mt. Tie engraving was the visual rhetoric of the Han Chinese 

×ÌÖ×ÓÌɀÚɯÊÜÓÛÜÙÈÓɯÐËÌÕÛÐÛàȮɯ×ÙÐËÌȮɯÈÕËɯÉÌÓÐÌÍɯÐÕɯÛÏÌÐÙɯÖÞÕɯÚÜ×ÙÌÔÈÊàȭɯ3ÏÐÚɯÊÏÈ×ÛÌÙɯ

                                                      

4 In studying the text of the Stone Hymn, Harrist observes that the text was intended to enhance the value of 

the sutra inscription, by importing ɁÛÏÌɯËÐÚÊÖÜÙÚÌɯÖÍɯÊÈÓÓÐÎraphy connoisseurship and aesthetic 

ÌÝÈÓÜÈÛÐÖÕȭɂɯ'ÈÙÙÐÚÛɯȹƖƔƔƜȺȮɯƕƝƚȭ 
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investigates the Han Chinese patrons, as well as the Han Chinese artistic traditions they 

imported. It t hen explores what the patrons hoped their creation would proclaim. 

Northern Qi social and cultural circumstances will be discussed in order to better 

understand the social and cultural atmosphere in which the Han Chinese patrons chose 

the forms and content for their creations. 

5.1 Patrons: The Han Chinese Kuang Family and Others at Mt. 
Tie 

The slope at Mt. Tie on which the sutra carving was carved is enclosed by a fence 

built i n the 1980s and by narrow steps cut directly into the rock (Figures 84 and 89).5 

Within this fenced area, are the sutra passage and two historical inscriptions (Figure 89). 

One additional colophon  ɭ the shortest inscription ɭ was destroyed around 1960 CE. 

Only epigraphical records and a rubbing taken from the carved colophon when it was 

extant has been transmitted.6 The sutra itself was of prime importance, corresponding to 

no. 1 at Figure 89, and covers an area of more than one thousand square meters (Figures 

84 and 89). The individuals involved with the carving project on Mt. Tie are named in 

                                                      

5 'ÈÙÙÐÚÛɯȹƖƔƔƜȺȮɯƕƚƖȰɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƔƝȺȮɯƙƚȰɯ+ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌɬSpace: Topography and Spatial 

&ÙÖÜ×ÐÕÎȮɂɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƝƜȭ 
6 The original location of the last colophon has been controversial. Xinli Hu records that the twenty -one 

characters arranged in four columns, were located to the east of the Inscribed Record inscription. His 

reconstruction of the two colophons indicates that the destroyed inscription was engraved befor e the 

Inscribed Record. Xinli Hu (1991), 250. Harrist agrees with this reconstruction. Harrist (2008), 163-164. In his 

ƖƔƔƗɯ×ÜÉÓÐÊÈÛÐÖÕȮɯ+ÈÐɯ%ÌÐɯÈÓÚÖɯÈÎÙÌÌËɯÞÐÛÏɯ7ÐÕÓÐɯ'ÜɀÚɯÙÌÊÖÕÚÛÙÜÊÛÐÖÕȭɯ'ÖÞÌÝÌÙȮɯin his 2007 publication, Lai 

Fei changed his view, stating that the characters of the destroyed colophon were originally carved on the 

rock face to the right of the sutra carving at Mt. Tie. Lai Fei (2003), 114; Lai Fei (2007), 120. Ledderose 

hypothesizes that the inscription was situated outside the modern wall to the east, on the basis of Xinli Hu 

ȹƕƝƝƕȺȮɯƖƙƔɯÈÕËɯ+ÈÐɯ%ÌÐɯȹƖƔƔƛȺȮɯƕƖƔȭɯ2ÌÌɯ+ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌɬ2×ÈÊÌȯɯ3Ö×ÖÎÙÈ×ÏàɯÈÕËɯ2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂɯ

in Ledderose ed. (2015), 99 and Figure 29 at page 87. 
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the Stone Hymn, which corresponds to no. 2 at Figure 89. They also are listed in the 

Inscribed Record, corresponding to no. 3 on the same figure (Figures 90 and 91), and in 

the other destroyed colophon (Figure 92). 

The Stone Hymn is carved directly adjacent to the final column of the sutra and to 

its lower left.  It appears to have been planned and carved along with the sutra text. 7 

A lthough the Stone Hymn looks relatively small when compared to the huge adjacent 

sutra carving, it is considerably large in scale, occupying about one quarter of the sutra 

carving area. It is 17 meters in height and 4 meters in width.8 As the prominent colophon, 

the Stone Hymn provides impo rtant information about the creation of the engravings, 

ÐÕÊÓÜËÐÕÎɯÐÛÚɯËÖÕÖÙÚȮɯÊÙÌÈÛÐÖÕɯËÈÛÌȮɯÛÏÌɯËÖÕÖÙÚɀɯÞÐÚÏÌÚȮɯÈÕËɯÛÏÌÐÙɯÙÌÚ×ÌÊÛɯÖÍɯÛÏÌɯ

calligraphy used for the sutra text (Figure 88). It describes the patrons as follows: 

There were the devout disciples of the Buddha Kuang Zhe and his younger 

brothers Xian, [ .. ], Zu, and Zhen, descendants of the Han Prime Minister 

[Kuang] Heng endowed with the excellent virtue bestowed by Heaven, 

ÖÜÛÚÛÈÕËÐÕÎɯÐÕɯÛÏÌÐÙɯÏÌÙÖÐÊɯÉÌÈÙÐÕÎȱ Thereupon, along with like -minded 

perÚÖÕÚȮɯ+Ðɯ3ÈÖȮɯ3ÈÕÎȻȱȼȮɯȻ3ÈÕÎȼɯ3ÖÜȮɯÈÕËɯÖÛÏÌÙÚɬwillows and catalpas of their 

lineages, fragrant orchids of their familiesɬthey, swift as dragons soaring, sudden 

as phoenixes taking flight , led the people of this lay society, and humbly wished 

to entrust their resources to the Heavenly Pond, so as to draw together from the 

Inexhaustible Reservoir, to dedicate their wealth to Dharma cloisters, so as to 

                                                      

7  Recent research through aerial photographs of the polished cliff inscriptions at Mt. Tie shows an 

intentional allocation of space for the Stone Hymn and sutra text carvings, demonstrating that their 

locations were planned before the carving ever started. Zhang Zong, Ɂ,ÖÜÕÛɯ3ÐÌ-3ÐÔÌȯɯ#ÈÛÐÕÎȮɂɯ

Ledderose ed. (2015), 102. 
8 The Stone Hymn consists of 616 characters, each roughly twenty-two centimeters high, arranged in twelve 

columns. The measurement is from Ledderose ed. (2015), 167. When discussing the carvings at Mt. Tie, 

scholars usually pay great attention to th e Stone Hymn. The text consists of an introduction in ornate prose 

followed by a eulogy in rhymed, four -character lines. For studies on the Stone Hymn, see Masayuki 

Aikawa (2003), 135-157; Masayuki Aikawa  (2004): 1-17; Masayuki Aikawa ( 2007), 33-51.  
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jointly lay hold of a treasure of everlasting use. Accordingly, they have cut into 

their family resources, casting them aside like frost -stricken leaves.9 (emphasis 

mine) 

This Stone Hymn states that the Kuang family members, along with several other 

ɁÓÐÒÌ-ÔÐÕËÌËɯ×ÌÙÚÖÕÚȮɂɯ×ÙÖÝÐËÌËɯÛÏÌɯÊÈ×ÐÛÈÓɯÍÖÙɯÛÏÌɯÊÈÙÝÐÕÎ at Mt. Tie. Interestingly, the 

Stone Hymn proudly procl aims that the Kuang brothers were the descendants of the Han 

Dynasty Great Minister,  Kuang Heng  (fl. 48-32 BCE), who is a genuine 

historical figure. Kuang Heng made a number of contributions that influenced political 

opinion and decisions during the reigns of Emperor Yuan  (75-33 BCE, r. 49/48-33 

BCE) and Emperor Cheng  (51-7 BCE, r. 33ɬ7 BCE) of the Han Dynasty.10 Whether 

the alleged relationship between Kuang Heng and the Kuang brothers was true or not is 

another issue. Even though we might be tempted to accept the colophon as an accurate 

record, its genealogy could be fiction w ritten by the Kuang family rather than fact 

written by neutral historians. Nonetheless, the colophon does not appear to be 

completely fictitious. Traditionally, official titles or positions were enumerated for 

patrons, but the Stone Hymn gives no official position or title for the Kuang brothers. 11 

!ÜÛɯÐÛɯËÖÌÚɯÐÕÊÓÜËÌɯÛÏÌɯ×ÙÌÚÛÐÎÐÖÜÚɯÛÐÛÓÌɯÖÍɯɁ&ÙÌÈÛɯ,ÐÕÐÚÛÌÙɂɯÍÖÙɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀɯ

illustrious ancestor, Kuang Heng. 3ÏÌɯÍÈÊÛɯÛÏÈÛɯÛÏÌɯÊÖÓÖ×ÏÖÕɀÚɯÈÜÛÏÖÙɯÖÕÓàɯÐÕÊÓÜËÌËɯÈɯ

                                                      

9 Ɂ     ̌   

           

  .ɂ Zhang Guangcun (2003), 217-218. The English translation is from Ledderose ed. 

(2015), 160-162; Harrist (2008), 166.  
10 %ÖÙɯ*ÜÈÕÎɯ'ÌÕÎɀÚ brief biology, see Michael Loewe (2000), 213-215; Luo Wei ed. (1996), 141-146. 
11 If the Kuang brothers had received any official rank or position, it certainly would have been recorded, 

following the Chinese tradition of emphasizing rank and status. Dorot hy Wong (2003), 99. 
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×ÙÌÚÛÐÎÐÖÜÚɯÛÐÛÓÌɯÍÖÙɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀ ancestor, but not for them could indicate that 

the author is conveying accurate information. On the other hand, it could be an attempt 

ÉàɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɯÛÖɯÚÕÈÛÊÏɯÈɯÉÐÛɯÖÍɯÎÓÖÙàɯÍÙÖÔɯÈɯÊÖÕÛÙÐÝÌËɯɁÈÕÊÌÚÛÖÙɂɯÖÍɯÛÏÌɯÚÈÔÌɯ

name.  Either way, as the prime donors at Mt. Tie, the Kuang brothers appear to have 

had nothing else to display, but this eminent ancestor.12 

The colophon known as the Inscribed Record (Tiji  ) (no. 3 at Figure 89, Figures 

90 and 91) and the destroyed colophon (Figure 91), names a list of four participants, 

including one sutra donor, Sun Qia ȮɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏÌÙɯÖÍɯÛÏÌɯÚÜÛÙÈɯÛÌßÛȮɯ2ÌÕÎɀÈÕɯ

Daoyi of the Eastern Range, and two great chief overseers (da duweina, ), 

Lü Changsong  ÈÕËɯ+Ðɯ)ÜɀÈÖ .13 The title of the Great Chief Overseer refers 

                                                      

12 The Stone Hymn then notes ÚÌÝÌÙÈÓɯÖÛÏÌÙɯɁÓÐÒÌ-ÔÐÕËÌËɯ×ÌÙÚÖÕÚȮɂɯÞÏÖɯÚÏÈÙÌËɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀɯÐËÌÈÓÚȭɯ(Ûɯ

ÐÚɯÞÖÙÛÏÞÏÐÓÌɯÛÖɯ×ÖÐÕÛɯÖÜÛɯÛÏÌɯ×ÏÙÈÚÌÚɯÜÚÌËɯÛÖɯËÌÚÊÙÐÉÌɯÛÏÌÐÙɯ×ÌÙÚÖÕÈÓɯØÜÈÓÐÛÐÌÚȯɯɁÞÐÓÓÖÞÚɯÈÕËɯÊÈÛÈÓ×ÈÚɯÖÍɯ

their lineages, fragrant orchids of their families ɂɯ(  ). 3ÏÌɯɁÞÐÓÓÖÞÚɯÈÕËɯÊÈÛÈÓ×ÈÚɂɯÈÕËɯ

ɁÍÙÈÎÙÈÕÛɯÖÙÊÏÐËÚɂɯÈÙÌɯÊÓÈÚÚÐÊÈÓɯ"ÏÐÕÌÚÌɯÔÌÛÈ×ÏÖÙÚɯÍÖÙɯËÌÕÖÛÐÕÎɯÔÌÕɯÖÍɯÈÉÐÓÐÛàɯÖÙɯÛÈÓÌÕÛȭɯ"Gujin Hanyu 

Chengyu Cidian" Bianxiezu ed. (1985), 365. This section is located right next to the sentences that explain 

ÛÏÌɯ×ÈÛÙÖÕÚɀɯÎÙÌÈÛɯÓÐÕÌÈÎÌȭɯ3ÏÌɯÈÜÛÏÖÙɯÖÍɯÛÏÌɯStone Hymn does not specify what the particular ideals were 

that they shared with Kuang brothers, but it can be surmised that they were related to what was written 

before this sentence. The men working with the Kuang brothers at Mt. Tie were most likely members of 

Han Chinese elite society, even though they did not appear to have a renowned ancestor like the Kuang 

family. The usage of Chinese metaphors such as ɁÞÐÓÓÖÞÚɯÈÕËɯÊÈÛÈÓ×ÈÚɂɯÈÕËɯɁÍÙÈÎÙÈÕÛɯÖÙÊÏÐËÚɂɯÈÕËɯ

ɁËÙÈÎÖÕÚɂɯÈÕËɯɁ×ÏÖÌÕÐßÌÚɂɯÚÌÌÔÚɯÛÖɯÚÜ××ÖÙÛɯÛÏÐÚɯÚÜÎÎÌÚÛÐÖÕȭ  
13 The Inscribed Record (Tiji  ȺɯÐÚɯÊÈÙÝÌËɯÈÉÖÜÛɯƕƚɯÔÌÛÌÙÚɯÉÌÓÖÞɯÛÏÌɯÚÜÛÙÈɯÛÌßÛɀÚɯÓÖÞÌÙɯÓÌÍÛɯÊÖÙÕÌÙȮɯÈÕËɯÚÛÈÛÌÚɯ

ÛÏÈÛɯɁ#ÖÕÖÙɯÖÍɯÚÜÛÙÈȮɯ2ÜÕɯ0ÐÈȮɯ&ÌÕÌÙÈÓɯÞÏÖɯ"ÈÓÔÚɯÛÏÌɯ-ÖÙÛÏȮɯ&ÙÌÈÛɯ"ÖÔÔÈÕËÌÙ-in-Chief and Magistrate 

ÖÍɯÛÏÌɯ1ÌÕÊÏÌÕÎɯ"ÖÔÔÈÕËÌÙàȭɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÖÍɯÛÏÌɯ$ÈÚÛÌÙÕɯ1ÈÕÎÌɯÞÙÖÛÌɯÛÏÌɯcalligraphy for the sutra. 

Great Chief Overseer, Lü Changsong, Qi Dynasty Recruiter of Good Men and General who Pacifies Yue; 

ÐÕɯÛÏÌɯ9ÏÖÜɯ#àÕÈÚÛàɯ1ÌÊÖÙËÌÙɯÖÍɯÛÏÌɯ1ÌÕÊÏÌÕÎɯ"ÖÔÔÈÕËÌÙàɂɯȹ    

    ). The Inscribed Record covers an area 3.3 

meters in height and 3.30 meters in width. The transcription and translation are adopted from Ledderose 

ed. (2015), 177-178. The last colophon that is now no longer extant, names another Great Chief Overseer, 

ÚÈàÐÕÎɯɁ&ÙÌÈÛɯ"ÏÐÌÍɯ.ÝÌÙÚÌÌÙɯ+Ðɯ)ÜɀÈÖ  of the Zhao Commandery, the Qi Dynasty Officer on Duty 

of the Rencheng Commandery; the Zhou Dynasty .ÍÍÐÊÌÙɯÖÕɯ#ÜÛàɯÖÍɯ/ÐÕÎàÈÕÎɯ"ÖÜÕÛàɂɯ(   

    ). The transcription and English translation are from Ledderose ed. 
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to an administrative position within lay societies of the Northern Dynasties, and also 

points to the role of such an organization in producing the transcription. 14 Except for 

2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÛÏÌɯÛÏÙÌÌɯÖÛÏÌÙɯÍÐÎÜÙÌÚɯÞÌÙÌɯÓÈàɯÓÖÊÈÓɯÖÍÍÐÊÐÈÓÚɯËÜÙÐÕÎɯÛÏÌɯNorthern Qi 

period. Remarkably, Lü  Changsong  ÈÕËɯ+Ðɯ)ÜɀÈÖ  held offices under both 

the Northern Qi and the Northern Zhou. The relationship between the Kuang brothers 

and the local officials mentioned in the two short colophons remains uncertain, 15 but 

scholars have proposed that Kuang Zhe and his brothers led a lay society (yiren ) 

that included several other donors, and it was this society that offered the true financial 

supporter for the sutra carving, as mentioned in the Stone Hymn.16 The three officials 

named in the two colophons appear to have offered their support to ensure that the 

project would proceed smoothly at a time when the Dynasty was changing. 17 

                                                      

 

(2015), 185-186. For the measurement of each inscription and the placements of the inscriptions, see 

+ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌɬ2×ÈÊÌȯɯ3Ö×ÖÎÙÈ×ÏàɯÈÕËɯ2×ÈÛÐÈÓɯ&ÙÖÜ×ÐÕÎȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƝƚ-99; Harrist 

(2008), 162; Lai Fei (2007), 102-120. 
14 9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕt Tie-3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƔƕ-102. 
15 Wang Sili and Lai Fei (1991), 25-ƖƛɯËÐÚÊÜÚÚɯÛÏÌɯÛÏÌÖÙÐÌÚɯÈÉÖÜÛɯÛÏÌɯÊÖÓÖ×ÏÖÕÚɀɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÈÕËɯÏÖÞɯÛÏÌÐÙɯ

dates were ascertained.  
16  ÓÛÏÖÜÎÏɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɯÞÌÙÌɯÕÖÛɯÌß×ÓÐÊÐÛÓàɯÕÈÔÌËɯÈÚɯɁÚÜÛÙÈɯËÖÕÖÙÚȮɂɯÛÏÌɯÛÌßÛɯÖÍɯÛÏÌɯStone Hymn 

identified them as the donors who paid for the production of the engraving. It is generally accepted that 

ÛÏÌɯ*ÜÈÕÎɯÍÈÔÐÓàɯÓÌËɯÈɯÛÌÈÔɯÛÖɯÌÕÎÙÈÝÌɯÛÏÌɯÙÖÊÒȭɯ9ÏÈÕÎɯ9ÖÕÎȮɯɁ,ÖÜÕÛɯ3ÐÌ-3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ

Ledderose ed. (2015), 101. 
17 Harrist (2008), 166. Lai Fei suggests that Sun Qia  was the renowned official in the region, and so was 

given the honorary position of being a sutra donor. Lai Fei (2004), 123. The three officials seem to have 

been members of a Buddhist lay society, known as a yi or yiyi , which collectively donated funds for the 

sutra. The Stone Hymn mentions this organization, but it is silent about these officials. Zhang Zong, 

Ɂ,ÖÜÕÛɯ3ÐÌ-3ÐÔÌȯɯ1ÌÓÈÛÌËɯ/ÌÙÚÖÕÚȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƔƕȭɯThe community associations (yiyi  

or yiyi ) formed for the pursuit of Buddhist merit through the carving of sutras and Buddhist images, 
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5.2 Employment of the Han Chinese Artistic Traditions 

When the prominent patrons, the Kuang brothers, who proudly displayed their 

eminent ancestry and Han Chinese lineage in the Stone Hymn, decided to create their 

Buddhist sutra carving at Mt. Tie, which art form did they think would best fit their 

creation? What kind of visual and non -visual artistic elements did the patrons employ to 

achieve these goals? Most importantly, what did the patrons want to claim by creating 

this monument at Mt. Tie and how did this choice serve their objectives?  

The sutra carving at Mt. Tie generally belongs to a category of Buddhist 

devotional art. The Stone Hymn states that the Kuang Zhe and his younger brothers were 

devout disciples of Buddha, and that they dedicated their wealth to the creation of this 

monument. Accordingly, the religious goals of the Buddhist text inscription at Mt. Tie 

cannot be neglected. Drawn from the  Great Collection 2ľÛÙÈ,18 the carved passage gives a 

comprehensive description of the unfolding of the Buddhist path from the Mahayana 

                                                      

 

were popular during the Northern Dynasties. For yiyi societies of the Northern Dynasties, see Abe (2002a), 

210-211; Dorothy Wong (2004), 52-59; Gernet (1995), 259-277.  
18 The carved passage was taken from the Ɂfifth Chapter on Bodhisattva Ocean-like Wisdomɂ  (T. 

397, 13: 50a16-c13). The text is identified by three faintly visible characters of Daji jing  at the top of 

the slope (figure 86) and by a statement in the Stone Hymn that identifies the carved text as an excerpt 

from the ɁPiercing the Bodhi Chapterɂ (Chuan puti pin ). However, the carved sutra passage 

sponsored by the Kuang brothers is actually taken from the Ɂfifth Chapter on Bodhisattva Ocean-like 

Wisdomɂ  as it appears in the current version of the Great Collection 2ľÛÙÈ. Ledderose ed. (2009), 

ƕƘƕȰɯ/ÈÜÓɯ"Ö××ȮɯɁ,ÖÜÕÛɯ3ÐÌ-(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ2ÜÛÙÈɯ×ÈÚÚÈÎÌȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƔƙ-106. Zhang Zong 

and Harri ÚÛɯ×ÖÐÕÛɯÖÜÛɯÛÏÈÛɯÛÏÌɯËÐÚÊÙÌ×ÈÕÊàɯÙÌÍÓÌÊÛÚɯɁÛÏÌɯÍÓÜÐËɯÚÛÈÛÌɯÖÍɯÚÜÛÙÈɯÛÐÛÓÌÚɯÈÕËɯÊÏÈ×ÛÌÙÚɂɯËÜÙÐÕÎɯÛÏÌɯ

medieval period. Zhang Zong (2000), 79n21; Harrist (2008), 162-163 and 328n13. Zhang Zong and Harrist 

misleadingly state the chapter is the eighth chapter. Paul Copp corrects this mistake.  
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bodhisattva perspective,19 which may have influenced patrons who wished to attain the 

Bodhi mind of Buddhis Ôȭɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÞÏÖɯÞÙÖÛÌɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏàɯÈÛɯÛÏÌɯÚÐÛÌȮɯÈÓÚÖɯ

might have led the patrons to such Buddhist practices, since 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÙÌ×ÌÙÛÖÐÙÌɯ

of Buddhist carvings included the passages from the Great Collection 2ľÛÙÈ.20  

However, although the main t ÌßÛɯÐÚɯÊÓÌÈÙÓàɯ!ÜËËÏÐÚÛȮɯÛÏÌɯÊÈÙÝÐÕÎɀÚɯÝÐÚÜÈÓɯÈÚ×ÌÊÛÚɯ

combined with the discourse of the non -religious text in the prime colophon, Stone 

Hymn, makes it doubtful that the Mt. Tie sutra carving was created solely for Buddhist 

religious goals. I suggest that the sutra carving at Mt. Tie functioned both as visual 

rhetoric for the Han Chinese identity, as well as a Buddhist religious monument. The 

Kuang brothers, who were members of the local Han Chinese elites, created the sutra 

carving as a means to proclaim Han Chinese cultural and artistic magnificence, as well 

as a statement of religious devotion. While the impetus to religious devotion seems 

fairly clear, what social or cultural factors led the Kuang brothers to want to claim Han 

Chinese cultural supremacy through the monument? Those social and cultural factors 

will be examined further in a later section of this chapter. This section focuses on what 

kind of visual and non -ÝÐÚÜÈÓɯËÌÝÐÊÌÚɯÞÌÙÌɯÐÔ×ÖÙÛÌËɯÛÖɯÈÊÏÐÌÝÌɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÎÖÈÓÚȭɯ

                                                      

19 To more fully explore the analysis of the carved text at Mt. Tie, I have consulted Ledderose ed. (2009), 56 

and 140-ƕƘƘȰɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ3ÐÌ-(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ2ÜÛÙÈɯ×ÈÚÚÈÎÌȮɂɯÐÕɯLedderose ed. (2015), 106-109; 

Ledderose ed. (2015), 128-138.  
20 At Mt. Hongding, a  sutra passage expounding on the Six Perfections (HDS 2, Figures 68 and 69) was 

drawn from the Great Collection SľÛÙÈȭɯA different  excerpt from the same Great Collection 2ľÛÙÈ also was 

carved at Cave 2 in Southern Xiangtangshan. Zhang Zong (2003a), 12; Kiriya (2002a), 11-12. Interestingly, 

passages carved at Mt. Hongding (HDS 2) and Cave 2 in Southern Xiangtangshan are consecutive sections 

in the Great Collection 2ľÛÙÈ. The passage at Mt. Tie, which was written bàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐ, encompasses 

both of the passages carved at Mt. Hongding and Cave 2 of Southern Xiangtangshan. 
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When designing the sutra carving at Mt. Tie, the patrons employed several Han Chinese 

artistic traditions, including the Chinese traditional stele form, high quality calligraphy, 

and a discourse on calligraphy connoisseurship. These three artistic traditions will be 

examined in this  sequence. 

First of all, the most noteworthy aspect of the Mt. Tie site is that the sutra carving 

is laid out as a gigantic stele (Figure 85). The anonymous author of the Stone Hymn lauds 

this formal trait as follows.  

Consequently, they (the donors) then painted the rock, picturing a stele , 

rendering incandescent its mundane material. Six dragons encircle it above, their 

mouths glowing with five -ÊÖÓÖÙÌËɯȻȱȼɯÊÓÖÜËÚȰɯÛÞÖɯÛÖÙÛÖÐÚÌÚɯÊÙÖÜÊÏɯÉÌÓÖÞ, their 

shells supporting the path of three steps. Even the jade plaques from Mount 

Kunlun, the golden slips in the Eastern Pavilion [Library], the recorded merits of 

[King] Mu of Zhou, and the inscribed achievements of the Emperor of Qin; [ ȱ] 

the present surpassing [carving], compared with it, they are trivial! 21 (emphasis 

mine) 

According to the author, what renders Ɂincandescent its mundane material of the 

surface of the slopeɂ is the two-dimensional representation of the stele form.22 The 

author boldly states that the achievement made by using the gigantic stele form 

surpassed other major ancient, pre-Buddhist accomplishments in China, such as the 

imagined formats of Daoist scriptures in ɁÑÈËÌɯ×ÓÈØÜÌÚɂɯÈÕËɯɁÎÖÓËÌÕɯÚÓÐ×ÚȮɂ preserved in 

heavenly storehouses,23 and stone inscriptions placed at several mountains by the First 

                                                      

21 The translation is adopted from Ledderose ed. (2015), 164. 
22 Harrist (2008), 206. 
23 Mt. Kunlun was believed to be a source of excellent jade and the location of inscriptions carved by King 

Mu of Zhou during his mythic visit to this mountain. Ledderose ed. (2015), 161n636.  
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Emperor of Qin. This high praise for the stele form in the Stone Hymn indicates that the 

stele form was intentionally chosen for this monument by the creators, who presumably 

thought it would best serve their goals. Why did the creators believe the stele form best 

suited for their purposes? What kind of connotations or virtues  did they hope to 

communicate by using it?  

The design of a stele resting on the back of a tortoise and capped by intertwined 

dragons was a product of Chinese culture that predated the spread of Buddhism, and it 

developed as a type of symbolic monument to the prestige and authority of elite 

members of society in the Han Dynasty. From its inception, the main body of the stele 

was used for script, and when steles were erected for shrines or tombs, their shape 

signified the importance of the carved text on the ir surfaces. Using highly stylized 

language on steles was one way that elite members of society emphasized their elevated 

status during the Han period. 24 The texts on these pre-Buddhist steles usually contain 

biographical information on particular individua ls, extol their virtues, or describe 

historic and religious events.  

In the late fifth century and early sixth century, the stele form was adapted for 

new uses within the visual culture of the imported religion, Buddhism. 25 When Chinese 

Buddhists appropriate d the stele form, Buddhist icons were given the principle place of 

                                                      

24 Patricia Ebrey (1980), 331-332; 6ÖÕÎɯȹƖƔƔƘȺȮɯƕƛƙȰɯ+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯSutras in ShandongɬThe 

"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËderose ed. (2014), 39-40. 
25 Harrist (2008), 207; Wong (2004), 43-60. 
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importance, while written texts appear to have been considered supplemental. The texts 

that were written were mainly dedicatory inscriptions. It was not until the late 6th 

century that the stele format was applied solely to Buddhist sutra texts. Several such 

steles, made in the 560s, are extant, and they primarily served to present Buddhist sutra 

texts ɬ any depiction of Buddhist images was supplemental or dispensable. Interestingly, 

this ki nd of development, which occurred in Shandong Province, as well as in a few 

other regions, appears to have been a reversion to the traditional Chinese stele types 

created during the Han period, when the main body of steles was used to inscribe highly 

styli zed language.  

One of the most noteworthy sutra carvings in Shandong during the Northern Qi 

period is the full -fledged two dimensional stele form of the sutra carving at Mt. 

Hongding from the 550s and 560s (HDS 5, Figure 82).  This stele bears dragons on the 

top and a tortoise on the base, and displays a carved passage on the eighteen aspects of 

emptiness (Shi ba kong ) from the Great Perfection of Wisdom 2ľÛÙÈȮ titled the 

Ɂ,ÖÏÌàÈÕɂɯÚÜÛÙÈɯɁɂ .26 Although the creators employed the stele form for this 

inscription (HDS 5), the stele form was just one of the varieties of formats used when the 

Buddhist texts carvings were made at Mt. Hongding. 27 Formats there included 

                                                      

26 /ÈÜÓɯ"Ö××ɯÈÕËɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ'ÖÕÎËÐÕÎɬ(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ'#2ɯƙȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƜƝȭɯ 
27 Kiriya Seiichi claims that the stele form at inscription HDS 5 stands in the traditio n of the Chinese stone 

ÚÛÌÓÌÚɯÔÈËÌɯËÜÙÐÕÎɯÛÏÌɯ'ÈÕɯ#àÕÈÚÛàȮɯÈÕËɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÐÕÛÌÕÛÐÖÕÈÓÓàɯÜÚÌËɯÛÏÌɯÚÛÌÓÌɯÍÖÙÔɯÞÐÛÏɯÛÏÐÚɯÐÕɯ

mind. Kiriya Seiichi (2002a), 43. 'ÖÞÌÝÌÙȮɯ(ɯÉÌÓÐÌÝÌɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÞÈÚɯÚÛÐÓÓɯÐÕɯÛÏÌɯ

experimental stage of developing ÏÐÚɯÚÛàÓÌɯÖÍɯÚÜÛÙÈɯÊÈÙÝÐÕÎȭɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÚÌÓÌÊÛÌË diverse formats for the 
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horizontal or vertical rectangular panels, the tomb epitaph, a single vertical column, and 

the stele format.28 In 579 CE, the creators at Mt. Tie chose steles from among other 

diverse formats, not only to enhance the value of the sutra inscription, but also to confer 

on their creation an aura of prestige and authority that had come to be associated with 

the stele form from the Han Dynasty.  

Although the main ideas expressed in the carved text of the steles shifted from 

Confucianism to Buddhism over time, the visual codes of the traditional and elite Han 

elite stele employed in gigantic scale at Mt. Tie remained constant.  This suggests that 

the Han Chinese Kuang brothers most likely were well -aware of the Chinese scholar 

culture, belonged to the well -educated scholar class, and wished to resurrect the original 

cultural language of the Han Chinese by using the stele form. Just as the stele was 

closely associated with the elite scholar class as a means of self-representation during the 

Han Dynasty, the Han patrons of Mt. Tie wished to use it as a way to represent their 

own cultural identity and prestig e. 

                                                      

 

carvings from established formats already existing in early medieval China that easily could be 

ÛÙÈÕÚÍÌÙÙÌËɯÖÕÛÖɯÛÏÌɯÙÖÊÒȭɯ(ÕɯÛÏÐÚɯ×ÙÖÊÌÚÚȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÔÈËÌɯËÐÝÌÙÚÌɯÍÖÙmat choices, one of which was 

ÛÏÌɯÚÛÌÓÌɯÍÖÙÔÈÛȭɯ3ÏÜÚȮɯÐÛɯÐÚɯÜÕÓÐÒÌÓàɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÌÔ×ÓÖàÌËɯÛÏÌɯÚÛÌÓÌɯÍÖÙÔÈÛɯÞÐÛÏɯÈɯÚ×ÌÊÐÈÓɯÐÕÛÌÕÛÐÖÕɯ

at Mt. Hongding. In fact, numerous other inscriptions at Mt. Hongding and at other Buddhist rock 

carving sites were not laid out in the stele format.  
28 For more on these diverse formats employed at Mt. Hongding, see +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ

Shandongɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯin Ledderose ed. (2014), 42. 
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In terms of the stele form itself, as the Stone Hymn states, the stele was originally 

designed to be borne by two tortoises.  Unfortunately, at this time only the one on the 

right  corner remains (Figure 87).29 Although the Stone Hymn states that there were six 

dragons,30 only two dragons exist:  On the top of the stele and in shallow lines, one 

dragon is carved on each side (Figure 86).31 It is possible that this conflict regarding the 

number of dragons is because the stele is a two-dimensional representation of a three-

dimensional stele. Numerous steles erected during the Northern Qi period were 

crowned by three pairs of entwined dragons. For instance, a votive stele dated 557 

which is now in the collection of Museum Rietberg, has three dragons carved on each 

side, revealing six dragons in all when viewed from the side (Figures 93 and 94).32 

However, on the front of the Stone Hymn stele, there appears to be only two dragons on 

                                                      

29 Ledderose ed. (2009), 56; Harrist (2008), 205-210. 
30 Zhang Guangcun notes that the character liu  ( , six) may be the character jiao ( , connected). Zhang 

Guangcun (2003), 226. However, through more recent research and the examination of clearer rubbings, 

agreement has now been reached that the character is undoubtedly liu  ( , six). For information about the 

more recent and clearer rubbings, see Ledderose ed. (2015), 159. Masayuki Aikawa mentions that while 

the Stone Hymn states that the number of dragons is six, there are, in fact, only two. Masayuki Aikawa 

(2003), 142. 
31 Despite the statement in the Stone Hymn, the images of dragons at the top of the sutra text and tortoises 

below were not discovered until 1986. The discovery was made by researchers from the Shandong Stone 

Carving Art Museum, when they conducted an on-site inspection. Harrist (2008), 206.  
32 The front side of the stele is divided horizontally into three sections. In the central section of the stele, 

Buddha ¥êÒàÈÔÜÕÐɯÐÚɯÚÌÈÛÌËɯÖÕɯÈɯÙÈÐÚÌËɯÓÖÛÜÚɯÛÏÙÖÕÌȭɯ3ÏÌɯ!ÜËËÏÈɯÐÚɯÍÓÈÕÒÌËɯÉàɯÛÏÙÌÌɯÒÐÕËÚɯÖÍɯÍÐÎÜÙÌs on 

each side: two disciples, Ananda and Mahakasyapa; two Pratyeka Buddhas or King Brahma; and two 

bodhisattvas. On the head of the stele, there is a niche in the middle, in which a bodhisattva is depicted in 

contemplative seated pose. All four sides of t he stele contain inscriptions, from which it is known that 124 

donors participated in the creation of the stele, and that most of them were members of the Yan  clan. 

The donors included thirteen officials who were active in the Quliang district or its imm ediate 

surroundings at the time the stele was erected. Thus, the origin of the stele has been located to the area 

northeast of the modern district of Mi, near the town of Zhengzhou in Henan Province. For details about 

the stele and the inscriptions, see Stefan Balazs (1934), 24-29, 80-96; Siren (1959), 74-79; Ledderose ed. 

(2009), 114-117. In Ledderose ed. (2009), the plate on page 115 is a mirror image of the original.  
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top of the stele (Figure 93). The author of the Stone Hymn was most likely well -aware of 

this popular form of stele design used at the period, and so described a three 

dimensional stele in his writing.  

Another Han Chinese artistic tradition e mployed at Mt. Tie was the use of 

excellent high-quality calligraphy. As a number of scholars point out, calligraphy is 

fundamentally Chinese and has been at the core of Chinese culture throughout dynastic 

history. 33 In studying the process in which fine writing evolved from a practice of 

ɁÍÜÕÊÛÐÖÕÈÓɯÉÌÈÜÛàȮɂɯÛÖɯɁÈÙÛȮɂɯ,ÐÊÏÈÌÓɯ-àÓÈÕɯÖÉÚÌÙÝÌÚɯÛÏÈÛɯÉÌÍÖre the late Eastern Han 

Dynasty (25-ƖƖƔɯ"$ȺȮɯÍÐÕÌɯÞÙÐÛÐÕÎɯÚÌÙÝÌËɯɁÛÖɯËÐÎÕÐÍàɯÛÏÌɯÊÖÕÛÌÕÛɯÖÍɯÈɯÛÌßÛȮɯÛÖɯËÐÎÕÐÍàɯÛÏÌɯ

ÖÉÑÌÊÛɯÛÏÌɯÛÌßÛɯÞÈÚɯ×ÓÈÊÌËɯÖÕȮɯÖÙɯÉÖÛÏȭɂ34 -àÓÈÕɯÊÈÓÓÚɯÛÏÐÚɯ×ÜÙ×ÖÚÌɯÖÕÌɯÖÍɯɁÍÜÕÊÛÐÖÕÈÓɯ

ÉÌÈÜÛàȮɂɯÐÕɯÖÙËÌÙɯÛÖɯËÐÚÛÐÕÎÜÐÚÏɯÐÛɯÍÙÖÔɯÞÙÐÛÐÕÎɯÈÚɯɁÈÙÛȮɂɯÞÏÐÊÏɯÖÊÊÜÙÙÌËɯÐÕɯÓÈÛÌÙɯ×ÌÙÐÖËÚȭɯ

Calligraphy began to be regarded as the premier art form in the late Eastern Han 

Dynasty, when fine calligraphy became connected with the special abilities and qualities 

of the writer, and grew to be the preferred form of public expression by certain elite 

members of society intent upon claiming high status and authority. 35 

Calligraphy was an integral part of the sutra engravings on mountain cliffs in 

Shandong. Monks and lay believers who created the Buddhist engravings in Shandong 

                                                      

33 +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯShandongɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖÚe ed. (2014), 37. Kiriya 

Seiichi points out that since ancient times in China, there has been respect for the Chinese characters 

ÛÏÌÔÚÌÓÝÌÚȭɯ'ÌɯÊÈÓÓÚɯÛÏÐÚɯɁÍÈÐÛÏɯÐÕɯ"ÏÐÕÌÚÌɯÊÏÈÙÈÊÛÌÙÚȭɂɯKiriya Seiichi (1996), 187-188.  
34 Michael Nylan (1999), 17-19. 
35 Mich ael Nylan (1999), 22-23. 
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in the late sixth century stood on the tradition of fine calligraphy. The creators of 

Buddhist inscriptions at Mt. Hongding in the 550s and 560s appear to have been very 

cognizant of the value of the calligraphy they used. One colophon clearly i dentifies 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÚɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏÌÙɯȹ'#2ɯƛȮɯ%ÐÎÜÙÌɯƚƕȺȭɯ Úɯ9ÏÈÖɯ+ÜÖɯÚÜÎÎÌÚÛÚȮɯÛÏÌɯ

ÉÌÈÜÛÐÍÜÓɯÊÈÓÓÐÎÙÈ×ÏàɯÈÛɯÛÏÌɯ,Ûȭɯ'ÖÕÎËÐÕÎɯÚÐÛÌɯÞÈÚɯÛÖɯËÙÈÞɯÓÈàɯËÌÝÖÛÌÌÚɀɯÈÛÛÌÕÛÐÖÕɯÛÖɯÛÏÌɯ

location and enhance their Buddhist practices through the aesthetic appeal of these 

writings. 36  

The Stone Hymn ×ÙÖÝÐËÌÚɯÈɯÕÖÛÌÞÖÙÛÏàɯÛÙÐÉÜÛÌɯÛÖɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȭɯɯ(Õɯ×ÙÖÚÌɯÈÕËɯ

then later in verse, it acclaims the unique calligraphic style he used to write the sutra 

text:  

There was the Great Renunciant (ĭÙÈÔÈẒa), Dharma Master An of the [Northern] 

Qi, whose way has illuminated non -duality, whose virtue has awakened to the 

one origin. Not only does he grasp all the mysteries, his calligraphic skill is of the 

very highest order. Therefore, [the donors]  have requested that this Divine Br ush 

[here] amidst the Four Eminences, inscribe with veneration the 930 characters of 

ÛÏÌɯɁ/ÐÌÙÊÐÕÎɯÛÏÌɯBodhi "ÏÈ×ÛÌÙɂɯÖÍɯÛÏÌɯGreat Collection Sutra, 

ȱȱ 

2ÌÌÒÐÕÎɯÛÏÌɯÔÈÚÛÌÙɀÚɯÛÙÌÈÚÜÙÌËɯÉÙÜÚÏÞÖÙÒȮɯ 

(ÕɯÈÓÓɯÙÌÎÐÖÕÚɯȻȱȼȻȱȼÏÐÎÏȰ 

Its refinement surpasses [Wang] Xi[zhi] and [Wei] Dan,  

Its marvels exceed [Zhang Bo]ying and [Zhong] you,  

as dragons coiling in the mist, like phoenixes soaring in the sky.37  

(emphasis mine) 

                                                      

36 Zhao Luo (2013), 315. A similar observation is made by Ledderose. +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ

Shandong-3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƗƕȭɯ(ÕɯÛÏÐÚɯÙÌÎÈÙËȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×Ïàɯ

served to enrich the content of the Buddhist text and to further dignify the mountain surfaces the text was 

×ÓÈÊÌËɯÖÕȮɯÚÌÙÝÐÕÎɯÈÚɯɁÍÜÕÊÛÐÖÕÈÓɯÉÌÈÜÛàȮɂɯÛÖɯÉÖÙÙÖÞɯ-àÓÈÕɀÚɯÞÖÙËÚȭɯMichael Nylan ( 1999), 17-19. 
37 The transcription and English translation are primarily  adopted from Le dderose ed. (2015), 155-166. 

'ÈÙÙÐÚÛɀÚɯ×ÈÙÛÐÈÓɯÛÙÈÕÚÓÈÛÐÖÕɯÐÚɯØÜÐÛÌɯÏÌÓ×ÍÜÓȭ Harrist (2008), 192-196. For the transcription, see Lai Fei (2007), 

112-118. 
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The author of the Stone Hymn highly praises Sengɀan Daoyi, asserting that his 

calligraphy surpasses that of four revered masters of the Han, Wei, and Eastern Jin 

periods: Zhang Boying  (Zhang Zhi , d. ca. 192), Zhong You  (151-230), 

Wei Dan  (179-253), and even the undisputed master of calligraphy, Wang Xizhi 

 (303-361). This statement appears to place Sengɀan Daoyi on the same stage as the 

consummate masters of calligraphy, and by doing so, sets forth his calligraphy as Ɂart.ɂ 

This statement offers a remarkable indication of how the author of the Stone Hymn and 

×ÈÛÙÖÕÚɯÈÛɯ,Ûȭɯ3ÐÌɯÌÚÛÌÌÔÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÞÖÙÒȭ38 

In modern times, Ledderose provides us with a present -day and in -depth 

analysis of Sengɀan Daoyiɀs calligraphic style. 39 Whereas other Buddhist scribes in 

ÔÌËÐÌÝÈÓɯ"ÏÐÕÈɯÎÌÕÌÙÈÓÓàɯÈËÏÌÙÌËɯÛÖɯ6ÈÕÎɯ7ÐáÏÐɀÚɯÚÔÈÓÓȮɯÙÌÎÜÓÈÙɯÚÊÙÐ×Ûɯȹxiaokai ), 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÕËɯÏÐÚɯÍÌÓÓÖÞɯÊÈÓÓÐÎÙÈ×ÏÌÙÚɯËÐËɯÕÖÛɯÈËÖ×ÛɯÛÏÐÚɯÚÛàÓÌɯÍÖÙɯÔÖÜÕÛÈÐÕɯ

engravings.40 (ÕÚÛÌÈËȮɯ2ÌÕÎɀÈÕɯ#ÈÖài appears to have deliberately chosen the ancient 

                                                      

38 Ledderose ed. (2015), 114. 2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÕÈÔÌɯÞÈÚɯÞÙÐÛÛÌÕɯÖÕɯÈÕÖÛÏÌÙɯÐÕÚÊÙÐ×ÛÐÖÕȮɯÛÏÌɯInscribed Record. 

3ÏÐÚɯÐÕËÐÊÈÛÌÚɯÛÏÈÛɯÈÛɯÛÏÌɯ,Ûȭɯ3ÐÌɯÚÐÛÌȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÞÈÚɯÖÍɯÚ×ÌÊÐÈÓɯÐÔ×ÖÙÛÈÕÊÌȭɯ!ÖÛÏɯÛÏÌɯ

Kuang brothers, who are recorded in the Stone Hymn, and the officials who are recorded in Inscribed 

Record, wanted to have their names and colophÖÕÚɯÞÙÐÛÛÌÕɯÉàɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÈÓÛÏÖÜÎÏɯÛÏÌɯÌßÈÊÛɯ

relationship between the persons mentioned in the Stone Hymn and the Inscribed Record remains unclear. 
39 For analysis of the calligraphy of the Buddhist sutra carvings in Shandong, see +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ

Stone Sutras in Shandongɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƘƗȰɯ+ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌ-

(ÕÚÊÙÐ×ÛÐÖÕÚȯɯ2ÛàÓÌɯÖÍɯ"ÈÓÓÐÎÙÈ×ÏàȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƕƘ-115; Ledderose (2013a), 51-58; Harrist 

(2008), 196-205. 
40 Liu Jung Lu and Lu Dadong hold that ȮɯÎÐÝÌÕɯÏÐÚɯÙÌ×ÜÛÈÛÐÖÕɯÈÚɯÈɯÊÈÓÓÐÎÙÈ×ÏÌÙȮɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÓÐÒÌÓàɯÞÙÖÛÌɯ

sutras both on paper and on stone tablets. Unfortunately, any small-scale writing by him has yet to be 

discovered. Liu Jung Lu and Lu Dadong suggest that parts of the inscriptions at Xian gtangshan and Mt. 

Zhonghuang in Hebei, near the Northern Qi capital, Ye, as well as sutra steles and a dedicatory 

ÐÕÚÊÙÐ×ÛÐÖÕɯÍÖÙɯÈɯ!ÜËËÏÈɯÛÙÐÈËɯȹɁ$ÈÚÛÌÙÕɯ2ÏÈØÐÜɯ-ÜÕÕÌÙàɯ2ÊÜÓ×ÛÜÙÌɯ(ÕÚÊÙÐ×ÛÐÖÕɂȺȮɯÙÌÊÌÕÛÓàɯÌßÊÈÝÈÛÌËɯÕÌÈÙɯ

Yanzhou, Shandong, were written in a ÚÛàÓÌɯÝÌÙàɯÚÐÔÐÓÈÙɯÛÖɯÊÈÙÝÐÕÎÚɯÐËÌÕÛÐÍÐÌËɯÈÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÞÖÙÒÚȭɯ
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clerical script ( lishu ) of the pre-Wang Xizhi period. Taking the irregularities of the 

stone into account, the calligraphers allowed themselves bold and inventive character 

compositions, and freely explored the aesthetic potential and strength inherent in the 

ancient clerical script.41 

In addition to the use of fine calligraphy and the traditional stele form, the 

creators at Mt. Tie also imported the practice of offering formal discourse on the 

connoisseurship of the calligraphy and its aesthetic evaluation. 42 This practice can be 

clearly seen in the Stone Hymn. (ÕɯÛÏÌɯÓÈÚÛɯÛÏÙÌÌɯÓÐÕÌÚɯÖÍɯÝÌÙÚÌɯÛÏÈÛɯ×ÙÈÐÚÌÚɯ2ÌÕÎɀÈÕɯ

#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàȮɯÛÏÌɯStone Hymn ÌÝÈÓÜÈÛÌÚɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÖÍɯÛÏÌɯÚÜÛÙÈɯ

text, in these words:  

Its refinement  surpasses [Wang] Xi[zhi] and [Wei] Dan,  

Its marvels exceed [Zhang Bo]ying and [Zhong] you,  

as dragons coiling in the mist, like phoenixes soaring in the sky.43 (emphasis 

mine).  

As Harrist insightfully observes, the terms used  in the Stone Hymn text would 

                                                      

 

According to Liu Jung Lu and Lu Dadong, these writings share some common characteristics, revealed in 

habits of brushwork, although sometimes different script types or styles were used. If  this suggestion 

ÏÖÓËÚɯÛÙÜÌȮɯÐÛɯÔÌÈÕÚɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÓÚÖɯÞÙÖÛÌɯÐÕɯÙÌÎÜÓÈÙɯÚÊÙÐ×Ûɯȹkaishu) and running script ( xingshu), 

but adopted a type of clerical script ( lishu) for mountain engravings. Lis Jung Lu and Lu Dadong (2006-

2007), 271 and 276-280. 
41 Ledderose ed. (2015), 115. 
42 Harrist (2008), 196.  
43 Ɂ    ȭɂɯThe transcription and English translation are mainly adopted 

from Ledderose ed. (2015), 155-166; Ledderose ed. (2009), 144-146. Harrist (2008), 192-196. For the 

transcription, see Lai Fei (2007), 112-118. 
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have been perfectly familiar to connoisseurs of calligraphy of the time. 44 First of all, 

assessment of the relative merits of calligraphers was a well-established form of art 

criticism in the sixth century CE. 45 The author of the Stone Hymn clearly followed this 

ÔÌÛÏÖËɯÖÍɯÊÙÐÛÐØÜÌȮɯÉÖÓËÓàɯËÌÊÓÈÙÐÕÎɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÌßÛÙÈÖÙËÐÕÈÙàɯÈÌÚÛÏÌÛÐÊɯ

achievement, and asserting his calligraphy surpassed that of four respected calligraphers 

of the Han, Wei, and Eastern Jin periods.46 In addition , as Harrist also observes, the 

metaphoric language used to describe the visual effects of the sutra text calligraphy by 

2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÓÚÖɯÉÖÙÙÖÞÚɯÍÙÖÔɯÛÏÌɯÝÖÊÈÉÜÓÈÙàɯÖÍɯÊÈÓÓÐÎÙÈ×ÏàɯÊÙÐÛÐÊÐÚÔɯËÌÝÌÓÖ×ÌËɯ

during the Northern and Southern Dynasties (420-589 CE)ȭɯ3ÏÌɯÓÐÕÌÚɯɁÈÚɯËÙÈÎÖÕÚɯÊÖÐÓÐÕÎɯ

ÐÕɯÛÏÌɯÔÐÚÛȮɯÓÐÒÌɯ×ÏÖÌÕÐßÌÚɯÚÖÈÙÐÕÎɯÐÕɯÛÏÌɯÚÒàɂɯÐÕɯ×ÈÙÛÐÊÜÓÈÙɯÌÊÏÖɯÛÏÌɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯ6ÈÕÎɯ

7ÐáÏÐɀÚɯÊÈÓÓÐÎÙÈ×ÏàɯÈÛÛÙÐÉÜÛÌËɯÛÖɯÛÏÌɯÈÙÛ-loving Emperor Wu (r. 502 -549 CE) of the Liang 

Dynasty (502-ƙƜƛɯ"$ȺȯɯɁÓÐÒÌɯÈɯËÙÈÎÖÕɯÓÌÈ×Ðng at the gate of heaven, like a tiger crouching 

ÈÛɯÛÏÌɯ×ÏÖÌÕÐßɯÛÖÞÌÙÚȭɂ47 

                                                      

44 Harrist (2008), 195-196; Bi Fei, Ɂ3ÏÌɯ2ÛÖÕÌɯ'àÔÕɯÈÕËɯ ÙÛɯ"ÙÐÛÐÊÐÚÔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƗƜ-39.   
45 Harrist refers to t wo major works in this tradition. One is the Capable Calligraphers from Antiquity Onward 

(Cai gulai nengshu renming) by Yang Xin (370-442), and the other is the Essay on Calligraphy (Shulun) by 

Wang Sengqian (426-485). Both of the authors were natives of the Shandong. Harrist (2008), 195. Bi Fei 

also explains that the idea of grading works of art was popular in  ÛÏÌɯÍÖÜÙÛÏɯÈÕËɯÍÐÍÛÏɯÊÌÕÛÜÙàȭɯ!Ðɯ%ÌÐȮɯɁ3ÏÌɯ

Stone Hymn ÈÕËɯ ÙÛɯ"ÙÐÛÐÊÐÚÔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƗƙ-40. 
46 Bi Fei warns us that we must not take the high praise in the Stone Hymn too literally. According to Bi Fei, 

ÛÏÌɯÈÜÛÏÖÙɀÚɯ×ÙÈÐÚÌɯÍÖÙɯÛÏÌɯÊÈÓÓÐÎÙÈ×Ïà of the sutra engraving is a rhetorical form of expression  that can 

include exaggeration. Bi Fei, Ɂ3ÏÌɯ2ÛÖÕÌɯ'àÔÕɯÈÕËɯ ÙÛɯ"ÙÐÛÐÊÐÚÔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƗƝȭ 
47 According to Harrist, this phrase was first used by Yuan Ang (461 -540) in his Gujin shuping (Evaluation of 

Ancient and Modern Calligraphy to describe the calligraphy of Xiao Sihua. Many passages from this short 

work of calligraphy criticism, which Yuan Ang presented to Emperor Wu of the Liang Dynasty (one of the 

Southern Dynasties), reappear in Gujin shuren youlue ping (Evaluation of the Strengths and Weaknesses of 

Ancient and Modern Calligraphers), attributed to the emperor himself. Harrist (2008), 195 -196 and 

ƗƗƙÕƕƗƚȭɯ!Ðɯ%ÌÐɯÈÓÚÖɯÖÉÚÌÙÝÌÚɯÛÏÈÛɯÛÏÌɯÚÛÈÕËÈÙËɯ×ÏÙÈÚÌÚɯÞÌÙÌɯ×ÈÙÛɯÖÍɯÛÏÌɯ×ÌÙÐÖËɀÚɯÙÌ×Ìrtoire and  used to 
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%ÜÙÛÏÌÙÔÖÙÌȮɯÛÏÌɯÊÙÐÛÐÊÈÓɯÛÌÙÔÐÕÖÓÖÎàȮɯÐÕÊÓÜËÐÕÎɯɁÙÌÍÐÕÌÔÌÕÛɯȹjing Ⱥɂ and 

ɁÔÈÙÝÌÓÚɯȹmiao ȺɂɯÜÚÌËɯÛÖɯÊÖÔ×ÈÙÌɯÛÏÌɯ,Ûȭɯ3ÐÌɯÚÜÛÙÈɯÛÌßÛɯÊÈÓÓÐÎÙÈ×ÏàɯÛÖɯÛÏÈÛɯÖÍɯÛÏÌɯÍÖÜÙɯ

calligraphy masters, was already widespread in southern China during the fourth and 

fifth centuries. 48 Ɂ1ÌÍÐÕÌÔÌÕÛɂɯËÌÕÖÛÌÚɯÛÏÌɯÊÈÓÓÐÎÙÈ×ÏÌÙɀÚɯÈÛÛÌÕÛÐÖÕɯÛÖɯÔÖÝements of the 

ÉÙÜÚÏȮɯÈÕËɯɁÔÈÙÝÌÓÚɂɯÙÌÍÌÙÚɯÛÖɯÛÏÌɯÞÖÙÒɯÖÍɯÊÈÓÓÐÎÙÈ×ÏàɯÈÚɯÈɯÞÏÖÓÌȭɯ(ÕɯÏÐÚɯÙÌÊÌÕÛɯÙÌÚÌÈÙÊÏȮɯ

Bi Fei traces the two terms in early medieval Chinese history, and finds that the terms, 

ɁÙÌÍÐÕÌËɯÖÙɯÙÌÍÐÕÌÔÌÕÛɂɯÈÕËɯɁÔÈÙÝÌÓÖÜÚɯÖÙɯÔÈÙÝÌÓÚȮɂɯÞÌÙÌɯÈÓÙÌÈdy commonly used in 

ÊÈÓÓÐÎÙÈ×ÏàɯÊÙÐÛÐÊÐÚÔɯËÜÙÐÕÎɯ6ÈÕÎɯ7ÐáÏÐɀÚɯÛÐÔÌɯȹƗƔƗ-361 CE), and eventually, they 

become part of the basic language of calligraphy theory.49  

As discussed so far, the patrons most likely believed that the aesthetic, cultural 

and religiou s value of their creation was enhanced by incorporating into it the 

traditional stele format, refined calligraphy, and the discourse on calligraphy 

connoisseurship and artistic evaluation. Who then, was responsible for the design of the 

sutra carving with all of these visual and non-visual features? Based on the information 

                                                      

 

describe calligraphic styles. Bi Fei, Ɂ3ÏÌɯ2ÛÖÕÌɯ'àÔÕɯÈÕËɯ ÙÛɯ"ÙÐÛÐÊÐÚÔȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƗƛɯÈÕË 

39.  
48 The process by which critical terminology was established still awaits investigation. So far, it is clear that 

in the Six Dynasties period, critical terminology was current in southern China. I n the late Tang Dynasty 

(mid -ninth century), Zhang Yanyuan reorganized it. Bi Fei, Ɂ3ÏÌɯ2ÛÖÕÌɯ'àÔÕɯÈÕËɯ ÙÛɯ"ÙÐÛÐÊÐÚÔȮɂɯÐÕɯ

Ledderose ed. (2015), 37. 
49 Thereafter, Gu Kaizhi (ca. 348-409 CE) took these terms from calligraphy theory and introduced them into 

the realm of painting theory. Two terms of critical terminology, refinement ( jing ) and marvels (miao ), 

are also found four times in On Painting by Gu Kaizhi. Bi Fei, Ɂ3ÏÌɯ2ÛÖÕÌɯ'àÔÕɯÈÕËɯ ÙÛɯ"ÙÐÛÐÊÐÚÔȮɂɯÐÕɯ

Ledderose ed. (2015), 37-38. 
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the Stone Hymn provides, it is safe to assume that the patrons and the anonymous 

composer of the Stone Hymn were most likely working together to develop the design 

and texts used to create the entire monument.  

Nonetheless, although we know the author of the Stone Hymn possessed 

considerable knowledge about the important features integral to ancient Chinese artistic 

ÔÖÕÜÔÌÕÛÚȮɯÞÌɯÚÛÐÓÓɯÏÈÝÌɯÕÖɯËÐÙÌÊÛɯÐÕÍÖÙÔÈÛÐÖÕɯÖÕɯÛÏÌɯ×ÈÛÙÖÕÚɀɯËÌÎÙÌÌɯÖÍɯliteracy or 

artistic tastes. Even so, it can be surmised that the prime donors, the Kuang brothers, 

must have had a high-level of knowledge about Chinese writing and artistic traditions, 

since they took great pride in being descendants of a renowned Han Chinese Prime 

Minister. We are able to obtain some insight into this area from Yan Zhitui ( 531-

595), who was one of a small number of elite Han Chinese officials during the Northern 

Qi period, and who gives us a crucial clue regarding the kind of educatio n the Kuang 

brothers likely received. I n his Family Instructions of the Yan Clan (  Yan shi 

jiaxun), Yan stresses that good education for children is of the utmost importance: self-

improvement is sanctioned in the Confucian tradition; and good education  preserves a 

ÍÈÔÐÓàɀÚɯÛÙÈËÐÛÐÖÕɯÖÍɯÓÌÈÙÕÐÕÎȮɯÞÏÐÊÏɯÛÏÌÕɯÏÌÓ×ÚɯÌÕÚÜÙÌɯÛÏÌɯÍÈÔÐÓàɀÚɯ×ÙÌÚÛÐÎÌɯÈÕËɯ

security.50 Such ideas on the importance of education were most likely shared in the 

circle of elite Han Chinese society members. Other Chinese artistic motives incorporated 

                                                      

50 Yan further elaborates the ways in which study of the ancients could teach children to fulfill duty toward 

their parents, the cruel to be humble, and the proud to be respectful. Dien (1962), 46-47. For the translation 

of the Family Instructions of the Yan Clan, see Ssu-yü Teng trans. (1968). 
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in the sutra carving at Mt. Tie, such as inviting a renown calligrapher to the site in order 

ÌÕÚÜÙÌɯÈɯÏÐÎÏɯØÜÈÓÐÛàɯÖÍɯÞÙÐÛÐÕÎɯÍÖÙɯÛÏÌÐÙɯÊÙÌÈÛÐÖÕɯÛÌÚÛÐÍÐÌÚɯÛÖɯÛÏÌɯËÖÕÖÙÚɀɯÏÐÎÏ-level of 

knowledge about elite Chinese culture. 

While earlier Buddhis t engravings at Mt. Hongding created in the 550s-560s were 

primarily made by monks, in the 570s, several lay practitioners financially supported the 

sutra carvings at several sites, including Mt. Tie. Who was attracted by the beautiful 

writing in the Buddh ist carvings, and to whom did t he aesthetic potential of the 

calligraphy appeal? We may be tempted to claim that the lay patrons of the Buddhist 

text carvings in Shandong were well -educated members of elite society who had the 

ability to read and comprehen d the inscriptions, and appreciate their beautiful writing. 

We might even further claim that most of them were probably elite members of Han 

Chinese society. In some locations, this proves to be true.51 However, despite the 

ÊÖÓÖ×ÏÖÕɀÚɯÌÔ×ÏÈÚÐÚɯÖÕɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÙÈÕÒÚɯÈÕËɯÚÛÈÛÜÚȮɯÐÛɯÐÚɯÐÔ×ÖÚÚÐÉÓÌɯÛÖɯËÌÛÌÙÔÐÕÌɯÛÏÌÐÙɯ

ethnicity or level of literacy. 52 It cannot be argued that most Buddhist carvings in 

Shandong were created by literate people or by Han Chinese elites, even though they 

were executed with fine Chinese character calligraphy in the traditional stele form. This 

                                                      

51 For example, it is known that the patrons at Mt. Tie were elite members of Han Chinese society. This 

pattern also is seen at Mt. Jian, where the elite Wei family and a Han Chinese official named Tang Yong 

ÚÜ××ÖÙÛÌËɯ!ÜËËÏÐÚÛɯÊÈÙÝÐÕÎÚȭɯ3ÏÌàɯÛÙÜÓàɯÚÌÌÔɯÛÖɯÏÈÝÌɯÈ××ÙÌÊÐÈÛÌËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɀÚɯÊÈÓÓÐÎÙÈ×Ïà, while at 

the same time, they also displayed Buddhist devotion.  
52 In early medieval China, there were relatively few peopl e who could read and comprehend the writings. 

And, a number of people were patrons of Buddhist art and had their support recorded in colophons, even 

though their ethnicity was non -Chinese. Abe (2011), 196ɬ198; McNair (2009), 231). It is said that there 

were some illiterate descendants of Han Chinese elites. Ssu-yü Teng trans. (1968), 25. 
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is due to the fact that during the fifth and sixth centuries, the non -Chinese who settled in 

China accepted and appropriated Chinse visual styles of representation, as well as 

Chinese customs, language, administrative structure. 53 

In fact, well -known visual elements of Chinese artistic traditions were employed 

ÌÝÌÕɯÉàɯɁÕÖÕ-"ÏÐÕÌÚÌɂɯ×ÌÖ×ÓÌɯËÜÙÐÕÎɯÛÏÌɯÌÕËɯÖÍɯÛÏÌɯÍÐÍÛÏɯÈÕËɯÌÈÙÓàɯÚÐßÛÏɯÊÌÕÛÜÙÐÌÚȭɯ%ÖÙɯ

instance, a number of stele forms adapted for inscriptions in a Buddhist shrine in the 

Guyang Cave at Longmen were donated by Yang Dayan  in ca. 504 CE (Figures 

95 and 96).54 As a prominent Northern Wei military leader, Yang came from Qiuchi in 

Ganxu Province and was of non-Han ethnicity. 55 8ÈÕÎɀÚɯËÌËÐÊÈÛÖÙà inscription, carved 

on the wall next to the image, is written in fine Chinese calligraphy, is laid out as a 

beautifully engraved Chinese stele, and includes a literary composition (Figure 96). 56 

Although the voice sounds like it was clearly his own, Yang c ould not have written the 

inscription himself since he was illiterate. 57 The dedication was therefore likely 

composed and written by a literate employee. The Yang stele is a good example of 

traditional Chinese artistic visual representaitons being used by a  non-Han Chinese 

illiterate patron.  

                                                      

53 Wong (2003), 107-108.  
54 For the Buddha shrine and the inscription, see Abe (2002a), 246-248; Wong (2003), 98; McNair (2007), 26-27. 
55 Yang Dayan was the grandson of Yang Nandang, a chief of the Di nationality. He was from Qiuchi. The 

Yang clan of Qiuchi was prominent among the Tibetan Di people, who had been settled in Gansu since 

the Han Dynasty and had adopted many aspects of Chinese culture, including Chinese surnames. For 

8ÈÕÎɀÚɯÖÙÐÎÐÕȮɯÚÌÌ Wong (2003), 98; Weiyuan Yao (1962), 342-346; McNair (2007), 27 and 184n64. 
56 For the inscription, McNair (2007), 27; Abe (2002a), 246-248. The inscription includes a defense of image-

making, a biography of the donor, and ÛÏÌɯËÖÕÖÙɀs loyalty to the state and the emperor.  
57 Weishu, ch. 73, 1636; Requoted from McNair (2007), 27. 
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Someone may suggest that the sutra carving at Mt. Tie might also have been 

made by non-Han Chinese illiterate people, if it were not for the Stone Hymn that 

proudly asserts the esteemed Han Chinese genealogy of its prime patrons, the Kuang 

brothers. It is worth noting that there is a huge difference between the carvings designed 

by non-Chinese people who were imitating Chinese visual representations at Mt. Tie, 

and those designed by the local Han Chinese Kuang brothers. The Han Chinese patrons 

at Mt. Tie not only followed the visual elements of Chinese traditional stele form, but 

also exhibited their knowledge of non -visual Chinese traditions, such as Chinese 

calligraphy connoisseurship and Chinese ancient, pre-Buddhist accomplishments.  

Significantly, it should be noted that the cultural and political circumstances in 

which Yang Dayan and the Kuang brothers were living were quite different. At the end 

ÖÍɯÛÏÌɯÍÐÍÛÏɯÊÌÕÛÜÙàȮɯ$Ô×ÌÙÖÙɯ7ÐÈÖÞÌÕɀÚɯȹ, 467-499, r. 471-499) of Northern Wei 

issued an edict that instituted a series of Sinicizing reforms, which included the 

mandated adoption of Chinese attire, language, rituals, and institutions. 58 In 494 CE, he 

relocated the Northern Wei capital from Pi ngcheng to Luoyang in central China. Shortly 

after Emperor Xiaowen relocated the Northern Wei capital to Luoyang, the excavation of 

cave-temples began at the Longmen site, south of the new capital. At the Guyang cave, 

                                                      

58 For sinicization, see Abe (2002a), 176-185. Because the Xianbei Northern Wei emperors thought Han 

Chinese culture was superior to their own, they formally a dopted Han Chinese cultural elements to 

strengthen and enhance their rule. For non-Han people, displaying aspects of Han Chinese culture was a 

sign of high culture, prestige, and value. But during Northern Qi period, this pattern was reversed, and 

was replaced by a renaissance of non-Han and multi -cultural hegemony.  
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where the earliest images are concentrated, a number of detailed inscriptions are 

beautifully engraved on traditional Chinese stele forms, which were craved in relief on 

ÛÏÌɯÞÈÓÓɀÚɯÚÜÙÍÈÊÌȭɯ,ÈÕàɯÖÍɯÛÏÌÔɯÞÌÙÌɯËÌËÐÊÈÛÌËɯÉàɯÔÌÔÉÌÙÚɯÖÍɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ6ÌÐɯ

imperial house or high officials. Employing v isual elements of Chinese representation 

ÞÈÚɯÔÖÚÛɯÓÐÒÌÓàɯÈÕɯÐÕËÐÊÈÛÐÖÕɯÖÍɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÚÐÕÐÊÐáÈÛÐÖÕɯÈÕËɯÊÜÓÛÜÙÈÓɯ×ÙÌÚÛÐÎÌȭɯ4ÕËÌÙɯ

the sinicization protocol, borrowing Chinese traditional forms into their Buddhist shrine 

or other creations were most likely w hat the non-Chinese patrons wanted to proudly 

display. However, the social and cultural circumstances of the Northern Qi people were 

nearly opposite. For a better appreciation of the Mt. Tie sutra engravings and their 

×ÈÛÙÖÕÚɀɯÎÖÈÓÚȮɯÞÌɯÚÏÖÜÓËɯÜÕËÌÙÚÛÈÕËɯÛhe political, social, and cultural circumstances of 

the Northern Qi, which will be discussed in next section.  

5.3 The Social and Cultural Circumstances the Kuang Family 
Confronted During the Northern Qi Period 

As previously noted, the Stone Hymn at Mt. Tie boastfully proclaims that the 

Kuang brothers with the great Han Chinese genealogy were the prime patrons for the 

monument there. For their creation, the brothers imported the artistic and cultural 

traditions of Han Chinese elite society, including the use  of the stele form, high-quality 

calligraphy, and the discourse of calligraphy connoisseurship. What drove the local Han 

Chinese Kuang brothers to create the sutra carving with such special visual and non-

visual devices? Significantly, the Stone Hymn narrative provides some key information 

about these patrons and their circumstances. Though the previous citation had omitted 
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several sentences from the middle of the text, the full citation on the main patrons of the 

Kuang family is provided below:    

There were the devout disciples of the Buddha Kuang Zhe and his  younger 

brothers Xian, [ .. ], Zu, and Zhen, descendants of the Han Prime Minister 

[Kuang] Heng, endowed with the excellent virtue bestowed by Heaven, 

outstanding in their heroic bearing. Knowing that  the vast hawsers of heaven 

ÏÈÝÌɯÓÖÕÎɯÉÌÌÕɯËÌÍÐÊÐÌÕÛɯÈÕËɯËÐÚÊÌÙÕÐÕÎɯÛÏÈÛɯÛÏÌɯÌÈÙÛÏɀÚɯ×ÐÝÖÛɯÐÚɯÕÌÈÙɯÊÖÓÓÈ×ÚÌȮɯ

and they sighed that yet the great blue sea also changes, and bemoaned that even 

Mount Tai falls . Consequently, they have embraced within their hearts the 

ÙÌÕÜÕÊÐÈÛÐÖÕɯÖÍɯÛÏÌɯÉÌÔÐÙÌËɯ×ÈÛÏÚɯÈÕËɯÛÏÌàɯÏÈÝÌɯȻȱȼɯÞÐÛÏÐÕɯÛÏÌÐÙɯÉÖÞÌÓÚɯÛÏÌɯ

acceptance of the pure body [of Buddhism].59 (emphasis mine) 

At this point in the exploration of the Northern Qi engravings, our focus must 

now turn to the political and cul tural circumstances that surrounded the Kuang brothers 

at the time they were designing and making their creation. The Stone Hymn, after 

naming them as the prominent patrons, identifies them as descendants of the Han Prime 

Minister Kuang Heng (fl. 48 -32 BCE). It further asserts that the Kuang brothers were 

born into an excellent lineage with greatness flowing in their very blood, by stating they 

were ɁÌÕËÖÞÌËɯÞÐÛÏɯÌßÊÌÓÓÌÕÛɯÝÐÙÛÜÌɯÉÌÚÛÖÞÌËɯÉàɯ'ÌÈÝÌÕɯÈÕËɯÞÈÚɯÖÜÛÚÛÈÕËÐÕÎɯÐÕɯÐÛÚɯ

ÏÌÙÖÐÊɯÉÌÈÙÐÕÎȭɂɯ3ÏÐÚɯÚÌÕÛÐÔÌÕÛɯdraws from the early Chinese belief that the king or 

                                                      

59 'ÈÙÙÐÚÛɯÛÙÈÕÚÓÈÛÌÚɯÛÏÌɯÓÈÚÛɯÚÌÕÛÌÕÊÌɯÖÍɯÛÏÐÚɯÊÐÛÈÛÐÖÕȮɯɁ3ÏÌÙÌÍÖÙÌȮɯÛÏÌàɯÏÈÝÌɯÌÔÉÙÈÊÌËɯÛÏÌɯËÌÚÐÙÌɯÛÖɯÙÌÕÖÜÕÊÌɯ

ÛÏÌɯÉÌÔÐÙÌËɯ×ÈÛÏɯÈÕËɯÊÖÓÓÌÊÛɯÐÕÛÖɯÛÏÌÔÚÌÓÝÌÚɯȻȱȼɯÛÏÌɯ×ÜÙÌɯÌÔÉÖËÐÔÌÕÛɯȹÖÍɯ!ÜËËÏÐÚÛɯÓaw). Harrist (2008), 

166. The original text is Ɂ     

          

          

 ȱȹÌÔ×ÏÈÚÐÚɯÔÐÕÌȺɂɯThe English translation is from Led derose ed. (2015), 160-162. 
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heaven granted surnames to those who possessed merits and virtues as a way of 

honoring their spiritual power. 60  

3ÏÌɯÚÌÕÛÌÕÊÌɯÛÏÈÛɯÍÖÓÓÖÞÚɯÛÏÐÚɯÛÙÐÉÜÛÌɯÛÖɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀɯÊÏÈÙÈÊÛÌÙÚɯÈÕËɯ

lineage, describes their grief and lament: ɁKnowing that the vast hawsers of heaven 

ÏÈÝÌɯÓÖÕÎɯÉÌÌÕɯËÌÍÐÊÐÌÕÛɯÈÕËɯËÐÚÊÌÙÕÐÕÎɯÛÏÈÛɯÛÏÌɯÌÈÙÛÏɀÚɯ×ÐÝÖÛɯÐÚɯÕÌÈÙɯÊÖÓÓÈ×ÚÌȮɯÈÕËɯÛÏÌàɯ

sighed that yet the great blue sea also changes, and bemoaned that even Mount Tai 

ÍÈÓÓÚȭɂ What is this grief and lament about? To what do these grim concerns refer? 

Previous studies of the Stone Hymn either interpret this in the context of a Buddhist 

reference to religious persecution or the decline of dharma,61 or simply provide a 

translation but no explanation.62 However, considering that the phrase describing the 

*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀɯÎÌÕÌÈÓÖÎàɯÐÚɯËÐÙÌÊÛÓàɯÍÖÓÓÖÞÌËɯÉàɯÛÏÌÚÌɯ×ÏÙÈÚÌÚȮɯÛÏÐÚɯÎÙÐÔɯËÌÚÊÙÐ×ÛÐÖÕɯÐÚɯ

most likely related to certain life circumstances that the Kuang family, with their great 

Han linage, had experienced. The Stone Hymn is silent about the exact difficulty the 

Kuang brothers confronted during the Northern Qi period. However, given that the 

*ÜÈÕÎɯÉÙÖÛÏÌÙÚɯÏÌÓËɯÕÖɯÖÍÍÐÊÐÈÓɯ×ÖÚÐÛÐÖÕÚȮɯÛÏÌɯ×ÏÙÈÚÌȮɯɁÛÏÌɯÝÈÚÛɯÏÈÞÚÌÙÚɯÖÍɯÏÌÈÝÌÕɯÏÈÝÌɯ

long been deÍÐÊÐÌÕÛȮɂɯÓÐÒÌÓàɯÔÌÈÕÚɯÛÏÈÛɯÛÏÌÐÙɯÎÙÌÈÛɯ'ÈÕɯÓÐÕÌÈÎÌɯÏÈËɯÕÖÛɯÚÌÙÝÌËɯÛÏÌÔɯÞÌÓÓɯ

ÐÕɯ-ÖÙÛÏÌÙÕɯ0ÐɯÚÖÊÐÌÛàȭɯ3ÏÌɯ×ÏÙÈÚÌȮɯɁÛÏÌɯÌÈÙÛÏɀÚɯ×ÐÝÖÛɯÐÚɯÕÌÈÙɯÊÖÓÓÈ×ÚÌȮɂɯ×ÙÌÚÜÔÈÉÓàɯ

                                                      

60 Xudong Hou (2010), 52-53. 
61 Harrist (2008), 166. 
62 +ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌ- (ÕÚÊÙÐ×ÛÐÖÕÚȯɯ'ÐÚÛÖÙÐÊÈÓɯ(ÕÚÊÙÐ×ÛÐÖÕÚɯ3ÐÌɯƖȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƔƝȭɯ 
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ÙÌÍÌÙÚɯÛÖɯÛÏÌɯÙÌÈÓÐÛàɯÛÏÈÛɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀɯÚÖÊÐÈÓɯÚÛÈÕËÈÙËÚɯÈÕËɯÙÜÓÌÚɯÞÌÙÌɯÕÖɯÓÖÕÎÌÙɯ

maintained in the larger dominant society.  

During the Northern Qi period, there appears to have been friction be tween the 

non-Chinese and Chinese members of society,63 and the favorable position was given to 

those who were non-Chinese. This is in part due to the Xianbei ethnicity of the royal Gao 

ÍÈÔÐÓàɯÖÍɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0Ðȭɯ3ÏÌÙÌɯÐÚɯÚÖÔÌɯÊÖÕÛÙÖÝÌÙÚàɯÈÉÖÜÛɯÛÏÌɯÖÙÐÎÐÕÚɯÖÍɯ&ÈÖɯ'ÜÈÕɀÚɯ

family, but scholars agree that the Gao family was of a Sinicized, non-Han lineage, most 

likely Xianbei. 64 Historical documents indicate  that ethnic tension between the non-Han 

Chinese, the majority of whom were Xianbei, and the Han Chinese began in the first half 

of the sixth century, 65 as the Northern Wei Dynasty gave way to the Eastern Wei, 

resulting in political and personal problems on  a significant scale.66 Gao Huan, the de 

facto ruler of the Eastern Wei,67 dedicated himself to consolidating the Eastern Wei state 

and instituted a number of policies to alleviate the suffering stemming from  ongoing 

                                                      

63 Numerous scholars, including Dien, Park Hanje, and some renowned Chinese historians, have indicated 

that ethnic frictions between the Xianbei and the Chinese ran through the Eastern Wei and Northern Qi 

periods, and finally led to the fall of the Northern Qi.  
64  While  the traditional account states that the Gao family was of Han-Chinese ethnic lineage, from the Gaos 

of Xiu , Bohai , Jennifer Holmgren demonstrates that the Gao family was not part of the well -

known Gao lineage in Bohai, but rather intentionally concocted a fictitious connection to the Gao Family 

in order to pro vide themselves with a respectable, Chinese-style genealogy to match those of the great 

clans of the northeastern aristocracy. Jennifer Holmgren (1981), 8; Jennifer Holmgren (1982), 2; Dien (2010), 

90n1; Hanje Park (1998), 147; Yiliang Zhou (1963), 135. FoÙɯÔÖÙÌɯÐÕÍÖÙÔÈÛÐÖÕɯÈÉÖÜÛɯÛÏÌɯ&ÈÖɯÍÈÔÐÓàɀÚɯ

lineage falsification, see Shigekuni Hamaguchi (1966), 726-727. For more information about the lineage 

falsification among families of Chinese origin, see Holmgren (1980), 1-16. 
65 These instances are too numerous to list in full in this dissertation. For more examples, see Holmgren, 

Ɂ2ÌÌËÚɯÖÍɯ,ÈËÕÌÚÚȮɂɯƕƕƖ-123. 
66 'ÖÓÔÎÙÌÕȮɯɁ%ÈÔÐÓàȮɯ,ÈÙÙÐÈÎÌɯÈÕËɯ/ÖÓÐÛÐÊÈÓɯ/ÖÞÌÙȮɂɯƘƔȭ 
67 The Northern Qi state was established by Gao Yang  in 550, although his father Gao Huan  was 

the real founder of Northern Qi as the de facto ruler of Eastern Wei. Dien (2010), 80-82.   
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wars.68 His efforts to reduce the friction  between the Chinese and the non-Han clan are 

well documented. 69 Despite such efforts, mutual antipathy and distrust was present 

throughout the period of the Eastern Wei ɭNorthern Qi. 70  

During the Northern Qi period, non -Chinese officials dominated the court , 

although a small number of Han Chinese court officials were present there. While the 

opportunity to obtain official posts was very limited for the Han Chinese, they were 

given some official court positions, mainly because Han Chinese courtiers were able to 

help the non-Han Chinese rulers construct and run a standard Chinese-style imperial 

court. At the time, this style of organization and administration was considered the 

optimal way to run an imperial court, regardless of whether or not the rulers were 

Chinese.71 However, even when present at court, most of the Han court officials held 

insecure positions. They might abruptly be sent out to provincial areas or even executed 

at the will of the throne or non -Chinese court officials.72 As Dien puts it, the Chinese at 

                                                      

68 Zizhi tongjian (Beijing: Guji chubanshe, 1956), 158.4909-10. 
69 Communicating in Xianbei with the Xianbei people and in Chinese with the Chinese people, Gao Huan 

tri ed to persuade the Xianbei and Chinese to respect each other. Zizhi tongjian 157.4882. Requoted from 

Dien (2000), 82 and Dien (1991), 54. 
70 Dien (2000), 82. This antipathy was partly because Gao Huan and his successors were virtually powerless 

to deal with  the friction and respected the Xianbei.  
71 Northern Qi emperors were consciously engaged in the construction o f Ɂa standard Sino/East Asian 

imperial court structure ȭɂɯ%ÖÙɯÛÏÌɯÌÔ×ÌÙÖÙÚȮɯÛhe Chinese-style imperial structure  had become an ethnically 

ȿecumenicalɀɯimperial model. Eisenberg (2008), 106-110. 
72 There were a series of frightful executions of Han Chinese officials by Northern Qi emperors and non -Han 

Chinese courtiers in the Northern Qi court. During the 550s and the beginning of the 560s, executions of 

Han-Chinese officials, including Du Bi  (d. 559), Gao Dezheng , and Yang Yin , took place 

most likely due to ethnic antipathy. They were all close advisor of Emperors and crucial figures that were 

ÕÌÌËÌËɯÛÖɯÌÍÍÌÊÛÐÝÌÓàɯÔÈÐÕÛÈÐÕɯÛÏÌɯÚÛÈÛÌɀÚɯÈËÔÐÕistration. Dien (1962a), 60-61; Dien (2010), 84; Hanje Park 

(1998), 128-129 and 137; Holmgren (1981), 120-123.  
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the court attained positions of high office and important responsibilities Ɂat the 

sufferance of the XianbeiȮɂ and Ɂany perceived threat to the preeminence of the Xianbei 

was dealt with in a ruthless fashionȭɂ73 In an instruction to his family, one o f the Han 

Chinese contemporaries of the Xianbei court, Yan Zhitui  (531-591), wrote about 

the anxiety and insecurity he experienced due to his status as a literate and  elite Han 

Chinese member of Northern Qi society.74 Yan Zhitui urged his descendants not to make 

sinecures of their posts. At the same time, he advised them not to aspire to the highest 

×ÖÚÛÚȮɯÍÖÙɯÛÏÌÚÌɯÞÌÙÌɯÚÖÜÙÊÌÚɯÖÍɯËÈÕÎÌÙɯÛÖɯÖÕÌÚÌÓÍɯÈÕËɯÖÕÌɀÚɯÍÈÔÐÓàȭɯ3ÏÐÚɯÈ××ÙÖÈÊÏɯÞÈÚɯ

most sensible given the dangers and uncertainties that lurked in the Northern Qi court 

for the Han Chinese people.75 

The insecure official lives of court officials who were Han Chinese was due to the 

cultural changes of Northern Qi society. While sixth century Northern Qi society viewed 

the Han Chinese people and culture wit h some suspicion, the opposite was true at the 

end of the Northern Wei (386-534 CE), when Chinese customs and language were highly 

respected under the sinicization protocol, promulgated by the Xianbei Emperor Xiaowen 

                                                      

73 Dien (1991), 59n83; Dien (2010), 82. 
74 Yan Zhitui, a Chinese scholar, was a descendant of Yan Han, a native of Linyi in modern-day Shandong 

Province, who had come south in 317 CE. Yan Zhitui served four different Chinese states including the 

Liang Dynasty in southern China, the Northern Qi and Northern Zhou Dynasties of northern China, and 

their successor state that reunified China, the Sui Dynasty. Yan Zhitui wrote house instructions for the 

heirs and descendants of his own family. Yan Zhutui wrote the book, The Yanshi Jiaxun (Family Instructions 

of the Yan Clan) ÍÖÙɯÏÐÚɯÍÈÔÐÓàɯÈÕËɯËÌÚÊÌÕËÈÕÛÚɯÈÕËɯÐÛɯÙÌÍÓÌÊÛÚɯÛÏÈÛɯËÈàɀÚɯÚÖÊÐÈÓɯÈÕËɯ×ÖÓÐÛÐÊÈÓɯÊÐÙÊumstances. 

The translation by Teng Ssuɬyü (1968) has been consulted.  
75 Dien (1962a), 63. Dien indicates that Yan, one of the founding fathers of the Academy, may well have felt 

the collapse of Qi and the dissolution of the Academy in 577 to be one of the deepest disappointments of 

his career.  



 

244 

(r. 471-99). The sinicization protocol  resulted in the prevalence of Chinese cultural 

elements in Northern Wei society, and many members of the Xianbei nobility became 

fully proficient in Chinese cultural traditions, and were at home among the leading 

Chinese families, without entirely abandon ing their own customs. However, in 523 CE, a 

rebellion broke out among the specialized military populations of the frontier regions, 

called the Rebellion of the Six Garrisons.76 Most of the soldiers were non-Han Chinese, 

and they complained about disparitie s of status and opportunity between the non -Han 

Chinese who remained in the frontier regions versus those who moved to the capital city 

Luoyang, and the disparities which the sinicization policy brought to the state.77 

Founded on the non-Han Chinese rebelliÖÕɀÚɯÔÐÓÐÛÈÙàɯ×ÖÞÌÙȮɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0ÐɯÙÜÓÌÙÚɯÈÕËɯ

high court officials, who also were predominantly non -Han Chinese, stopped showing 

overt respect for Han Chinese culture. The display of outward pride for the Chinese 

culture was no longer regarded as a sign of prestige as it had been before. Rather, the 

ɁÈÕÛÐ-"ÏÐÕÌÚÌɯÊÜÓÛÜÙÌɂɯÛÙÌÕËɯÉÌÊÈÔÌɯÞÐËÌÚ×ÙÌÈËɯÐÕɯÛÏÌɯÏÐÎÏɯÚÛÙÈÛÈɯÖÍɯÕÖÕ-Han Chinese 

society.78  Holmgren observes that tÏÌɯ-ÖÙÛÏÌÙÕɯ0ÐɀÚɯÍÐÙÚÛɯ$Ô×ÌÙÖÙȮɯ6ÌÕßÜÈÕȮɯ

maintained a mental balance between the Xianbei and the Chinese, which could have 

extended to all social strata until the end of the state.79 To non-Han Chinese elites, most 

                                                      

76 Dien (2010), 80.  
77 Scott Pearce et al. (2001), 7-8. 
78 Tsiang (2010), 49; Su Bai (2002), 55-ƙƚȭɯ3ÏÌɯɁÈÕÛÐ-"ÏÐÕÌÚÌɂɯÚÌÕÛÐÔÌÕÛɯÞÈÚɯÌÚ×ÌÊÐÈÓÓàɯ×ÙÌÝÈÓÌÕÛɯÙÌÎÈÙËÐÕÎɯ

the use of the Chinese language. Hanje Park (1998), 139. 
79 Holmgren (1981), 120. 
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of whom were warriors, Han Chinese culture seems to have connoted refinement and 

civilization, but because it gave prominence to li terary pursuits, it also was deemed 

feminine, timid and weak.  

Northern Qi culture has been characterized as the Xianbei cultureɀÚɯÙÌÕÈÐÚÚÈÕÊÌȮ80 

as well as the establishment of a foundation for multiculturalism. 81 During the Northern 

Qi period, the Xianbei culture reached its peak, and at the same time, a variety of outside 

cultures brought by foreigners appear to have been enjoyed by people from diverse 

ethnicities living together in Northern Qi society. In outlining Northern Qi culture, 

Katherine Tsiang claims the following:  

The Northern Qi nobility largely abandoned the rules of Chinese-style courtly 

protocol set in the late Northern Wei and reasserted their non-Han-Chinese 

identity and a pride  in their martial, horse -riding skills, mostly dressing in knee -

length tunics with narrow sleeves over trousers and boots. 82 (emphasis mine) 

However, this is not entirely accurate, since Northern Qi rulers continued to use 

Chinese-style political structures during their reigns. Although the Xianbei culture 

clearly seems to have flourished in this period, and affected the lives of contemporaries 

in various fields, Han Chinese culture still played an important role in society. The 

elements of Han Chinese culture that were maintained during the Northern Qi period 

                                                      

80 Dien (1991), 48-49. The events leading to the fall of the Northern Wei are described by Jenner (1981), 63-

102. 
81 Katherine Tsiang observes that many of the artistic developments of this period laid the foundations for 

the flour ishing international visual culture of succeeding centuries experienced during the Sui (581 -618 

CE) and Tang (618-907 CE) periods. Tsiang (2010), 48-51; Lingley (2014): 1-12.  
82 Tsiang (2010), 49.   
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included the move of Han-Wei stone Confucian classics to the Northern Qi capital city 

of Ye, the establishment of a number of Chinese-style formal court institutions, and the 

founding of a Chinese-style literary college.83 These series of actions indicate that the 

non-Han Northern Qi rulers and courtiers still upheld some of the rules of Chinese -style 

courtly protocol. However, the Xianbei rulers and high officials intended neither to act 

culturally Chinese, nor follow Confucian principles. The Northern Qi rulers and court 

officials retained limited Chinese organizational and cultural traditions only for the 

maintenance of the social order, and for displaying the political authority of the state. 84  

During the Northern Qi period, the anxiety of the Han Chinese elites ov er the 

insecurity of their official status appears to have been substantial for those who were 

ÈÊÛÐÝÌɯÈÛɯÊÖÜÙÛɯÐÕɯÛÏÌɯÊÈ×ÐÛÈÓɯÊÐÛàȮɯ8Ìȭɯ'ÖÞÌÝÌÙȮɯÛÏÌɯÊÖÜÙÛɯÖÍÍÐÊÐÈÓÚɀɯÈÕßÐÌÛàɯÖÝÌÙɯÊÖÜÙÛɯ

circumstances at Ye cannot be a reason why the local Han Chinese patrons in Shandong 

created the gigantic stele embellished with the elements of the Han Chinese artistic 

traditions of high elites, since none of the patrons at Mt. Tie were associated with the 

difficulties Han Chinese faced at court. Nonetheless, the language of the Stone Hymn 

ÌÝÐËÌÕÛÓàɯÌßÏÐÉÐÛÚɯÛÏÌɯ*ÜÈÕÎɯÉÙÖÛÏÌÙÚɀɯËÌÚ×ÈÐÙɯÖÝÌÙɯÛÏÌɯËÌÊÓÐÕÌɯÖÍɯÛÏÌÐÙɯÕÖÉÓÌɯÍÈÔÐÓàɀÚɯ

prestige, which seems similar to the anxiety of Han Chinese elites at Ye. 

Significantly, there is an important connection between the court and the 

                                                      

83 This college was called the Wenlin Academy, and it was established in early 573. A number of Chinese 

officials, such as Yan Zhitui , Wei Shou , Xiao Fang , and Yang Xiuzhi , participated in the 

activities of the Academy. Dien (1962b), 62-63. 
84 Tsiang (1996a), 252-253.  
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regional circumstances in Shandong. The high-ranking official, Tang Yong  (d. 581), 

sponsored a sutra carving at Mt. Jian, which is located inside the city of Zoucheng, very 

close to Mt. Tie (Figure 83). At Mt. Jian, Tang Yong worked with another local Han 

family, and together they had several Buddhist sutra texts and a Buddha name carved 

on its mountain surfaces. Notably, the Wei family members also proudly displayed that 

they were the descendants of the renowned Han Prime Minister , Wei Xian 

 (147-66 BCE) (Figure 64).85 Wei Xian was a real historical person, who came from 

Zou  (modern Zoucheng , Shandong), and was a learned scholar who rose to the 

position of Han Prime Minister ( chengxiang ) during the reign of Emperor Xuan 

( , r. 73-48 BCE).86 Interestingly, the main patrons of the Wei family at Mt. Jian had 

no official titles.  

(ÛɯÐÚɯÞÖÙÛÏÞÏÐÓÌɯÛÖɯ×ÖÐÕÛɯÖÜÛɯÛÏÈÛɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÓÚÖɯÞÈÚɯÛÏÌɯÓÌÈËÐÕÎɯÍÐÎÜÙÌɯÈÛɯ

this Mt. Jian site. He took on a variety of roles there, including that of the sutra donor , 

calligrapher, and sutra carving organizer. At this Mt. Jian site, Tang Yong  (d. 581) 

sponsored the 98-character passage from the Mañjusri PÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈ with his wife 

Lady Zhao ȭɯ3ÈÕÎɯ8ÖÕÎɯÈÕËɯÏÐÚɯÞÐÍÌɀÚɯÕÈÔÌɯÈ××ÌÈÙɯÈÛɯÈɯÚÌ×ÈÙÈÛÌɯÊÖÓÖ×ÏÖÕɯÓÖÊÈÛÌËɯ

below the most detailed colophon to the lower right of the 98 -character passage from the 

Mañjusri PÙÈÑęê×êÙÈÔÐÛêɯ2ľÛÙÈȭ The colophon refers to them as sutra donors who were the 

                                                      

85 Takuma (2003), 187. 
86 For Wei Xian, see Michael Loewe (2000), 577-578; David R. Knechtges and Taiping Chang eds. (2010), 

1304; Luo Wei ed. (1996), 138-140. 
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ɁÛÏÌɯ(Ô×ÌÙÐÈÓɯ2ÌÊÙÌÛÈÙÐÈÛɯÈÕËɯ*ÐÕÎɯÖÍɯ)ÐÕÊÏÈÕÎɯ"ÖÔÔÈÕËÌÙɯ3ÈÕÎɯ8ÖÕÎɯÈÕËɯÛÏÌɯØÜÌÌÕɯ

9ÏÈÖɂɯȹ%ÐÎÜÙÌɯƝƛȺȭ87 

While the carvings at Mt. Jian were co-sponsored by Tang Yong, the local Han 

"ÏÐÕÌÚÌɯ6ÌÐɯÍÈÔÐÓàɯÔÌÔÉÌÙÚȮɯÈÕËɯ2ÌÕÎɀÈÕɯ#ÈÖàÐȮɯÛhe exact nature of the relationship 

between the Wei family and Tang Yong is unknown. It is known that in 568 -572 CE, 

before his patronage at Mt. Jian, Tang Yong had commissioned lengthy sutra texts to be 

carved at the South Cave in Northern Xiangtangshan (Figures 26~28). As discussed in 

chapter two, the selection of the Bojing as the sutra text can be interpreted as indication 

ÖÍɯ3ÈÕÎɯ8ÖÕÎɀÚɯÊÖÔ×ÓÈÐÕÛɯÞÐÛÏɯÊÖÕÛÌÔ×ÖÙÈÙàɯ×ÖÓÐÛÐÊÈÓɯÊÐÙÊÜÔÚtances and competition 

with his political non -Han Chinese rivals.88 With his previous experience of being 

suddenly impeached by censorial officials and having his name removed from the 

ÊÖÜÙÛÐÌÙÚɀɯÙÌÎÐÚÛÌÙɯÚÖÔÌÛÐÔÌɯÈÛɯÛÏÌɯÌÕËɯÖÍɯÛÏÌɯƙƚƔÚɯÖÙɯÌÈÙÓàɯƙƛƔÚȮɯ3ÈÕÎɯYong could easily 

have empathized with a local Han family, who held a great linage, but held no official 

posts during the Northern Qi period. It is possible to imagine that they likely had similar 

social and cultural opinions, and shared some mutual socio-political, cultural, and 

religious perspectives. Also, with the act of sutra carving itself, T ang Yong likely 

                                                      

87 The colophon with the names of Tang Yong and Lady Zhao also names two more couples that it identifies 

as donors: Chen Demao  and his wife Fan , and Chen Dexin  and his wife,  Dong . 

Takuma (2003), 187; Tsai, 2012, 142. While the inscription does not provide the specific details of their 

sponsorship, the location indicates that they sponsored the Mañjusri Sľtra. Currently the c olophon reads, 

Ɂ ( ) / ɞɞ ɞɞ/ ɞɞɞ .ɂ Sili Wang and Lai Fei (1991), 13; 

Xinli Hu (1991), 254; Lai Fei (2003), 113-114; Lai Fei (2004), 137; Lai Fei (2007), 85-86. In addition , the 

names of six nuns are listed: Famen, Fali, Huiming, Faxi, Jina, Shanzhu. Ɂ ?

,ɂ Lai Fei (2007), 88-89; Takuma (2003), 187. What they contributed to the site is uncertain.  
88 Zhenfa Xie (2006), 377-380; Haijuan Chen makes a similar observation. Haijuan Chen (2006), 53. 



 

249 

provided the local renowned Han Chinese at Xiangtangshan with a way to express their 

cultural, social, and religious ideas. Being of same Han ethnicity and living in Northern 

Qi society, in which the social and cultural atmosphere was not favorable to the Han 

Chinese, likely resulted in some level of cooperation and mutual support. Four years 

later, in 579 CE, Tang Yong was absent, but another renowned local Han Chinese Kuang 

ÍÈÔÐÓàɯÞÖÙÒÌËɯÞÐÛÏɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÛɯ,Ûȭɯ3ÐÌȮɯÈÕËɯÚ×ÖÕÚÖÙÌËɯÈɯÚÜÛÙÈɯÊÈÙÝÐÕÎɯÖÕɯÈÕɯÌÝÌÕɯ

more ambitious scale. Although Tang Yong and the Kuang brothers were not connected 

ËÐÙÌÊÛÓàȮɯÖÛÏÌÙɯÛÏÈÕɯÛÏÙÖÜÎÏɯÏÐÙÐÕÎɯ2ÌÕÎɀÈÕɯ#ÈÖàÐɯÈÚɯÛÏÌɯÊÈlligrapher for their respective 

projects, the local Han Chinese Kuang family and Tang Yong could have similar views 

of the circumstances at court or the use of sutra carving as a means of displaying their 

social, cultural, and religious ideas. 

5.4 Visual Rhetoric of Han Chinese Identity and Cultural Pride 

At this point, we now get to the most important question: What did the patrons 

hope to claim through their creation at Mt. Tie? My suggestion is that the elite patrons 

wished to declare the cultural magnif icence and superiority of the Han Chinese. They 

did it by intentionally employing very Han Chinese traditions, such as using beautiful 

and elegant Chinese calligraphy, appropriating the traditional stele form, and 

developing calligraphy connoisseurship. Du ring the Northern Qi period, Han Chinese 

customs and artistic traditions were utilized by non -Han Chinese rulers and court 

ÖÍÍÐÊÐÈÓÚɯÈÚɯÈɯ×ÙÈÊÛÐÊÈÓɯÔÈÛÛÌÙɯÈÕËɯ×ÖÚÚÐÉÓàɯÛÖɯÊÓÈÐÔɯÛÏÌɯÚÛÈÛÌɀÚɯÖÙÛÏÖËÖßàȭɯɯ'ÖÞÌÝÌÙȮɯ
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these cultural elements were not respected in and of themselves, nor were they enjoyed 

or appreciated on a purely aesthetic level. 

The patrons did not, and probably could not, express themselves directly at the 

time of the carving, as this would be dangerous for them and their families. Instead, the 

HÈÕɯ"ÏÐÕÌÚÌɯÌÓÐÛÌɯ×ÈÛÙÖÕÚɯÜÚÌËɯÔÌÛÈ×ÏÖÙÚɯÛÖɯÝÖÐÊÌɯÛÏÌÐÙɯÓÈÔÌÕÛɯÈÛɯÓÐÍÌɀÚɯÎÙÐÔɯ

circumstances, expressed through the symbolic and formal visual codes of the Han 

Chinese tradition. The intent of this monument, which provided a mode of self -

representation for a member of an elite Han family, was likely to serve as a special 

ÔÖÕÜÔÌÕÛɯÖÍɯɁ"ÏÐÕÌÚÌÕÌÚÚȮɂɯËÜÙÐÕÎɯÈɯ×ÌÙÐÖËɯÞÏÌÕɯÔÜÓÛÐÊÜÓÛÜÙÈÓÐÚÔɯÈÕËɯÛÏÌɯ7ÐÈÕÉÌÐɯ

visual culture in particular were prevalent. Even  for many contemporaries, most of 

whom were likely illiterate  and could not have comprehended and appreciated the 

entire meaning of the sutra or the Stone Hymn texts, the blatant and flamboyant use of 

the traditional Chinese practice of representation, and the commemoration of illustrious 

virtues and merits in a spectacular and gigantic stele form on Mt. Tie, made their 

message clear.  

3ÖɯËÈÛÌȮɯÔÈÕàɯÚÊÏÖÓÈÙÚɯÏÈÝÌɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯÛÏÌɯËÖÕÖÙÚɀɯÔÈÐÕɯÊÖÕÊÌÙÕɯÞÈÚɯ

directly related to Buddhism. They believe that the ×ÈÛÙÖÕÚɀɯËÌÚÐÙÌ to transmit and 

preserve the sutra text on carved stone was connected to the decline of Buddhism (mofa). 

The bemoaning of the dire state of the world by the 2ÛÖÕÌɯ'àÔÕɀÚɯauthor has been 
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interpreted as a commentary on the decline of Buddhism.89 Additionally, Ledderose 

attends to the fact that the Mt. Tie Buddhist engravings were completed in 579 when the 

persecution of Buddhism by Emperor Wu of Northern Zhou had come to an end, 90 

stating that the monument at Mt. Tie heralded the triumph of Buddhism over its 

persecution.91 

However, this dissertation suggests that the message the Stone Hymn is trying to 

ÛÌÓÓɯÈÚɯÈÉÖÜÛɯÐÛÚɯ×ÈÛÙÖÕÚɀɯÞÐÚÏÌÚɯÍÖÙɯÐÛÚɯÊÙÌÈÛÐÖÕɯÊÖÜÓËɯÉÌɯÉÌÛÛÌÙɯÜÕËÌÙÚÛÖÖËȮɯÞÏÌÕɯ×ÓÈÊÌËɯ

ÞÐÛÏÐÕɯÛÏÌɯÊÖÕÛÌßÛɯÖÍɯÛÏÌɯ-ÖÙÛÏÌÙÕɯ0ÐɀÚɯÚÖÊÐÌÛàɯÖÍɯÛÏÈÛɯÛÐÔÌȭɯ6ÏÈÛɯÛÏÌɯ×ÈÛÙÖÕÚɯÈÕËɯÛÏÌɯ

author bemoaned in the Stone Hymn was likely the Northern Qi society in which Han 

Chinese culture, customs and virtues were not respected, and in which Han Chinese 

elites could not feel secure about their social and political circumstances. The year of 579 

CE, when the carving at Mt. Tie was completed, was also the year when the Northern Qi 

Dynasty was defeated by Northern Zhou. Thus the monument represents a symbol of 

the triumph for traditional Han Chinese culture over the non -Han culture, which was at 

its peak during the Northern Qi  period.  

The city of Zoucheng, where Mt. Tie is located, has been honored as being the 

hometown of Mencius  (372-289 BCE), one of the founding fathers of Confucianism. 

                                                      

89 +ÌËËÌÙÖÚÌȮɯɁ,ÖÜÕÛɯ3ÐÌ-Inscription Úȯɯ'ÐÚÛÖÙÐÊÈÓɯ(ÕÚÊÙÐ×ÛÐÖÕÚɯ3ÐÌɯƖȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯƕƕƔ-111. 
90 The persecution was promulgated in Northern Zhou on June 21, 574, and it was extended to the Northern 

Qi in the spring of 577 when the Northern Zhou conquered the Northern Qi territory.  The persecution 

ÌÕËÌËɯÚÖÖÕɯÈÍÛÌÙɯÛÏÌɯËÌÔÐÚÌɯÖÍɯ$Ô×ÌÙÖÙɯ6ÜɯÐÕɯ)ÜÕÌɯƖƕȮɯƙƛƜȭɯ+ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ

Shandongɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƖƝ-30. 
91 +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯ2ÜÛÙÈÚɯÐÕɯ2ÏÈÕËÖÕÎɬThe Cultural  %ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖse ed. (2014), 30. 
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Only 20 kilometers to the north lies Qufu , the cradle of Confucianism in China, 

where Confucius  lived and is buried. 92 +ÌËËÌÙÖÚÌɯÕÖÛÌÚɯÛÏÈÛɯɁÛÏÌɯ!ÜËËÏÐÚÛÚɯ

symbolically invaded the Confucia n heartland with their cliff writings and made a 

ÝÐÚÐÉÓÌɯÊÓÈÐÔɯÛÏÈÛɯÛÏÌÐÙɯÊÙÌÌËɯÞÈÚɯÕÖÞɯÖÝÌÙÛÈÒÐÕÎɯ"ÖÕÍÜÊÐÈÕɯÐËÌÖÓÖÎàɂɯÐÕɯÛÏÌɯÈÙÌÈÚɯ

around Zoucheng.93 3ÏÐÚɯÐÚɯÈɯÚÜÎÎÌÚÛÐÝÌɯÖ×ÐÕÐÖÕȮɯÉÜÛɯÐÛɯÐÚɯÜÕÓÐÒÌÓàɯÛÏÈÛɯÛÏÌɯ×ÈÛÙÖÕÚɀɯÔÈÐÕɯ

intention was involved with the co mpetition between Buddhism and Confucianism. My 

observation is quite the contrary to that of Ledderose. At the center of Confucianism, 

Buddhist engravings came to lose their original traits. It appears that during the Han 

Dynasty, Confucian art was, in fact, overtaking Buddhist art, and transforming it into a 

traditional Confucian artistic style. T he traditions of Confucianism and the Han Chinese 

culture both seem to have greatly impacted the Buddhist engravings at Mt. Tie. The 

patrons for the Mt. Tie carvi ng, as descendants of an eminent ancestor, were most likely 

well -educated and well-versed in Chinese tradition and Confucian teachings.  

Similarly, investigating the calligraphy connoisseurship at the Stone Hymn, 

Harrist brilliantly argues that the Stone Hymn text was intended to enhance the value of 

the sutra inscription, and it did so by importing the discourse of calligraphy 

ÊÖÕÕÖÐÚÚÌÜÙÚÏÐ×ɯÈÕËɯÈÌÚÛÏÌÛÐÊɯÌÝÈÓÜÈÛÐÖÕɯÐÕÛÖɯÛÏÌɯËÖÔÈÐÕɯÖÍɯ!ÜËËÏÐÚÛɯËÌÝÖÛÐÖÕÈÓɯÈÙÛȭɂ94 

However, from a different perspective, my su ggestion is that the discourse of 

                                                      

92 Harrist (2008), 162.   
93 +ÌËËÌÙÖÚÌȮɯɁ!ÜËËÏÐÚÛɯ2ÛÖÕÌɯSutras in Shandongɬ3ÏÌɯ"ÜÓÛÜÙÈÓɯ%ÈÉÙÐÊȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƘȺȮɯƖƔȭ 
94 Harrist (2008), 196. 
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calligraphy connoisseurship and aesthetic evaluation were not imported into the domain 

of Buddhist devotional art. Rather, the Buddhist sutra texts were imported into the 

domain of Chinese or Confucian traditional art, as a way to illuminate both the text and 

the formal visual artistic elements. What was represented at Mt. Tie was the very 

Chinese traditional stele form, elegant calligraphy, and the discourse of calligraphy 

connoisseurship and aesthetic evaluation, all of which belong to Chinese artistic 

traditions.  

This is not to say that Buddhism was not as important as Chinese Confucian 

cultural traditions at the time of the creation of the Mt. Tie carving. At Mt. Tie, the 

patrons do not clarify their actual wishes, but i t was likely a combination of both their 

hope to attain the Bodhi mind of Buddhism, and a declaration of their Han Chinese 

authority and cultural pride. While the patrons were immersed in the Chinese 

traditional culture and Confucian teachings, they at the  same time embraced 

Buddhism. 95 Having wished to proclaim Han -Chinese culture and attain the Bodhi mind, 

they appear to have set their minds on the Unsurpassed Correct Perfect Enlightenment. 

%ÙÖÔɯÛÏÐÚȮɯÐÛɯÐÚɯÊÓÌÈÙɯÛÏÈÛɯÛÏÌɯ,Ûȭɯ3ÐÌɯ×ÈÛÙÖÕÚɯÞÌÙÌɯÊÓÌÈÙÓàɯɁËÌÝÖut disciples of the 

!ÜËËÏÈȮɂɯÈÕËɯÛÏÈÛɯÛÏÌàɯÌÔÉÙÈÊÌËɯÛÏÌɯ!ÜËËÏÐÚÛɯÍÈÐÛÏȭ96 The sutra text chosen for carving 

at Mt. Tie gives a comprehensive description of the unfolding of the Buddhist path 

                                                      

95 During the sixth century CE, there were a large number of Confucians who embraced Buddhi sm. See, 

Dien (1962a); Tadao Yoshikawa (2000), 427-455. 
96 Ledderose ed. (2015), 160. 
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according to the practice set forth by the Mahayana bodhisattva.97 In the sutra, the 

!ÜËËÏÈɯ×ÖÚÌÚɯÖÕÓàɯÖÕÌɯØÜÌÚÛÐÖÕȭɯɁ6ÏÈÛɯÐÚɯÕÈÔÌËɯ×ÐÌÙÊÐÕÎɯÛÏÌɯ!ÖËÏÐɯÔÐÕËȳɂɯ(Õɯ

answering this question, the Buddha unfolds the path to awakening from beginning to 

end for the reader. The text ends with the affirmation that this teaching of t he Buddha 

has caused innumerable beings to embark on the bodhisattva path. The Stone Hymn 

ÙÌ×ÌÈÛÚɯÛÏÌɯÓÈÚÛɯÚÌÊÛÐÖÕɯÖÍɯÛÏÌɯÚÜÛÙÈɯÊÈÙÝÐÕÎȮɯɁÛÞÌÓÝÌɯÕÈàÜÛÈɯÖÍɯÉÌÐÕÎÚɯ×ÜÛɯÍÖÙÛÏɯÛÏÌɯ!ÖËÏÐɯ

mind, and sixteen thousand gods attained the Acceptance that Dharmas are Without 

!ÐÙÛÏȭɂ98 This may have been in part the hope and motivation of the donors who initiated 

the grand carving project of this sutra passage. 

 

 

 

 

 

 

 

 

                                                      

97 %ÖÙɯÛÏÌɯÚÜÛÙÈɯÊÈÙÝÐÕÎȮɯÚÌÌɯ"ÓÈÜËÐÈɯ6ÌÕáÌÓȮɯɁ,ÖÜÕÛɯ3ÐÌ-(ÕÚÊÙÐ×ÛÐÖÕȯɯ2ÜÛÙÈɯ/ÈÚÚÈÎÌȮɂɯÐÕɯ+ÌËËÌÙÖÚÌɯÌËȭɯȹƖƔƕƙȺȮɯ

106-109. 
98 Ledderose ed. (2015), 161 and 165. 
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Figures 

 

CHAPTER 1: Introduction  

 

Figure 1: Map of Buddhist stone inscript ion sites in Shandong Province (After Ledderose 

ed. (2014): front page). 
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Figure 2: Map of Mt. Sili and other sites around Lake Dongping . 
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Figure 3: General View of the summit of Mt. Sili as seen from the south (Photo taken by 

Jungmin Ha in 2012). 
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Figure 4: The right lower corner on the south side of the eastern boulder (Photo taken by 

Jungmin Ha in 2012). 
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Figure 5: The remaining portion of s utra carving at the upper center, and the votive 

inscription and image added in 561 CE on the right (Photo taken by Jungmin Ha in 2012). 

 

Figure 6: An ink and paper rubbing on the same spot as identified in Figure 5. The 

remainin g portion of the sutra text is in the middle, and a votive inscription and image 

added in 561 CE can be seen on the right. To the left of the red rectangle is a votive 

inscription from the 11th century (After Ledderose ed. (2014): p. 408, fig. 174). 
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Figure 7: Detail of Figure 5. The right top corner of Figure 5. Votive image and its 

inscription dated 561 CE (Photo taken by Jungmin Ha in 2012). 
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CHAPTER 2: Buddhist Artworks Designed for the Diverse Goals of 

Northern Qi Patrons  
 

 

Figure 8: Territory held by the Northern Qi Dynasty (550-577 CE) (After Lin (2014): 58). 
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Figure 9: Northern Xiangtangshan site at halfway up a mountainside. From the left to 

right respectively, the N orth, Middle, and South Caves at the Northern Xiangtangshan 

(Photo taken by Jungmin Ha in 2012). 

 

Figure 10: The façade of the North Cave at the Northern Xiangtangshan (Photo taken by 

Jungmin Ha in 2012). 
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Figure 11: Plan of the three Northern Xiangtangshan caves (After Steinhardt (2010): 61). 

 

 

Figure 12: Buddhas at the front (west) face and south side of the central pillar (from left 

to right), North Cave at Northern Xiangtangsh an (Photo taken by Jungmin Ha in 2012). 
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Figure 13: Stupa façade of the South Cave at the Northern Xiangtangshan (Photo taken 

by Jungmin Ha in 2012). 

 

Figure 14: Stupa-shaped niches on the north wall of North Cave. The original images in 

the niches are missing and the 20th century Buddha images were placed in the stupa-

shaped niches (Photo Taken by Jungmin Ha in 2012). 
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Figure 15: Gigantic Buddha carved on Mt. Meng at the former Kaihua Monastery site, 

Taiyuan, Shanxi Province. After 551 CE. The height of the body of the Buddha measures 

approximately 30 meters. The head was replaced in 2008, 12 meters high (Photo taken by 

Jungmin Ha in 2012).
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Figure 16: Front façade of Xiaonanhai Central Cave, Anyang, Henan. 550-560 CE (Photo 

taken by Jungmin Ha in 2012). 

 

Figure 17: Diagram for the sutra engraving, Xiaonanhai Central Cave. The numbered 

areas contain the following inscriptions: (A fter Sunkyung Kim (2011): 122, fig. 1A). 

(1) Dedicatory inscription;  

(2) Hymn on the AvataἴÚÈÒÈɯ2ľÛÙÈ;  

ȹƗȺɯ3ÏÌɯɁ2ÈÎÌÓàɯ/ÙÈÊÛÐÊÌɂɯÊÏÈ×ÛÌÙɯȹShengxing pin ) from the -ÐÙÝêἶÈɯ2ľÛÙÈ;  

ȹƘȺɯ3ÏÌɯɁ/ÜÙÌɯ"ÖÕËÜÊÛɂɯÊÏÈ×ÛÌÙɯȹFangxingpin ) from the -ÐÙÝêἶÈɯ2ľÛÙÈȭ 
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Figure 18: Interior of Xiaonanhai Central Cave. All the heads of the statues have been 

chiseled away (Photo taken by Jungmin Ha in 2012). 
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Figure 19: Two Buddhist steles at the Baoshan Temple site. The right stele was the one 

that was sponsored by Lou Rui (Photo taken by Jungmin Ha in 2012). 
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Figure 20: The stele bearing ÈÕɯÌÕÎÙÈÝÐÕÎɯÖÍɯÛÏÌɯÚÐßÛÏɯÊÏÈ×ÛÌÙɯɁPusa minnan pinɂɯ

ȹ"ÏÈ×ÛÌÙɯÖÕɯ!ÖËÏÐÚÈÛÛÝÈɯ"ÓÈÙÐÍàÐÕÎɯÛÏÌɯ3ÙÜÛÏȺɂɯÖÍɯÛÏÌɯAvataẐÚÈÒÈɯ2ľÛÙÈ, created under 

the sponsorship of Lou Rui. Limestone, 230 centimeters in height, 98 centimeters in 

width, and 28 centimeters in depth (Photo taken by Jungmin Ha in 2012). 
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Figure 21: Detail of Figure 20, the Buddha triad shrine at the center of the upper part of 

the stele. The shrine is 27.5 centimeter in height, and 21 centimeters in width (Photo 

taken by Jungmin Ha in 2012). 
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Figure 22: View of exterior of Caves 1 through 6, Southern Xiangtangshan, near Handan, 

Hebei. Cave 2 is to the left and Cave 1 to the right. The Ɂ%ÜÚÏÈÕɯ"ÈÝÌÚɯ2ÛÌÓÌɂɯÐÚɯÈÛ both 

sides of the gate of Cave 2 (After Tsiang ed. (2010): 40, fig. 20). 

 

Figure 23: Site plan of the Southern Xiangtangshan Caves. Caves 1-7 are arranged on 

two levels: Caves 1 and 2 are on the lower level; Cave 3 above Cave 1; Caves 4, 5, and 6 

above Cave 2. Cave 7 has no cave below it (After Lin (2014): 74, fig. 2.5). 



 

 

321 

 

Figure 24: Buddhist shrines at the southeastern side of the Southern Xiangtangshan site, 

560s (After Tejima Isshin (2013b): 29, pl. 4). 

 

 

Figure 25: Line-drawing of F igure 24 (After Lintang Zhang and Peilan Xu (2005): 62, pl. 

1). 


























































































































