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Hr who does not feel irresistibly impelled to serve the Race, whether he
himself fails or not, is bound fast by his own personality and cannot progress
until he has learned that the race is himself and not that body which he now
occupies—William Q. Judge

MAN’'S PRESENT OPPORTUNITY TO STRIKE OUT A
NEW LINE: by H. T. Edge, M. A.

IT is sometimes said by people in a mood of despond-

ency over the condition of the world, that humanity
moves in a perpetual circle, and that mankind spends
vast labors in acquiring things, only to fall back into

But when, we may ask, within our historical knowledge, has the
world been as it is now? Are not the conditions brought about by
our progress in science and other things different from any that have
existed within our knowledge of history? If so, how do the lessons
of history apply to these conditions? May we not reasonably suggest
that perhaps now, this time, humanity will not lapse back? And then
again, the period we call historical is very small compared with the
actual duration of man’s past life on the earth.

There is no real reason why man should go round and round the
circle, nor why he should not take the opportunity to rise to a new
level. Let us consider the case as it applies to man the individual,
with a view to applying it also to mankind in the mass.

The reason why so many geniuses fail is because they try to keep
up their energy by perpetual stimulation of the brain, a process bound
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to result in gradual deterioration and eventual exhaustion. ITaving
achieved success in one direction, they try to repeat the process in
exactly the same way; but each time the result is less successful.
Thus their efforts become more violent, and their achievements less
excellent; and the condition is analogous to that of a drinker who has
to increase his dose of wine. More than this, they repeat themselves
and thus weary their public. The natural laws of progress are
violated, and they stagnate instead of progressing. And this is be-
cause they lack the necessary courage and aspiration to pass a certain
critical point. They become so attached to the sensations they have
cultivated and the ideas that are so familiar, that they cannot give
them up. But the striking out of new paths must always involve
sacrifices.

It is certain that, if we are to attain the higher, we must give up
the lower; and this is where the difficulty comes in. For, if we seck
to attain to the real life, we must rise out of the unreal life which all
the while we have been mistaking for the real. And the first steps of
this process will necessarily seem intolerably blank and dreary. It
is stated by great Teachers that the moment when the world looks
hollow and unbearable to a man is the very moment when he has a
chance to step out into the real life; but that usually, when reaching
this crisis, he succumbs to his fears, and instead of taking the step
in advance, he rushes back to his old familiar sensations. So this is
what makes the great genius repeat himself and strive hard to keep
up in himself the sense of life. He does not realize that he can no
longer achieve what he achieved before, that the past cannot be
recalled, and that he ought to go on instead of trying to stand still in
one place. And often he fails to keep up the illusion at all and gives
way to despair, and we have the case of a genius who breaks down.

But one reason why individual men should thus fail is that they
stand so much alone. The spirit of the age drags them back. For
men are not so isolated from cach other as we think. In order that
great geniuses may flourish, it is necessary that there shall be many
men all striving in the same direction as that in which the genius is
striving. It has been truly said that great geniuses stand on the
shoulders of their contemporaries.

This also explains why life is such a mystery to us. The mass of
mankind has so persistently refused to soar out towards the illimitable
sources of knowledge, to sound the depths of its own nature — has so
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continually kept its thoughts and desires chained in a narrow circle —
that a great illusion has been created. But how different it would be
if a large mass of people were living in continual aspiration towards
the higher possibilities of life! Then curtains would rise, and dark
mysteries would be mysteries no longer.

There is great hope for humanity at the present hour. We have
but to consider how long the dark shadow of lifeless creeds and all-
denying theories has brooded over our minds, to realize that the mere
purging away of all these would of itself be a great lift to humanity.
And when we add that these delusions will be replaced by a belief —
a sure faith — in the essential divinity of man, we feel still more
confident of the great change that can be wrought in the mental and
moral atmosphere of humanity — a change that may well be spoken
of as a coming of the Christ-spirit.

Speculative people who imagine Utopias always find a difficulty in
giving us an idea of what the people would do with themselves in those
Utopias. A perpetual round of eating, drinking, sleeping, working,
studying, and playing, does not seem to satisfy the aspirations of the
soul; and the more well regulated this round might be, the more in-
tolerable it would certainly become. Human perfection does not mean
this; it must mean something more than a mere perfecting of the
present notions of life. The blissful spontaneity and unquestioning
acceptance of life which we see in the animal or very young child —
these would be left out of such a Utopia, all filled as it would be with
uneasy self-conscious people wondering what to do with their life.
All the sublime hints of a grander life that we receive through music,
art, and all expressions of the elusive spirit of Beauty — these too are
unprovided for in the imaginary Utopia.

The stress of a highly complex life brings individual people to
the point where they ask for something more than they have hitherto
found in life. That is when they should have at their command the
teachings as to the dual nature of man. That is the time when they
have their best opportunity to take a step onward to life’s larger
possibilities. Theosophy has helped many people at this point, and it
will help an ever-increasing number. Through the sublime teachings
of the ancient Wisdom, more and more minds and hearts will be direc-
ted towards the light, and a great new force will stir the mental atmos-
phere of mankind, as though a new planet had dawned in the firma-
ment. This force will overthrow the older forces, and the light will
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dispel the mists. Such a state of affairs might well be expected to
produce a violent state of unrest in the world; and perhaps that is
what is happening now.

But the important thing is that mankind shall not fall back into
the old grooves. Perhaps it will find itself so sorely perplexed by the
task of avoiding this retrogression that it will seek good advice where
it can be found and listen to the message of Theosophy.

If a man has reached that ripe point of experience where he feels
that his life is of no more use to himself — then surely it is time that
he dedicated that life to a nobler object. This would be better than
blowing out his own brains or trying to drown grief in sensuality.
And there are many people whom the trials of life have brought to
such a point. Let them know that something better awaits them than
an early tomb to be followed by eternal duration; let them try to think
that they are just at the beginning of life, instead of at its end.

The continual search for satisfaction drives us ever to sound the
depths of our being in the endeavor to trace joy to its source; and we
find that that source is not within the personal man at all. We have
the choice between giving up the quest or pushing on to something
beyond the personal man. In other words, the only way to escape from
the never-ending bitterness that comes from the attempt to achieve
personal satisfaction, is to follow an impersonal motive. In fact, de-
dication to a noble object is the way out.

Though there will be a majority of people to whom the time of
choice has not come, and who will continue to find satisfaction in ordin-
ary ways of life, the case is otherwise with more highly developed peo-
ple; and it is of the greatest importance for the welfare of the race that
these leaders of thought should be on the right road. As it is, their
superior energy has been venting itself in useless and even harmful
directions. So much has been done in organizing the affairs of the
animal man, and so little in organizing the interests of the higher man,
that the possibilities of improvement in the latter give abundant
promise of new hope for humanity, when its present troubles are over.
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ART IN CHINA AND JAPAN: by C. J. Ryan
Part 11

N his delightful study of Oriental art,* Mr. Fenollosa treats
Chinese and Japanese art as closely related methods of
looking upon Nature, and by his historical method of treat-
ment he keeps the reader’s attention occupied with the great

. tides of national life which sweep backwards and forwards,

carrying the crest waves of art to the highest levels and then dropping

them for a while. According to the author, Japanese art, which ap-
peared later in time than the Chinese, did not rise to a single overmas-
tering wave like that of China, but appeared in five successive and dis-
tinct culminations of almost equal creative vigor. Having briefly
considered some of the chief points in the development of Chinese art
in the earlier part of this paper (see TuE TrEOsopHICAL PaTH for

July, 1914), we must now confine our attention to Mr. Fenollosa’s

appreciation of Japanese art and life.

The careful observer, who disregards the superficial differences
between Eastern and Western art which arise from the variations in
physical types and material conditions, soon learns that the Fastern
artist is chiefly occupied with the soul of things; he suggests rather
than portrays, whenever possible; he trusts to the intuitive or imagin-
ative capacity of the spectator. The Western artist is more interested
in the outer aspect of the casket, the physical vehicle, through which
he presents his message. Not that the great Orientals could not render
the true character of objects with immense force in their own manner,
when they wished; some of the Chinese and Japanese portraits are
marvels of characterization; but, while the Western artist is inclined
to emphasize the material side, the tangible and the personal, the Fast-
ern leans, as a rule, to the impersonal, the symbolic, and the typical.
In the Fast the human body was seldom made the predominant feature;
outside Nature was more fully recognized; Nature and Man were
considered as a unity. Landscape and its allies took a place as free
and independent arts a thousand years before Europe conceived of
such things. To understand Oriental art we ought to realize fully and
intelligently the true meaning of Mysticism, of Tmpersonality, not as
a vague sentiment but as the key to the deeper laws of life, in the ap-
preciation of which the East has always been ahead of the West.

* Epochs of Chinese and Japanese Arvt; An Qutline History of Fast Asiatic Design; by
Farnest F. Fenollosa (I.ondon, W. Heinemann)
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With the advent of Buddhism from China and the consequent
transformation of Japan in the 6th century A.D., came the rapid
development of the arts, and from that time till the 20th century there
has been a fairly steady stream of creative artists with fresh and
original ideas reflecting the changing spirit of the times. The special
qualities of Japanese art may be considered to be delicacy, grace,
dramatic feeling and movement, reticence and self-control, and nearly
always a keen sense of beauty. Only occasionally, and then only as a
passing heresy, did the imitation of Nature as the basis of pictorial
art exist in Japan. The Japanesc actually accomplished what some of
the more comprehensible of the “ Cubists ”” or ““ Futurists ” are strain-
ing themselves convulsively to attempt, i. e., they used the medium of
art to convey interior mental states and spiritual ideas, but they never
asked, as does the extreme modern Futurist, “ What has Art to do with
Beauty?”

In opening his consideration of primitive Japanese art, Mr. Fenol-
losa says:

Japan! What romantic thoughts and memories arise at the name! Set
uniquely along the coming paths of traffic between East and West, endowed
by temperament to become the interpreter of Fast to West and West to East,
we have here an illuminated corner of history’s scroll, a flash of human genius
at highest tension, which in our records only the sensitively organized Greek,
and that only for a few centuries, ever reached. The land itself —a fitting
casket for the soul—is broken into islands, peaks, and promontories as the
Greek archipelago, but swathed with a far richer garmeunt of semi-tropical foliage.

The traces of what the author calls “ Pacific art,” a substantial
unity in decorative design which we find widely scattered round the
Pacific Ocean and in the islands, are seen as clearly in early Japanese
art as in Chinese. Very little is known of the semi-civilization of
Japan preceding the advent of Buddhism in the 6th century A. p., but
what artistic relics have been found show the “ Pacific ” forms blended
with some patterns derived from Corea and Go, the Eastern provinces
of Southern China. A profound impression for subsequent ages was
made when the Chinese written character was introduced in 285 A. p.;
and when in 552 the Emperor Kimmei received a partial set of Buddh-
ist scriptures and some images, probably bronze, from Corea, the be-
ginning of the new age was apparent.

The reign of the great Empress Suiko (593-629) marks the first
rapid rise of Japanese culture, and these thirty-six years may be spoken
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of as we speak of the age of Elizabeth or Victoria in England.
Suiko and her brilliant son Prince Shotoku (who did not live to
ascend the throne) resolved to make Buddhism the religion of the
State and succeeded in establishing it and its art upon enduring foun-
dations. Shétoku built the enormous monastery-temple at Horiuji
(616) some of which, though made of wood, still remains in good
condition. A marvelous collection of art treasures is preserved there,
including the exquisite Tamamushi Shrine from Corea, presented
to the Empress Suiko (see Tur Tnrosorirrcar, Par, July, 1914, for
illustration). The first bronze statues made in Japan are at Horiuji;
they are rather formal and stiff but dignified and possessed of qualities
that soon developed finely. Mr. Fenollosa says that one of these, the
Chuguji Kwannon, shows great spiritual beauty and is obviously the
work of a master-mind, probably Prince Shotoku.

During the 7th century Japanese art rose by leaps and bounds.
Some of the bronze statuettes of this period strangely resemble the
Greco-Buddhist types which we find in China, but the definite and un-
mistakable Grecian wave had not reached Japan yet. Mr. Fenollosa
thinks that although some roundabout impression of Greek art had
possibly reached Japan from Bactria, it is more probable that the
classical treatment was an independent discovery of Japanese genius.

The next chapter of Japanese history opens to our view the enor-
mous influence upon Japan of the great Tang Empire of China, and
now we find towards the end of the 7th and continuing through the
main part of the 8th century, the unmistakable and dominant effect
of the Greco-Buddhist canons of art which China had adopted for the
time. Many splendid works of sculpture, showing the indirect influ-
ence of Mediterranean art very plainly, were imported from China and
Corea. The Udzumasa clay Buddha, (illustrated in the July TmEoso-
pPHICAL PATH) is a noble example. About this time copper was dis-
covered in large quantities in Japan and so it became easy to cast large
bronze statues. The gigantic Daibutsu statue of the Buddha of Light
at Nara, belongs to this period. It was decreed by the Emperor Shomu
in 746, in Japan’s first age of really imperial splendor, when Nara,
the capital, had more than a million inhabitants. Wooden statues also
became popular, and a new material for plastic sculpture, consisting
of a mixture of Nara earth and finely shredded paper fiber, was in-
vented. Hollow and very light figures of lacquer juice and powdered
bark were introduced later in the Greco-Buddhist period. All these
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materials have lasted wonderfully well. The height to which this
first magnificent flowering of Japanese art reached — accompanied
by a great literary activity — may be conceived from Mr. Fenollosa’s
remark that only to see the great bronze group at Yakushiji, near
Nara, consisting of a Buddha flanked by two Bodhisattvas, is worth
the journey from America to Japan. In his opinion the Bodhisat-
tvas are “perhaps the finest standing bronze figures of the whole
world ”! The sculptor, Gidgi, called “ Bosatsu” or Bodhisattva on
account of his marvelous wisdom, was a great Buddhist prelate and
statesman, the adviser of Emperors.

The author shows a remarkably just appreciation of the meaning
of the word “ Bodhisattva.” He says:

The general Buddhist idea of a Bodhisattva is of a being who has advanced
so far in the scale of wisdom and insight, and the renunciation of fleshly ties,
as to be just on the point of entrance into Nirvina and salvation. Spoken of
human beings, it means their last earthly incarnation. But it comes to have
a much more special sense in Northern Buddhism: namely, a being who, though
having the right to enter Nirvana, deliberately renounces it, electing to work
under the conditions and possibly renewed temptations of the world, for the
love of one’s fellow-man or of the whole sentient world. It thus denotes a
new kind of renunciation, the renunciation of renunciation, or rather the renun-
ciation of salvation. In so doing it ceases to be negative and self-seeking, en-
tering upon a positive and masterful path of love and help. The Bodhisattva
vow in Northern Buddhism, especially in the Tendai sect, as we shall see in
the next chapter, is a vow made as early as baptism to lead the strenuous path
of battling for the right, to consecrate one’s career throughout any number of
necessary incarnations to loving service.

Now if such a soul should, not rising in evolutional course from man, but
descending in special dispensation from a paradise already attained, devote itself
to such loving service without the need of more than occasional incarnation,
it would become a Bodhisattva of a higher type, still more Christlike —a per-
petual Bodhisattva, so to speak — a great spirit making for love and righteous-
ness, invisible to man, but assisting him, whose answer to man’s prayer comes
with every accelerating throb of human devotion. Such a Bodhisattva would
become worshiped as a sort of personification of the great moral or spiritual
principle for which he specially stood. Such a Bodhisattva would be Aizu, the
spirit of love; Bishamon, the spirit of courage; Jizd, the spirit of pity, parti-
cularly of care for little children; Manju, the Bodhisattva of wisdom, or spiritual
interpretation. . . .”

Even faintly to trace some of the spiritual beauty suggested by such
a noble conception of semi-personal Divinities required extraordinary
genius, but some of the great Chinese and Japanese _painters and
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sculptors of the serene presences of the Bodhisattvas have fulfilled the
task with admirable success.

The Emperor Shomu, who ordered the colossal Daibutsu Buddha,
has earned a deeper gratitude by the bequest of the total contents of
his palace at Nara to the new Buddha. A great storehouse was put
up in 749 to hold the extraordinary variety of treasures collected,
and it stands today in good condition, the contents being looked after
most carefully by the government. The daily life of a civilization of
twelve centuries ago, as represented by thousands of articles of daily
use and of aesthetic beauty, lies open to view. It is practically another
and more complete Pompeii.

Some of the finest stone carvings in Japan belong to this period,
and a series of mural paintings, semi-frescoes, at Horiuji, possibly
painted by an imported Chinese master or an artist from Khotan or
Turkestan, had a dominating influence upon the Greco-Buddhist style
in Japan.

But the Greco-Buddhist style was not destined to last very long,
though its indirect influence can be traced for centuries. Shortly after
the middle of the 8th century a decline of virtue began in Nara, the
capital, and rapidly spread; the good laws of Taihd, which guaran-
teed the land to the people, were falling into disuse; many abuses
crept in; and in sympathy with the descending cycle the art became
coarse and merely traditional. A great uplift was at hand, however,
for with the accession of the powerful Emperor Kwammu a new spirit
entered into the national life. To break the evil spell which seemed
to have fallen upon the land, Kwammu took various drastic measures.
He built a new capital at Kidto and let Nara fall into partial decay,
and he studied and endeavored to transplant the wonderful new
civilization of China in order to create a new Japan. Mr. Fenollosa
points out that at that distant date the Japanese were as willing to
incorporate the best elements of a foreign civilization as they were in
the 19th century. In his day Kwammu was what the late Emperor
Mutsuhito was in ours.

While Kwammu was meditating his sweeping changes several
distinguished apostles, sent from Japan to study the tenets of the mys-
tical Buddhist sect whose center was on the Tendai mountain in China
and which was then dominating the life of the people as described
previously, returned with new ideas and hundreds of pictures and other
works of art. The Tendai sect, which was inspired by the Indian philo-
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sophical teachings of Nagajuna and others, was essentially practical,
and was an expansion of preceding religious forms in the direction of
healthy moral and social service. In both China and Japan it succeeded
marvelously as a spiritual, intellectual, and moral impulse for many
succeeding centuries. It stands out as an illuminated period in the
drab history of the world. Included in the new cycle of achievement
is the famous “ Engi” period (901-922), generally called the high-
water mark of Japanese civilization. In Japanese art, however, it
is only the second of five nearly equal culminations. Mr. Fenollosa
says:

In general culture . . . perhaps not in the world was there ever again any-
thing so exquisite. Shému’s day in Nara had been great, but it was a childish
though overgrown patriarchship. Genso at LoOyang and Pericles at Athens
had seen stronger, more daring creation. The later Florence of the Medici was
to surpass it in sheer intellectual force and the Hangchow of Sung in natural-
ness and vitality of art. But in a delicate aristocratic culture on a scale com-
prising a vast city, and whose finest essences are original poetry and music,
nothing before or since probably has possessed a more perfect flavor. It was like
the production of a wonderful, unique, and unheard-of flower whose shape and
color transcend the limits of all known species.

The age in which the Engi culmination was the most brilliant part
lasted from about 881, when the head of the great aristocratic family
or clan of the Fujiwara, Mototsune, became Prime minister, until the
twelfth century. It is called the Fujiwara period because that family
really controlled the Empire: its daughters were given in marriage to
a long line of Emperors. In literature, as well as in art and music,
great perfection was reached. The Geni Monogatari, a romantic novel
by the Lady Murasaki, is —

almost the most perfect picture of refined contemporary life that the literature
of any age has left us. Without any deep-laid plot it contrives to describe every
phase of public and private life, showing especially how men and women are
almost equally educated and stand on terms of perfect social equality. It may
seem strange to some that any race of Oriental women can ever have been as
free as are ours today. . . . The very individual training of the new Buddhism
allowed women to essay the spiritual emancipation,

Influenced by the mystical and yet practical Buddhist Tendai school,
religion became a powerful agency in the life of the people, and the
art of Japan followed in the footsteps of the glorious Chinese Tang.
Of the Fujiwara period Kanawoka is one of the leading figures, a
professional painter, one of the first to appear. The age was more one













































































































































