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Painting and Living:
A Study of Setsu (i) in Tanomura Chikuden*

Yukitada SHIMAMURA

Abstract

This paper examines the relationship between the painting theory and way of life of the late
Edo-period literatus painter Tanomura Chikuden (FHAEFITH, 1777-1835) through the concept
of setsu (f11). In this paper, I first analyze Chikuden’s usage of setsu in Jigadaigo (HHiHzE) and
clarify its various interpretations. Then, I contextualize setsu within Chikuden’s painting theory
by examining its antonym, ko (I.), as discussed in Sanchujinjozetsu (1lI'h A#ET). Further-
more, I will argue that sefsu is not merely a technical concept related to painting but is deeply con-
nected to Chikuden’s way of life, particularly influenced by Tao Yuanming (FiiiHH, 365-427).
By reconsidering sefsu as a fundamental principle that integrates both artistic practice and way
of life, this paper reevaluates its significance within Chikuden.
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Introduction

Once, there was a painter who, perhaps feeling uncomfortable in the Japanese art world,
went to the United States in search of a new beginning. His name was Hasegawa Saburo
(EAN =B, 1906-1957), known as a pioneer of Japanese abstract painting. Although not
widely recognized, he wrote a remarkable essay about literati painters titled “Life to Paint:
Nanga and Modern Time (i < 72 DI1THz & % —FFH S HIfL)” (1951). This essay was writ-
ten during a period when Hasegawa, having met one of his best friends, Isamu Noguchi

* This paper is based on the presentation “Rethinking the Theory of Literati Painting by Tanomura
Chikuden: About Relationships between ‘Setsu ()’ and Other Key Concepts” at the 72nd Annual
Conference of the Japanese Society for Aesthetics, held on October 9, 2021, and is supported by JSPS
KAKENHI Grant Numbers 21K00241 and 23KJ2143.
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(1904-1988), was focusing on creating works using black ink (£). At the beginning of the
essay, he asks, “Does a painter paint to live, or live to paint?” He suggests that those who
paint to live become artisans, focusing on skills and techniques. However, Hasegawa de-
clares, “Let us live to paint,” because that is the path to being free or avant-garde. However,
such a way of life is often accompanied by becoming “losers (% {3 : it seems that this
word is connected to setsu, which will be explained later)” in the real world. Among those
figures, Tanomura Chikuden (HEEAIYTH), the subject of this paper, was also included.

Tanomura Chikuden was born in 1777 in the Bungo Oka domain (2 #f). His father
served as the domain physician, but Chikuden himself did not pursue a career in medicine
because of health issues, particularly of his eyes. Instead, he became a teacher at Yuigaku-
kan (H“£8E : the domain school) in 1798. From 1811 to 1812, there was a major uprising
centered on the Oka domain. In response to this incident, Chikuden submitted a proposal
to the domain advocating for political reform, but it was never accepted. Chikuden, who had
always longed for a life of seclusion, likely decided to retire after this incident. He resigned
from Yuigakukan and entered a life of seclusion, leading an elegant lifestyle focused on paint-
ing, poetry, the tea ceremony, and travel until his death in 1835 at the residence of the Oka
domain in Osaka.

Chikuden was not only an outstanding painter but also an excellent theorist and critic of
literati paintings. Chikuden’s Sanchujinjozetsu (1114 Af#7 : the book containing his theory
of literati painting, 1834) has been regarded as one of the best books about literati painting
theory in Japan. However, Chikuden’s views of literati painting cannot be understood by read-
ing the book alone. It is also necessary to read and understand the inscriptions (¥ : Chi-
nese classical texts or poems written on paintings) in his Jigadaigo (H IH i 3% : anthology
of Chikuden’s inscriptions, 1839) and other works, for Chikuden often expressed his
thoughts on these. The sefsu that is the subject of this paper is mainly found in his inscrip-
tions.

The concept of setsu (i) has already been discussed in several previous studies, including
Sasaki Gozo’s Chikuden (1970), as a key term essential for elucidating Chikuden’s view of
painting. In those studies, it was first questioned whether setsu indicates humility or self-con-
fidence. However, its interpretation has not yet been defined. Thus, in contrast to preceding
research, this paper refrains from defining the meaning of setsu, as I think that its diverse in-
terpretations arise from varying contexts or frequently ambiguous connotations. I accord-
ingly investigate why Chikuden emphasized this concept.

Valuable references for this purpose are Kuroda Taizo’s “Tanomura Chikuden’s ‘Setsu’”
(1998) and Ishikawa Chikako’s “Tanomura Chikuden’s ‘Setsu’ in his painting theory” (1993).
According to them, by using the concept of setsu, Chikuden was able to see his own works
objectively and to develop his own unique expression.

A more important point for this study was raised in Sugimoto Yoshihisa’s The Paintings
of the Samurai (2020). Sugimoto states, “Chikuden regarded the sincere expression of ‘emo-
tion (1)’ as the foremost requirement for excellent works, viewing ‘setsu’ as an essential
condition for expressing ‘emotion’, and thus adhered to a lifestyle devoid of pursuit for fame
and fortune” (p. 454). I consider this observation extremely important because the creative
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activity of the literati included not only the production of paintings, but also Chinese poetry
and other art works, as well as the way of life of the literati themselves. However, Sugimoto
does not explore this point in detail in his book. Nevertheless, there are quite a few hints
in Chikuden’s remaining works that prompt consideration of this issue. Therefore, in this
paper, I will examine these works and then proceed to analyze the relationship between
Chikuden’s way of life and the concept of sefsu.

The remainder of this paper is organized as follows: In the next section, I will examine
some inscriptions found in Jigadaigo and confirm how Chikuden used setsu. In the following
section, I will focus on Sanchujinjozetsu and discuss the significance of sefsu in his theory of
painting. In the final section, I verify that sefsu was a concept deeply connected to not only
his theory of painting but also his way of life.

1. Chikuden’s use of setsx in his inscriptions

Regarding Chikuden’s frequent use of setsu, Shinozaki Shochiku (&IR/Nrr, 1781-1851),
a Confucian scholar from Osaka of the same generation, wrote the following in the preface
to the second part of Jigadaigo.

PRI\ TR LB A RG> 1 <8 4 7 oK oo o E RO i) ) ASBE RS A i AR I L TH
PR AR A R A i LUy AL =25 B BT 2 Gtk A B 2 465 F s EEK — 4~ LA an
Faby AH BRI iy 5 A% 55 2 WENTANGE AN A 88 R — R E A n[ S 5.2 By it LI E #
WHBL... ] Tyt A BIEAZE H i 25 E R IR SRR A w el i 2 & UL H ks B B9,
HEwrl...].

(Jigadaigo, Preface of Vol. 2)

The above quotation broadly states the following: Sun Chao (#%#4, around the 4th cen-
tury) and Mi Fu CK i, 1051-1107), among others from ancient times, extolled their own
works with self-confidence. Chikuden, unlike such people of old, was modest, often express-
ing setsu of his own works in his inscriptions and postscripts. However, his works, which de-
fied trends, were evidently exceptional, creative, and unrivaled. I (Shochiku) believed that
Chikuden’s modesty reflected self-confidence. Yet, he (Chikuden) retained his humility un-
til his death. While Chikuden’s works reflect his high virtue, it would be something that even
Sun Chao and Mi Fu could not imitate. Therefore, Shochiku stated, it was a mistake to think
of Chikuden’s humility as self-confidence.

In the above passage, Shochiku mentioned that people in the past often spoke of their self-
confidence in their own works. However, the reality is that sefs# had been emphasized in lite-
rati painting theory, especially since the Yuan dynasty (an idea drawn from Tao Te Ching
fEF). For example, Kuwayama Gyokushii (Zx[lIE#ll, 1746-1799), a literatus painter from
the Kii domain Gic '), contrasted setsu with ko (73, skillfulness) and sakuki (fEXi, the
display of skill in paintings, similar in meaning to shitki = %) in his Gyokushiigasyn (EJH
R, 1790) and Kaijihigen (&=l S, 1799), referencing Pei wen zhai shu hua pu (il 3
T ML, 18th century) and other works. Thus, he argued that literati painters seek to be
setsu to differentiate their paintings from those made by artisans (for example, painters em-
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ployed by the shogunate or the court).

Urakami Shunkin G L& %S, 1779-1846), who was one of Chikuden’s best literati friends,
also explained setsu in his Zoku Rongashi (%eamHiFF, 19th century). According to Shunkin,
sefsu is an indispensable element in literati paintings, and it is in sefsu that the artist’s spiritu-
ality is expressed (In fact, he used the term kosetsu i5ifili, here @i means simplicity or art-
lessness). However, if the sefsu becomes mannered, and thus mundane, works themselves
would become trivial.

As mentioned above, setsu was regarded as a highly significant concept in literati painting
theories. However, its meaning has not been clarified. In fact, Shunkin states in his book that
the true essence of setsu cannot be explained in words (this inability to explain reminds me
of “le je-ne-sais-quoi”). This is also true of Chikuden. In fact, I do not think that he had iden-
tified at what point his paintings are setsu either. Therefore, setsu to represent his mindset
of avoiding being ko (I. : skillfulness, which has almost the same meaning as ¥).

Thus, I would like to verify how setsu is actually used by Chikuden. Since it is not possible
to cover all the examples, I will focus here on four of them; in chronological order, they are
the inscription of Shunsogunjaku kan (35 #% #f % 7% © a picture scroll depicting a flock of
sparrows and spring flowers; 1827), Sansuijikkei gasatsu (117K : a book of ten land-
scape paintings; 1831), Un#in-no hou-ni nara-u syoukei (1j =tk 2/ 5t © a small landscape
painting according to Ni Zan (fil#%)’s method; 1831), and Keizanyiti (%I © a landscape
painting depicting a quiet mountain valley away from the secular world; 1834). The first ex-
ample is the inscription of Shunsogunjaku kan. This is included in the first inscription of the
first volume of Jigadaigo. The first half is quoted below:

WEREBHATIE, 45 ET—R, FEPMAMURLRYT AR RS &AL
M HBGE, BeAERE, B KR: REDFE, BR0E, BE2mE, MEMFET,
W2, BV Z AT,
TEIRER, REAL, BERAHRK, RETARER, FRKIWE, SEAAML.
[...]
(Jigadaigo, Vol. 1)

The citation is as follows: Shunsougunjaku kan was inspired by a Ming painter’s painting
that I (Chikuden) once saw (Chikuden stayed in Nagasaki from September 1826 to October
of the following year. During this time, he interacted with Chinese paintings). While this
scroll resembles his painting at first glance, it differs significantly. My strong point is here.
Today it is sweltering. I discarded my kimono, stretched out my legs and indulged in copious
amounts of sake. I wielded my brush in a drunken fervor, resulting in the creation of this
picture scroll. Driven by an urge to paint, black and colored ink was applied to the paper
guided by the movements of my hand. Certainly, the painting I have created is sefsu. How-
ever, it is precisely because of this that I am delighted. In fact, my paintings are inherently
setsu. And it is precisely this sefsu that even masters of painting are unable to depict. I
(Chikuden) believe that lacking sefsu is a flaw of masters of painting.

The second example is the inscription of Sansuijikkei gasatsu. The following quotation rep-
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resents the first part of its postscript.

oH, ArEEm. JER. XH, #Eb AL O, AR dEl, JEEmil. Az
P, Tk, g, L]

(Jigadaigo, Vol. 2, Part 2)

The quote reads as follows: Someone said that I (Chikuden) am a good painter, but that
is not true. Someone else said that I have studied the past paintings, but this is also a mis-
understanding. My brushstrokes are sefsu, and my drawings are not good. The paintings I
draw are my own paintings, not the well-studied paintings of the past.

The third example is the inscription of Unrin-no Hou-ni Nara-u Syoukei.

REZULN R R
O£ BE
A NUNEE e
R A
N L A R T L i 2 A 5 s 1 DR AR ) LR R 2 IEAN A B 2 s T =
KRAFNIH 2RI = H il /A KA iR
(Jigadaigo, Vol. 2, Part 2)

The above quote reads: If someone can keep their minds unattached to anything, the
brushwork will naturally become smoother. If someone can keep their minds purified, the
ink they draw with will naturally become pure. If someone wants their minds to be unat-
tached and purified, these qualities will arise from stillness (that is to say, someone must
place themselves in stillness). To-kei (£if Ji. : unknown person from Koshi province & [#),
a good painter who studied under Shunkin, approached me and requested a painting. There-
fore, I (Chikuden) wrote a Chinese quatrain that represented my mind in the painting and
at the same time urged him to critique it. If someone who does not know me were to look
at this piece, they would think that I am boasting while my painting is sefs#, and they would
think how ignorant I am of my own abilities.

Last is the inscription of Keizanyiii.

FRMIAE %
ANERE A8
TSI R
188 B
A AUKE

HHRE
BiEHEK
n] R
[...]

(Jigadaigo, Vol. 2, Part 4)
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The above Chinese poem means as follows: My (Chikuden’s) paintings are jigo (H % :
for one’s own pleasure), not for others’ pleasure. There are no rules for brushstrokes; the
ink I (Chikuden) draw flows vaguely. In this landscape, the river water running through the
beautiful autumn scenery is cold, with lonely clouds drifting across the twilight sky. After
completing the scene, I gazed at it and chuckled. How sets» and » (& : not current and use-
less) my painting is.

In addition to the above, some inscriptions include sefs in Jigadaigo. Among these are idi-
omatic phrases such as setsuretsu ($i%5 : unskillfulness) or seppitsu (fli% : inept at brush-
strokes).

Based on the four inscriptions above, Chikuden’s use of sefsu can be understood in several
ways. First and foremost, the fundamental premise is that setsu is used by Chikuden to de-
note his unskillfulness in painting and the poor quality of his own drawings. However, it is
not used in a negative sense; rather, it serves as a symbol of humility toward his own paint-
ings. This is evident from his statement, “Bi.Z i, BIZE. At A L.” If Chikuden really
had thought his paintings were poor, he would have used the word ashamed instead of de-
light. Therefore, setsu can also be interpreted as an indication of self-confidence. Further-
more, Chikuden used setsu to assert his uniqueness. This is evident from phrases such as
BRELFHAL, EERGZK, IRSAFAGEN” and “HZFrfE, Tk 2, TIEEFEM.” Thus,
it seems that the connotations of setsu vary depending on the context (of course, we should
not forget that the ambiguity of the meaning of setsu stems from the fact that each work is
created in a different context).

Nevertheless, why did Chikuden so prize setsu? To explain this, I consider the antonym
of setsu, ko 1. (skillfulness) in the next section and explore the significance of setsx in
Chikuden’s theory of painting.

2. About the importance of sefsu in Chikuden’s painting theory

Several instances of sefsu appear in Sanchujinjozetsu. However, unlike in Shunkin’s Zoku
Rongashi, the term seems less significant. Instead, Sanchujinjozetsu provides some explana-
tions of ko, which is antonymous with setsu. Therefore, my first task is to determine how
Chikuden viewed ko. This should naturally reveal his intention to avoid ko in favor of setsu.
For example, he stated the following:

HAEREEEE, A4S H 2B Rt mAs AR, AEfma
FR. 2 Liasfs. WE. HZFEEAC. 52FEBA.
(Sanchujinjozetsu, Vol. 1.)

This reads: Theories of calligraphy and painting from a century ago cannot be compared
to the well-developed theories of today, yet the calligraphy and paintings created today do
not match the quality of those from a century ago. The more detailed the thought, the poorer
the result, and the more skilled the craftsmanship, the more mundane it appears. This is be-
cause the ancient scholars studied for themselves, whereas today scholars study others. The
last phrase, “&i ZF=H B C. 52FEH AN, is a quote from Analects (Xian asked, Chap.
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14; ek, ZM, %14). In context, “¥# (scholars)” should be replaced with painters.

The first half of the sentence, “if Z ¥4 %5 ., easily recalls jigo (H 1), which is
Chikuden’s most important concept. This is expressed as follows : Regarding jigo, the in-
scription of Keizanyiii quoted in the previous section states “TREi /£ HI%” and “Gf&FH HE
n] BB E.” These words seem to convey something in common with the following state-
ments in Sanchujinjozetsu:

XRTr, R AHRTWE. RERKR & mE. BleAk K.
A ABEERE., BRAZ. LLIEZ AL EAHKS., BHBEE W R %
(Sanchujinjozetsu, Vol. 2.)

The above quote reads: Liu Tui (2%, Tang dynasty, pseudonym 3% ) said, “Even if
I made literature ten times, not all of them would be my best work,” and the same applies
to painting. If a painter created paintings, they engaged in jigo when looking at them and
stored them away, much like discarding a torn broom (which here symbolizes poor-quality
drawings, or setsu). When another person comes and removes the box containing the paint-
ing, the painter will be sad for a long time. It does not matter whether the painting technique
is ko or not. In any case, the passion for one’s own work remains unchanged. People will
laugh when they see this.

It is clear from the two quotes above that for Chikuden, painting is something done for
oneself, not for others. Therefore, whether the work is executed skillfully is not a fundamen-
tal issue. Furthermore, Chikuden believed that in painting, it is more important to express
one’s spirit (so-called ¢i, &) than to demonstrate k. In fact, in the last section of Sanchu-
Jinjozetsu, he states, “NEHEAL, MERHAR, HETLE, FFafedib A HHEEE,
HZAL (Do not worry if the brushwork is not kg, but rather if the spirit is not concentrated.
Those skilled in brushwork should emulate the ancients, while those concentrated in spirit
will produce original works)” (Sanchujinjozetsu, Vol. 2). This statement clearly resonates
with the passage “H:.Z i€, Ty 2 Wi, 1fiFE3E %" in the inscription of Sansuijikkei
gasatsu quoted above. Of course, Chikuden did not deny the study of past paintings. On the
contrary, he affirmed it, but argued against their mere imitation. This is discussed in align-
ment with literati painters’ avoidance of realism.

Here, I would like to once again draw attention to the passage from Sanchujinjozetsu
quoted at the beginning of this section. After “i.2 & 25" it continues, “4 2 ¥ & R N.”
Through this phrase, Chikuden seemed to assert that painters should not create art for the
sake of fame and profit, for if it were so created, it would merely become mundane. This no-
tion is closely linked to the central assertion of Sanchujinjozetsu. Chikuden counters those
who deem painting futile thus:

ARG, AR LD EFOENERT. RS, BUAEL. Arfdzl4
P, PERLIAE. (L FREFBIR A A,
(Sanchuginjozetsu, Vol. 2)
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The passage reads: If one carefully observes a painting from morning until evening, the
mind naturally becomes tranquil and pure. Desires fade and one becomes clear-minded. This
experience cannot be attained through pursuit of fame and profit. By contemplating paintings
and remaining in a state of tranquility, one can approach a state in which one enjoys longev-
ity, like a virtuous person.

According to Sanchujinjozetsu, the benefit of painting is longevity, which can only be real-
ized when the viewer is in a state of sei (§+ : tranquility). This passage helps us to under-
stand why the inscription of Unrin-no Hou-ni Nara-u Syoukei states, “HE .0 iR HEREH, H
SR AW, A ANERG R, HEMEHZA” Chikuden believed that painters and
viewers communicate through the medium of painting. Therefore, for the viewer to experi-
ence tranquility, the painter must also have a tranquil mind.

It should be clear that jigo and sei are related to Chikuden’s way of life beyond the world
of painting. This is because these were thought to be related to enjoying longevity. And sefsu,
which is closely related to them, is no exception. In the next section, I consider how this
was related to Chikuden’s life.

3. Setsu as a way of life

According to Hayuka Masanori’s “Genealogy of ‘clumsiness™ (1992) and Yagi Akiyoshi’s
“On the genealogy of ‘clumsiness’ in the Chinese mind” (2016), one of the most significant
figures who used setsu in a positive sense is Tao Yuanming. In addition, according to Yagi,
setsu in Tao Yuanming refers to ineptness at navigating the world. It denotes a way of life that
is straightforward and does not conform to the currents of the world. Moreover, it expresses
assertion rather than humility. In fact, for example, in his Fu of Feeling Moved by the Ill-Fated
Scholar (& LABIR), he said, “BE & LI, HIkAA Mk L (If T should mistime becom-
ing an official, I intend to uphold ‘setsu (clumsiness)’ and gladly return to my hometown).”

Tao Yuanming’s concept of setsu is closely related to that of Chikuden, as Chikuden ap-
pears to have been strongly influenced by him (Chikuden’s other artist name, Denshaji
(H4 1), is also thought to have been influenced by him). As evidence of this influence, I
note Chikuden’s Jisyo ¥ (1818). This is the inscription written on the portrait of Chikuden
painted by a member of the family of Fuchino Shinsai (Jil #f 5 75, 1760-1823), one of
Chikuden’s masters (it is thought to have been painted by Fuchino Tenko (il K7, 1797-
1825), the eldest son of Shinsai, but this is not certain). The content expressed in the poem
below pertains not to Chikuden’s thoughts on his paintings, but rather to his evaluation of
himself.

FLIb A Z A 5
WS yn iR
Ay S E—1)
R W i
HilARHH R
H IS RESFWF A
AR A S A0
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PHE S T 5B P
Pk BRI
ZARBA AR H.
Hefe—H ] AH
WA S
W R EACR %
AR TR
W8 2w
JE AR BER — M
5 H IR g = 8
Wi s E S R

(Chikuden ikou (FrHEFE @ Chikuden’s Collection of Posthumous Manuscripts),

Vol. 1)

The poem means the following: Whom does this painting depict as a poor person? His
(Chikuden’s) hair is disheveled, his face dirty, and his clothes in tatters. He has nothing but
a ladle with which to drink. He doesn’t mind eating smelly vegetables and fish. His hearing
is impaired, making him unaware of his own reputation. His eyes are not very good, so he
cannot distinguish between beauty and ugliness. He looks like a wild and insane person. He
is # (I : not conforming to the ways of the world), is setsu (inept at navigating the world),
and is chi (Jii : foolish). He has been afflicted by illness and is not good-looking. He does
not have any skill or talent that people would praise him for. He simply enjoys the fact that
he was born into a peaceful time. In the morning, he goes out and walks along the path of
blooming flowers to beg some food, and in the evening, under the light of the moon, he walks
home. In the morning and in the evening, he receives food and merely gets drunk. In this
way, he lives his life as it is. Often, when he reads, he is reminded of Tao Yuanming’s poem
in which he vowed to repay his blessings from the underworld.

The last line of the above, “Fi¥F i = Hi¢,” refers to Tao Yuanming’s poem Begging for
Food (‘'Z.£%). The poem expresses the following : Tao Yuanming, suffering from hunger, wan-
dered around and found a house. The master of the house, understanding Tao Yuanming’s
inability to speak well, blessed him with food and drink. However, he had no way to repay
the kindness to the household. Therefore, he vowed at least to send repayment from the un-
derworld. It is interesting for this paper that the word setsu is also used in this poem in the
phrase “fi 5% (clumsy language).” 1 think that setsu here means not only not to speak well,
but also to be inept at life.

The above poems reveal Chikuden’s deep sympathy for Tao Yuanming’s sefsu lifestyle.
Chikuden was not a wealthy man either. He likely empathized with Tao Yuanming’s repeated
government service and eventual resignation to return to his hometown. As mentioned at
the beginning of this paper, Chikuden also resigned from government service early in life
and withdrew from public life. In the case of Chikuden, the sefs# in his way of life and the
setsu in his painting were by no means unrelated. This is most clearly demonstrated in the
following passage of Kakigasatu-ni batsu-su (BKAEFF it © postscript to the book of flower
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paintings (undated) included in Chikuden sensei bunkou (7rH 55 EE @ Chikuden’s collec-
tion of essays, poems, and letters):

kA, AnRAER, A FAT T, A% R AR U, SR T
#, HR, HE, T8, B, farATE DR, s — e S scEm, 8
ZPEEEH, EPNETE, TR, A ETRE LIS i A R B LA S G
AT e ML 5 ] S 0 T O O P SRR 1T 9 HE R AN AR EORI B Rt - = R AE LS
B RE I =T 1 RN TP o A 7 S L v S 0 5 P Tl S AR I APA R
by NTIAS B A A TARIRE A T AN B AR AR B it 2 5 C— [l i EL T 75 i 2 KNG I
XSG

(Chikuden sensei bunkou)

The quote states the following: How setsu the brush strokes are! How setsu the quality is!
In this vague world, with countless paintings already created, even if I labored all day, I could
never produce a picture that could compete with theirs. I think that I am truly sets# by nature.
Everything I do, whether it be seeing, hearing, or moving my arms and legs, is all setsu ;
there is nothing that is not. First, regarding seeking official positions and requesting salaries,
I am setsu. Second, regarding reading books, I am setsu. Third, regarding composing poetry,
I am sefsu. Fourth, regarding writing calligraphy, I am setsu. Fifth, regarding painting, I am
most setsu of all. Not paying attention to worldly affairs, I live in seclusion by the sea. There-
fore, I could not get a chance to see the finest painting books and think about profound and
unusual painting theories. My brushwork, ink application, color blending, and depiction of
landscapes all stem from my own heart and are executed with my inexperienced skills. I do
not grasp the essence of painting styles such as those of Dong Yuan (F, 934-962), Juran
(F 4%, 10th century), Jing Hao (3| #%, around early 10th century), or Guan Tong (B4 [,
around early 10th century). In one of my paintings, I once inscribed that the entire universe
of Buddha enlightenment (Z=F1t%) is as small as a gourd. These words reveal my foolish
and obstinate nature. It is no wonder that my paintings do not resemble those of others. The
reason why we cannot paint like the ancients even if we study their paintings is because they
were extremely ko0, and the reason why you cannot paint like me even if you imitate my pic-
tures is because my paintings are extremely sefsu. Nevertheless, the gulf between sefsu and
ko is negligible, as both are innate. Whom shall I blame? Whom shall I resent?

The above quote states that Chikuden was inherently setsu, and then five aspects of his
setsu are pointed out. “H—T k" likely refers to the fact that he had not been able to lead
a wealthy life since retiring. He continues pointing out sefs# in reading, poetry, and calligra-
phy, and finally mentions his painting. Chikuden maintains a consistent perspective from the
initial issue of salary to the final issue of painting, suggesting that for him, life and painting,
and by extension, all creative activities, had a parallel relationship.

I conclude this section by focusing on the last part of the quotation about Chikuden’s paint-
ing activity. He states that he could not surpass the ko of the ancient painters if he followed
them. About this, Chikuden mentioned the same opinion in a section of Sanchujinjozetsu that
deals with the Osaka literatus Kimura Kenkado (A 3R %, 1736-1802). Chikuden writes
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that Kenkado thought “HEZFE AL, AAHL#HE A (painting was for jigo and did not need
to compete with the painters of old) (Sanchujinjozetsu, Vol. 2),” and so, Chikuden held him
in high regard. Instead of the ko of the ancient painters, he had setsu which created the indi-
viduality of his paintings. This idea is common to the phrases “SXH AL, &tKGZEK, IR
BAABEW” in Shunsougunjaku kan and “H. 2Pl E, ThEZ M, MiFEEAW” in Sansuijik-
kei gasatsu, both discussed in the first section of this paper, and it is consistent with phrases
like “BRLM” in Sanchujinjozetsu, which was discussed in the second section of this paper.

Conclusion

In this paper, I have explored the relationship between Tanomura Chikuden’s painting the-
ory and his way of life, focusing on the keyword setsu (#}). Previous studies have primarily
referenced the inscriptions found in Jigadaigo in this regard. However, I have demonstrated
that the interpretation of setsu varies depending on the context, as these inscriptions are po-
etic texts attached to individual works. The diverse interpretations of setsu were examined
in the first section of this paper. In the second section, I have contextualized setsu within
Chikuden’s theory of painting by analyzing Sanchujinjozetsu. While setsu is not explicitly
mentioned in Sanchujinjozetsu, its antonym ko (1.) is. Through this exploration of kg, I
have shown that setsu is intricately linked to crucial concepts in Chikuden’s painting theory,
such as jigo (F11%) and sei (#+). This leads to the conclusion that the concepts central to
Chikuden’s painting theory should be deeply linked to his way of life. In the third section,
I have examined Kakigasatsu-ni batsu-su and confirmed that Chikuden considered his crea-
tive activities and way of life to be parallel. In doing so, I have highlighted the strong influ-
ence of Tao Yuanming on his way of life.

As a brief afterword, I would like to refer to Hasegawa Saburd once again. When Hase-
gawa wrote his essay “Life to Paint,” he was searching for a way to reevaluate Japan’s past
traditions and incorporate their essence into new art (here, especially abstract art). During
this process, he focused on the literati of the Edo period. However, that is not all. It seems
that there was another reason why he focused on the literati. The seemingly negative term
“loser” that he used for literati is, in fact, a form of praise. I think that Hasegawa saw himself
in these literati painters, of course including Chikuden —just as they struggled to navigate life,
he saw his own struggle in having his work accepted by the Japanese art world (Yoshizawa
Chii once described Chikuden’s life as a defeat, whereas Kono Motoaki described it as a
victory). Nevertheless, the empathy he felt for the lives of great painters of the past must
have encouraged and propelled him in his artistic endeavors. This was one of the motiva-
tions behind his writing that essay. The same sentiment applies to Tanomura Chikuden, also
mentioned in Hasegawa’s essay : for Hasegawa, Chikuden was what Tao Yuanming was to
Chikuden.
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