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The Influence of Chinese Art on Persian Paintings in the Saray and Diez Albums

Introduction

The Saray albums (Topkapı Museum Palace 
Library, Istanbul, H. 2152, H. 2153, H. 2154, H. 2160) 
and the Diez albums (Staatsbiblioteck, Berlin, Diez 
Albums, fols. 70–74) contain a number of Chinese 
paintings and copies by Persian painters.⑴ The Chi-
nese-related paintings in these albums are frequently 
featured in discussions of the influence of Chinese lit-
erary and artistic traditions on Persian painting.⑵ 
However, due to the insufficiency of basic data such 
as the year and the place of production̶not to men-
tion the original painters̶these Chinese paintings 
have always been described simply as “Chinese Style” 
and have not been compared with original Chinese 
paintings in detail.

This essay attempts to clarify the time periods 
and styles of the Chinese-related paintings in these 
albums by focusing on four famous Chinese painting 

themes: “Hai-ch’an and Tieguai” (蝦蟇鉄拐), “Water-
moon Kuan-yin” (水月観音), “Tiger” (虎), and “Eagle 
on a Perch” (架鷹). By observing each of these sub-
jects, this essay assesses how similar the Chinese-style 
paintings in the Saray and Diez albums are to typical 
images in Chinese paintings from the Ming dynasty 
(1368–1644), which are very popular in East Asian 
countries. The stylistic differences, such as the brush-
strokes or light and shade of the black ink, are also 
examined to highlight the Persians’ gift for imitation. 
Persian copyists often abandoned the technique of 
using different tones of black ink, and failed to use 
naturalistic touches such as depicting fluttering drap-
eries or the patterns of animal skins.

The historical background of these Chinese-
related paintings in the Saray and Diez albums are 
primarily evidence of a friendly relationship between 
China and the Persian Timurid empire. According to 
the Ming-shih-lu (明実録), Ming China dispatched 
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sian paintings. However, due to the insufficiency of information on the place or year of their production, the 
paintings in these albums have not been examined carefully with Chinese paintings of the same periods.

This essay focuses on four famous Chinese painting themes, and establishes the Chinese origin of the paintings 
in these albums, by comparing each painting’s theme and style. The first painting, Hai-ch’an and Tieguai, is one of 
the most famous painting themes in East Asia. Its theme and style are similar to the woodcut printing of Ōoka 
Shumboku (1680–1763) in the Saray albums. The second painting, Water-moon Kuan-yin, in the Saray albums, 
lacks the principal object of worship, but the remaining three figures and the painting style make it clear that these 
paintings are originally one hanging scroll of Water-moon Kuan-yin made during the Ming period. The third work, 
The Tiger, which is drawn like a portrait of animals, also obviously come from Chinese painting themes, given that 
the brush techniques and the uses of black ink suggest that the Persian painter tried to imitate Chinese painting tech-
niques. The tiger is a typical animal painting theme in East Asia, and there are widespread examples of paintings 
and drawings with similar poses in Japanese and Korean painting. Finally, the eagle on a perch is a common Chi-
nese-derived painting theme, and there are plenty of examples in Japanese and Korean paintings.

Investigations for this essay revealed that the Chinese paintings in the Saray and Diez albums were wide-
spread painting themes in East Asia in the Ming period. The Chinese painting were exported to both East and 
West Asia in the Ming period, and those paintings were imitated and the copies accepted.
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several missions with gifts to the Timurid rulers, and 
vice versa.⑶ The Timurid historical record Zubdat 
al-Tawā rī kh states that the Chinese emperor gave the 
portrait of a horse as gift in kind,⑷ and so we can 
imagine that Persian painters had access to original 
Chinese paintings and had the chance to imitate them. 
At this time, Ming China was also involved in 
exchange missions with East Asian countries, such as 
Japan and Korea. That is why paintings similar to the 
Saray and Diez albums can be found in East Asian 
counties. The examples of Chinese paintings in Japan 
and Korea and the Chinese-influenced paintings in 
those countries show how widespread the painting 
themes in the Saray and Diez albums were during the 
Ming period.

1. Hai-ch’an and Tieguai (蝦蟇鉄拐)

(1)   Hai-ch’an and Tieguai in the Saray 
album (H. 2160, fol. 36b)
Hai-ch’an and Tieguai are a famous pair of Taoist 

figures that were mentioned by Muromachi-period art-
ist-monks such as Mincho (明兆) (1352–1431) and 
Sesson (雪村) (ca. 1504–?). This portrait of Hai-ch’an 
and Tieguai (Fig. 1) (monochrome ink on paper, 33.0 
× 23.0 cm) is surrounded by a bold gold border.⑸ This 
picture must have been folded at some time in the 
past, because it is creased horizontally at regular inter-
vals. On the right side is Li Tieguai (李鉄拐), who 
leans on a crutch on his left and releases Reiki energy 
(霊気) from his right hand. On the left side is Liu Hai-
ch’an (劉海蟾), who carries a toad on his shoulder. 
The crutch and Reiki are symbols typically associated 
with Li Tieguai, derived from folklore; Tieguai’s body 
was burned while his soul was separated from his 
physical body, so he was forced to restore his life by 
borrowing the dead body of a lame beggar. This leg-
end can be found in Yuanqu (元 曲), and is also 
reported in the Lieh-hsien ch’üan-chuan (列仙全伝), 
which was compiled by Wang Shizhen (王 世 貞) 
(1526–1590) during the Ming dynasty.⑹ While 
Tieguai is a typical immortal from Taoism who 
appears many folktales and is one of the Eight Immor-
tals (八仙), Hai-ch’an’s original source is uncertain, 
because it has been said that he was modeled on either 
the immortal Ge Xuan (葛玄) in the Three Kingdoms 
(三国時代), Liu Hai-ch’an (劉海蟾) in the Five Dynas-
ties (五代), or Bai Yuchan (白玉蟾) from the Southern 
Song (南宋 ) period.⑺ The original source for draw-

ing Hai-ch’an and Tieguai together is unknown, but 
they are often painted alongside one another or in a 
pair, such as Yan Hui (顔輝) did in his work housed in 
the Kyoto National Museum.⑻

The brushwork in this painting (Fig. 1) is too 
skillful to have been drawn by a Persian artist.⑼ In 
addition, its colors are based on the legendary story, 
which is further evidence that it was made in China. 
Tieguai is clad in rags, his hair is uncombed, and he 
carries a crutch in his left hand. His entire skin is dark; 
his abdomen, his hands, and his feet are greenish. His 
appearance and skin tone are associated with the leg-
end that he was restored to life by borrowing a 
beggar’s dead body. His striking profile̶his white 
eyeballs, bold eyebrows, and prominent forehead and 
nose̶evokes the profile of Yan Hui’s work.⑽ The 
outline of his body is fine, and the brush strokes of his 
dress are bold and thin, resembling the work of the 
Zhe school (浙派) from the Ming dynasty. The artist 
has put a gold circlet on Tieguai’s head, wrapped a 
leaf underskirt around his waist, and depicted spirits 
blowing away from his right hand.

Hai-ch’an is painted in a frontal view. Three toad 
legs are visible on his shoulder: the toad is a holy ani-
mal that accompanies him, and spirits rise up from his 
back. Like Tieguai, he is barefoot, clad in rags, has 
uncombed hair, and a leaf underskirt wrapped around 
his waist. The brushwork of his drapery is also bold 
and thin. The line framing the inner edge of Hai-
ch’an’s drapery is reddish brown, while thin black ink 
is used for Tieguai’s. Hai-ch’an’s impressive facial 
expression is characterized by his weird smile, which 
emphasizes his upper and lower front teeth, his nar-
rowed, crescent-shaped eyes, and the lines around his 
eyes and mouth.

Two examples of Ming Chinese painting featur-
ing Hai-ch’an and Tieguai were done by Shang Xi (商
喜)̶“Four Immortals” (四仙図) (Fig. 2)̶and Liu 
Jun (劉俊)̶“Liu Hai-ch’an” (Fig. 3). Shang Xi was a 
court painter who was active from the Xuande (宣徳) 
(1426–1435) to the Zhengtong (正統) (1436–1449) 
periods. Liu Jun served Hougzhi Huayuan (弘治画院) 
and was known as one of the successors to Yan Hui.⑾ 
The unusual facial expression featured in these two 
works originated in the Ming Zhe school, the succes-
sor of the Yan Hui style, and bold and thin strokes are 
used for the line of fluttering draperies. Compared to 
these two works by Chinese court painters (Figs. 2 and 
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3), “Hai-ch’an and Tieguai” in the Saray album fea-
tures a rougher style and looks unfinished, because it 
is probably based on the works of a non-court painter 
imitating the style. Tieguai’s impressive profile, with 
his wide-open eyes, reflects Shang Xi’s “Four Immor-
tals” style, while Hai-ch’an’s characteristic smile is 
typical of Liu Jun “Liu Hai-ch’an.” The stereotypical 
expressions, the gold ring and the “ushnisha” (肉髻: a 
bump on top of the Buddha’s head) on Tieguai’s head, 
and the leaf underskirt around both figures’ waists, are 
not typical of the idols worshipped as immortals, but 
they were characteristically portrayed in dramas, nov-
els, and lucky charms, and were typical expressions 
developed during the Ming dynasty.⑿ In conclusion, 
from the painting style established by the Ming Zhe 
school and the typical physical expressions, the figures 
portrayed in the Saray albums were familiar figures 
from the Ming dynasty.

Ōoka Shumboku’s (大岡春卜) (1680–1763) Gakō 
senran (画巧潜覧) (Fig. 4) is a perfect example dem-
onstrating that the image of Tieguai in the Saray album 
was a popular prototype in East Asia. This illustration 
is to explain Kyūhaten (急波点), which is one of 10 
ways to draw draperies. It is almost the same figure as 
the Tieguai in the Saray album. Shumboku was a typi-

cal Osaka-Kano school painter in the middle Edo 
period, and was familiar with Chinese painting from 
studying the Kano-school sketches and imported Ming 
and Qing woodcut printings.⒀ Besides Gakō senran 
(1740), he produced Ehon tekagami (画本手鑑) (1720) 
and Wakan meigaen (和漢名画苑) (1749), which are 
both collections of paintings of Japanese and Chinese 
masterpieces. Although published during the eigh-
teenth-century Edo period, most of the figures in these 
books are attributed to the works of Japanese and Chi-
nese masters from the Ting period, which means that 
they were already popular in Asia at the time. 
Although Tieguai in Gakō senran (Fig. 4) does not 
have the strong gaze and powerful eyebrows of the 
one in the Saray album, the figures’ appearance and 
pose indicate that they derive from the same proto-
type.

(2)   The Four Immortals (四仙) in the Diez 
album, (fol. 73, p. 53, p. 55)
On page 53 of the Diez album, fol. 73 (Fig. 5), 

Hansahn (寒山) is on the right side and Shide (拾得) is 
on the left, holding a broom. On page 55 (Fig. 6), Hai-
ch’an is on the right side, pointing to the toad on the 
ground, and Tieguai is on the left, again holding his 

Fig. 1 “Hai-ch’an and Tieguai” 
(Topkapı Palace Museum, Istanbul, H. 2160, fol. 36b)

Fig. 4 Ōoka Shumboku “Gakō senran” 
(1740, National Diet Library, Tokyo)
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crutch.⒁ Hansahn and Shide lived in seclusion in 
Tiantai Mountain Guoqing Temple (天台山国清寺) in 
the late Tang (唐) period and were often drawn by 
Japanese and Chinese Zen (禅) monks. It has been 
suggested that these two separated pages were origi-
nally a set, like the Four Immortals (四仙図).⒂ The 
image of Hansahn and Shide (Fig. 5) has been cut into 
four pieces: the panel containing their upper bodies 
measures 30.0 × 36.1 cm, while the image of Hai-
ch’an and Tieguai (Fig. 6), still whole, measures 56.0 
× 43.0 cm. On the right, below Hai-ch’an and Tieguai, 
another piece of paper featuring a toad has been pasted 
in. Both works are framed by bold, thin black and gold 
lines, and the lines representing the folds of draperies 
run over these borders. It is possible that the border 
was added later to avoid obscuring the drapery lines. 
Hansahn, Shide, and Hai-ch’an have narrowed eyes, 
big noses, show both their teeth and tongues, smile 
strangely, and their hair has been drawn with dry brush 
strokes. Tieguai, however, has wide-open eyes and 
gazes downwards, and has a gold circlet on his head. 
Compared with the drawings of their faces, hands, and 
feet, the strokes of the figures’ draperies are bold and 
rough.

This work in the Diez album is assumed to have 
been made in Central Asia or Iran,⒃ and this essay 
follows previous research that this is not the work of a 
Chinese painter. Firstly, the image was drawn only 
with deep black ink, and the artist did not use any 
effects such as bleeding or shading, which are usually 
used in ink drawings. Thus, the brush strokes visible 

in the uncombed hair, the shading done on the sleeve, 
and the hem of the drapery seem as though they were 
produced with a dry brush technique. The drapery on 
each figure is just waved repeatedly, like a pattern, 
rather than looking like it is actually being blown by 
the wind. Furthermore, the painter did not take care in 
drawing the flow of Hansahn’s left sleeve, so it is 
square-shaped and unnatural. The Persian painter must 
have been more interested in copying the characters’ 
impressive facial expressions and imitating bold and 
thin brush strokes.

Hansahn and Shide were originally Buddhist fig-
ures, and it is strange that these Buddhist monks are 
depicted alongside the Taoist immortals Hai-ch’an and 
Tieguai. In the Ming dynasty, Hansahn and Shide were 
often drawn with Taoist immortals, and these images 
were popular among citizens. Although the following 
examples do not feature the exact same composition 
as the Diez image, they illustrate these four people 
together: Shang Xi’s “Four Immortals” (Fig. 2); Liu 
Jun’s (attr.) “Hai-ch’an and Tieguai, Hansahn, and 
Shide” (蝦蟆鉄拐寒山拾得) (Ming dynasty, Tokyo 
National Museum),⒄ and the document Liuyan-Zhai 
Biji (六研斎筆記) “Si xian gu xiang” (四仙古像).⒅ In 
Shang Xi’s work, a Nanji Loren (南極老人) flies in 
the sky over the four figures, and both the work attrib-
uted to Liu Jun and the literature show that these four 
figures were drawn on each hanging scroll and form a 
set of four. These examples use different poses and 
arrangement from the Diez album, but all these exam-
ples feature Hai-ch’an, Tieguai, Hansahn and Shide in 

Fig. 2 Shang Xi “Four Immortals” 
(Ming period, National Palace Museum, Taipei)

Fig. 3 Liu Jun “Hai-ch’an” 
(Ming period, National Art 
Museum of China, Beijing)
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a set, so it has been suggested that these four figures 
are often drawn together.

Immortal characters such as Hai-ch’an and 
Tieguai are widely accepted as patriarchs of Taoism, 
and also as characters in dramas or novels. During the 
Ming dynasty, their followers expanded dramatically 
because of the promotion of commerce, and this 
expansion led to the increased production of Hai-ch’an 
and Tieguai illustrations.⒆ Although the Hai-ch’an 
and Tieguai image in the Saray album is undated and 
its year of production is not recorded, its painting style 
is derived from that of the early to middle Ming court 
painters, and it shares a common figural type with 
woodcut prints produced during the middle Edo 
period. Thus, it seems natural to conclude that this was 
a popular theme during the Ming dynasty. There are 
no images of these characters in poses similar to those 
of Diez’s version, but drawings of these four people 
together were popular during the Ming dynasty.

2. Water-moon Kuan-yin (水月観音)

(1)   Water-moon Kuan-yin in the Saray 
album (H. 2154, fols. 74b, 95a, 136a.)
The H. 2154 album contains four characters from 

Buddhist folktales in fols. 74b, 95a, 136a.: Sudhana 
(善財童子) (Fig. 7),⒇ the Dragon King (龍王) and 
Dragon Daughter (龍女) (Fig. 8),21 and Skanda (韋駄
天) (Fig. 9).22 Previous studies have determined that 
these works are Buddhist pictures from China. How-
ever, little has been done to analyze the original form 
and the painting style of these works. The brush 
strokes used in these three works is very similar, so it 
is possible that they all came from the hand of the 
same artist. All of these figures seem to be from one 
Water-moon Kuan-yin, originally in the form of a 
hanging scroll. For example, in many of the Water-
moon Kuan-yin (Fig. 10–12, 14), Sudhana is 
positioned at the lower right, the Dragon King and 
Dragon Daughter are at the lower left, and Skanda is 
at the upper left. Except for the Kuan-yin in the mid-
dle, these characters correspond to three Chinese 
paintings in the H. 2154 album. There is no Buddhist 
sutra or other source for associating Sudhana, the 
Dragon King and Dragon Daughter, Skanda, and 
Water-moon Kuan-yin together,23 but many of the 
Water-moon Kuan-yin portraits contain these charac-
ters.

Sudhana, who appears in fol. 74b (Fig. 7), is a 

Fig. 6 “Hai-ch’an and Tieguai” 
(Staatasbiblioteck, Berlin, Diez Album, fol. 73, p. 55)

Fig. 5 “Hansahn and Shide” 
(Staatasbiblioteck, Berlin, Diez Album, fol. 73, p. 53)
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character from the Gaṇḍavyūha Sutra (入法界品) in 
the Avataṃsaka Sutra (華厳経), which tells the story 
of him visiting 53 teachers under Manjushri’s (文殊菩
薩) instructions. The 28th teacher is Kuan-yin, who 
lived in Mount Potalaka (補陀洛山). Sudhana appears 
in fol. 74b, on the upper left-hand side: he has a halo 
on the back of his head, and is in a praying pose with 
his palms joined together. His hair is pinned up in 
three chignons, and he wears earrings, bracelets and 
wristlets. His priest’s robe is blown by a strong wind. 
He stands on the ground, barefoot, and the background 
is made up of waves and clouds. While thin, bold 
strokes are used for his drapery, fine soft strokes were 
carefully used to depict his face and hair, and shading 
was added for his eyes, nose, and cheeks.

The Dragon King, who is depicted in fol. 95a 
(Fig. 8), appears in Johon (序品) from the Lotus Sutra 

(法華経). He is one of the characters who defends 
Buddhist doctrines. In the image, he appears in the 
upper right of the painting, rising from the sea and 
making an offering as a gesture of worship. He is 
wearing a crown and an outer garment with a scale-
like pattern. Behind the Dragon King is his daughter, 
who is dedicating the Cintamani stone. She appears in 
Daibadattahon (提婆達多品) from the Lotus Sutra, 
known as “The Story of Dragon Daughter” (龍女成仏). 
When she dedicates the Cintamani stone (宝珠) to 
Buddha, she suddenly changes into a man, and finally 
achieves enlightenment. In the painting, the waves are 
surging as if the Dragon King and Dragon Daughter 
have just emerged from the sea, and behind them is a 
turtle carrying corals and mysterious sea creatures.

Skanda, who is drawn on fol. 136a (Fig. 9), is 
another character who defends the Buddhist doctrines, 

Fig. 9 “Skanda” (Topkapı 
Palace Museum, Istanbul, 
H. 2154, fol. 136a)

Fig. 10 “Water-moon Kuan-yin” 
(Ming Period, Nanjing Museum, Nanjing)

Fig. 8 “The Dragon King 
and Dragon Daughter” 
(Topkapı Palace Museum, 
Istanbul, H. 2154, fol. 95a)

Fig. 7 “Sudhana” 
(Topkapı Palace 
Museum, Istanbul, 
H. 2154, fol. 74b)
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and is often portrayed as armed. He looks to the right, 
and holds a treasured sword in his folded hands. He 
wears a helmet and armor, and his sleeves and hem are 
fluttering in the wind. A biting lion-mask is drawn on 
the belt, and his sleeves and belt are decorated. He 
also has a flame-shaped halo on his head. The lower 
half of his body is hidden in the clouds, so it seems 
like he is flying in the sky.

(2) Water-moon Kuan-yin in Chinese painting
Figure 10 is an example of Water-moon Kuan-yin 

in Ming Chinese. Sudhana is placed on the lower 
right, the Dragon King and Dragon Daughter are on 
the lower left, Skanda is on the upper left, and Kuan-
yin is seated in the center. This Buddhist painting 
measures 164.0 × 101.0 cm, and Kuan-yin takes up 
about two-thirds of the picture. Sudhana, the Dragon 
King and Dragon Daughter, and Skanda fit into 50 cm, 
and this part of the painting is the perfect size to paste 
into a 68.0 × 50.0 cm page. A Persian painter must 
have seen a whole Water-moon Kuan-yin, removed 
the principal image (the Kuan-yin) because of its huge 
size, and selected the figures that fit the album.

In Figure 10, Kuan-yin, who lives in Mount Pota-
laka, sits on the rock in the foreground. He sits 
comfortably on a weed cushion, and his back is cov-
ered with a halo of the full moon. He wears a chignon 
with a small statue of Buddha on it, as well as a jew-
eled crown, and his long hair hangs down over both 
shoulders. He is also wearing jewelry, such as ear-
rings, bracelets, and a necklace, all over his body. By 
his side sits a water jar with a willow branch in it, and 
on his right side, a white bird perches on a tree.

In the lower right quarter of the image, Sudhana 
stands and holds both his hands out to Kuan-yin. 
Behind his back are a halo and some clouds. His pose 
and clothing are the same as the Sudhana in the H. 
2154 album (Fig. 7): he is barefoot, wears three chi-
gnons and a priest’s robe with the hem fluttering in the 
wind, and is looking to the upper left, worshipping 
Kuan-yin.

The Dragon King and Dragon Daughter are in the 
lower left. In this picture (Fig. 10), the Dragon King 
appears from the wild waves and makes an offering to 
Kuan-yin. He rides on the dragon and is surrounded 
by the waves and clouds. Dragon Daughter rides on 
her father’s back and holds the Cintamani stone on a 
tray. There are also corals and monstrous sea crea-

tures, as were also depicted in the image of the Dragon 
King and Dragon Daughter in the H. 2154 album (Fig. 
8).

Skanda, on the upper left, is armed with a helmet 
and armor, and wears a shawl over his shoulders. He 
holds a treasured knife in his folded hands, and his 
sleeves and hem of his robe are fluttering in the wind. 
Here he has a circle-shaped halo, while in H. 2154 
album (Fig. 9), he has a flame-shaped halo. However, 
in the Ming example Skanda shares common points 
with the portrayal in the H. 2154 album̶the figures 
are in the same pose, have the same appearance and 
clothing, and in each image the lower body is covered 
with clouds. These similarities suggest that the three 
pictures contained in the H. 2154 album (Figs. 7–9) 
were originally a Water-moon Kuan-yin in the form of 
a hanging scroll.

Figure 11 shows a frontispiece from a fifteenth-
century Kuan-yin Sutra, another example of a Water-
moon Kuan-yin that includes Sudhana on the lower 
right, the Dragon King and Dragon Daughter on the 
lower left, and Skanda on the upper left. Like the 
Water-moon Kuan-yin in Nanjing Museum (Fig. 10), 
the picture is dominated by a frontal view of Kuan-yin 
in the center, sitting on a grass cushion with his right 
knee drawn up. On his right side, there is a stretch of 
rocky ground and a bamboo forest; in the foreground 
of the rocks are lotus flowers and a pattern of running 
water and waves. On the lower right is Sudhana, wear-
ing three chignons, and on the lower left is the Dragon 
King, making an offering, with Dragon Daughter on 
his back, holding the Cintamani stone. Behind them 
are sea creatures wearing coral on their heads, and on 

Fig. 11 “Kuan-yin Sutra” 
(15th century, National Palace Museum, Taipei)
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the upper left, Skanda is flying in the sky, wearing a 
flame-shaped halo on his head. This picture is a scene 
from a scroll-type Buddhist sutra, painted on dark blue 
paper with gold ink, and was in a Qing court collec-
tion.24 Buddhism was controlled during the Ming 
dynasty, but the largest patron of Buddhist art was the 
imperial court;25 Ming rulers appointed high-ranking 
priests as officers and put considerable effort into dec-
orating temples and publishing the Buddhist sutras. 
The court publication process was managed by the 
Silijian (司礼監), but each temple or Jingpu (経鋪; 
professional Buddhist sutra publishers) also produced 
sutras;26 these sutras often contain a Kuan-yin as a 
frontispiece and a Skanda at the end of the roll. It has 
been suggested that drawing Kuan-yin with Sudhana, 
the Dragon King and Dragon Daughter, and Skanda, 
as was done in the frontispiece of Kuan-yin Sutra (Fig. 
11) was one of the prototypes for drawing Water-moon 
Kuan-yin in the fifteenth century. This kind of popular 
Buddhist painting must have reached Western Asia by 
that time.

(3)   Water-moon Kuan-yin in Japanese and 
Korean painting
Other examples of Water-moon Kuan-yin in East 

Asia can be found in Ningbo (寧波) and Goryeo (高
麗) Buddhist paintings from the fourteenth century. 
Kuan-yin was widely accepted as a guardian deity in 
Chinese coastal areas such as Zhejiang (浙江省) and 
Fujian (福建省), where marine trade flourished.27 In 
Ningbo, Tiantai Pure Land Buddhism (天台浄土教) 
was developed; it centered on Zhejiang (延慶寺), and 
Buddhist paintings referred to as the Ningbo Buddhist 
school were produced there. Ningbo Buddhist Painting 
is famous for its use of bright colors and the similari-
ties of the figures to models imported from Japan 
(during the Kamakura period) and Korea by monks 
and merchants.28 Most of the Water-moon Kuan-yin 
paintings made before the fourteenth century feature 
Sudhana, but the Dragon King, Dragon Daughter, and 
Skanda are not included; examples of these include 
Ningbo Buddhist, Goryeo Buddhist, and Joseon (李朝) 
Buddhist paintings.

One example of Ningbo Buddhist Painting is 
shown in Figure 12: a Water-moon Kuan-yin from the 
Yuan period. Kuan-yin is seated on a rock with his 
hands clasped over his knee. He is wearing jewelry, 
and is drawn in a three-quarters view. In the lower 

right, a monk with his palms joined together has had 
the Budai (布袋) written over him; Sudhana is riding 
on a lotus near him; in the lower left, the Dragon King 
is holding out the Cintamani stone; and in the upper 
left is Skanda.

Figure 13 is an example of the Water-moon Kuan-
yin from the Goryeo Buddhist tradition, featuring most 
of the aforementioned common characters except 
Skanda. It is 227.9 × 125.8 cm, and Kuan-yin is drawn 
at the center in a three-quarters view, sitting in with 
his head inclined. A halo appears over his shoulders, 
and he has a wilow branch and a bamboo stalk by his 
side. Kuan-yin, the principal image of worship, occu-

Fig. 12 “Water-moon Kuan-yin” 
(Yuan period, Ensho-in 円生院, Nara)
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pies most of the picture; Sudhana appears in the lower 
right, and secular characters and demons are making 
offerings in the lower left. The characteristics of 
Water-moon Kuan-yin paintings from the Goryeo 
Buddhist tradition are that the principal image to wor-
ship nearly always retains the same or a similar 
arrangement: Sudhana is often depicted near Kuan-
yin’s foot, while Skanda does not appear at all. The 
Daitoku-ji painting looks ornamental and mysterious, 
compared to those in the H. 2154 album (Figs. 7–9) or 
the Nanjing Museum (Fig. 10).

An example of a Water-moon Kuan-yin from the 
Joseon Buddhist tradition is Figure 14. It also includes 
Sudhana in the lower right, a layperson in the lower 
left, and Skanda in the upper left. The characters 
appearing here are the same as those depicted in the H. 
2154 album (Figs. 7–9) and the Nanjing Museum 
paintings (Fig. 10) from the fifteenth century. The 
depiction and appearance of Kuan-yin in the Yashima-

ji piece resembles the Water-moon Kuan-yin paintings 
from the Ming dynasty (Figs. 10 and 11): he is drawn 
in a frontal view with his right knee pulled up so that 
he can rest his arm on it. Ribbons are fluttering from 
both sides of the jewelry on his chest, and a lotus is 
floating on the sea.

Given the above considerations, it is suggested 
that the three pictures in the H. 2154 album̶Sudhana 
in fol. 74b, the Dragon King and Dragon Daughter in 
fol. 95a, and Skanda in fol. 136a̶are all representa-
tions of aspects of Water-moon Kuan-yin. It is not 
clear when Kuan-yin ceased to be a principal object of 
worship. However, considering this original picture 
was brought out from a Chinese painting collection to 
be added to the H. 2154 album, we can presume that 
the images of Sudhana, the Dragon King and Dragon 
Daughter, and Skanda were separated from an original 
painting with Kuan-yin in the center around H. 951 
(1544–1545), when this album was made.

Fig. 13 “Water-moon Kuan-yin” 
(Goryeo dynasty, Daitoku-ji 大徳寺, Kyoto)

Fig. 14 “Water-moon Kuan-yin” 
(Joseon Dynasty, Yashima-ji 屋島寺, Kagawa)
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3. Tiger painting

(1)   Tiger painting in the Saray album 
(H. 2163, fol. 89b)

We will now look at tiger painting in the Saray 
album H. 2153, fol. 89b (Fig. 15) (monochrome ink 
on paper, 49.0 × 32.5 cm).29 The fact that this painting 
does not feature effective shading or the dry brush 
technique suggests that it was produced by a painter 
who was unfamiliar with ink painting. Furthermore, 
the coloring and the fine lines representing the hair-
line drawing are incomplete, so it cannot be concluded 
that this painting was done in the Gongbi style (工筆
画; traditional Chinese painting with highly detailed 
brushstrokes). The tiger’s bizarre appearance and the 
swirl and stripe patterns also suggest that this painting 
is a copy of a Chinese original by a non-Chinese 
painter. In Persian painting, it was common to draw 
animals in manuscript paintings as parts of court hunt-
ing scenes. However, it was uncommon to draw only 
one animal in a picture, as was done in this Topkapı 

painting, so this subject reflects the influence of Chi-
nese painting.

The tiger lowers his head, crosses his forelegs, 
twists his body, and stares at the viewer, a position 
reminiscent of the “Emerging from the Mountain” (出
山虎) or “Emerging from the Woods” (出林虎) motif, 
one of four styles of drawing tigers in Chinese paint-
ing based on their natural behavior; there are similar 
examples from Korea and Japan.30 The other three 
motifs are walking, drinking, and sitting, reclining, or 
sleeping.31 Further evidence that the tiger in H. 2153 
is a copy of a subject using the “Emerging from the 
Mountain” (Figs. 16 and 17) or “Emerging from the 
Woods” motif is that it does not feature a background, 
but draws the tiger standing in the foreground; the 
viewer looks down on the animal from a bird’s-eye 
view.

The tiger in H. 2153 (Fig. 15) has his left foreleg 
placed before his right foreleg, and is looking to the 
left. It is drawn from a bird’s-eye view, and outlined 
with fine lines representing fur. The lines representing 
the tiger’s fur are drawn in the same direction at regu-
lar intervals. Looking at the top of its head or its 
cheek, for example, they line up like the fringe of a 
carpet. In addition, the lines are all drawn in the same 
tone of black ink. The contours of the tiger outlined, 
and there are no lines used for fur on the surface of the 
body. The tiger itself is drawn with only black ink in 
different tones, so it is possible that the tiger in the 
original model for H. 2153 was an ink painting rather 
than a colored picture. However, it has stain-like yel-
low coloring on the face and the body. A set of dark 
black stripes is drawn symmetrically around the spine, 
and light black ink has been added to one side of the 
dark black lines. Here and there spots have been added 
in dark and light black inks, as was done for the stripe 
lines. The tones of the dark and light black ink do not 
change; the technique of one-side shading was not 
applied here, and only two tones of black ink were 
used. The contours of the eyes, eyebrows, and mouth 
were drawn precisely, and horizontal lines were 
inscribed on the tiger’s cheeks to represent wrinkles. 
Its pupils are outlined a number of times in both fine 
dark and bold light black. The left fang is visible, but 
the tiger’s attitude is not hostile. The long tail is partly 
obscured by its right rear leg, which further detracts 
from any sense of tension.

Fig. 15 “Tiger” 
(Topkapı Palace Museum, Istanbul, H. 2153, fol. 89b)
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(2) Tiger painting in Chinese painting
This section examines examples of Chinese tiger 

painting during the Ming dynasty, and follows the 
spread of the practice to East Asia (in terms of using 
the same composition, rather than specific painting 
techniques such as ink painting or colored painting). 
Figure 16 is attributed to Zhao Miaochuo (趙邈齪), a 
painter active during the Sung period. The tiger in this 
image is drawn from a bird’s-eye view. It stands on a 
slanted rock with its forelegs closed and its body 
twisted, staring to the right. Although Zhao was a 
painter during the Sung period, this particular painting 
seems to be a copy from the Ming dynasty:32 the com-
position of the background is disordered, rather than 
arranged along a clear perspective, and the depictions 
of the surroundings, such as the pine branches and 
needles, the trunk of an old tree, leaves, and graves, 
are stylized rather than naturalistic. The pose of the 
tiger is the same as the one depicted in H. 2153 (Fig. 

15): it stands on an inclined surface, its forelegs 
closed, gazing to one side with its body arched. The 
tiger attributed to Zhao (Fig. 16), on the other hand, 
shows its fangs and expresses ferocity. Its stripes, con-
toured by tear-shaped outlines, add symmetry and a 
horizontal line and circle pattern is added alternately 
at the tail as a decoration. A mountainous terrain with 
bushes was used for the background in the image in 
Figure 16 because it depicts a tiger coming out after 
has rested in the mountain and is now lively.33 A num-
ber of copies of tiger paintings using this composition 
were produced during the Ming dynasty,34 based on 
the works of (or sometimes ascribed to) masters of 
tiger painting such as Li Kuei-chen (厲歸眞) (active 
907–923) and Zhao Miaochuo.

Figure 17 (color on silk, 206.5 × 122.0 cm) is by 
an unknown painter. The perspective on and pose of 
the tiger are similar to the two works mentioned above 
(Figs. 15 and 16). The tiger is drawn from a bird’s-eye 

Fig. 16 (attr.) Zhao Miaochuo “Tiger” (虎) 
(Ming period, ex-F. S. Kwen collection)

Fig. 17 “Tiger” 
(Mind period, National Palace Museum, Taipei)
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view: it arches its body and stares at a point beyond 
the viewer. This work believed to date from the Yuan 
period, but the stylized waterfall, pine trees, and grass 
on the ground also indicate that it was done in imita-
tion of a Ming-period work.35 The two magpies in the 
pine tree are an allegorical warning to be careful of 
invaders.36 The tiger’s forelegs are close together 
while its left rear leg is in front of its right rear leg; its 
pose suggests that it is about to attack the viewer. Gold 
and deep green are used for the eyes to increase the 
impact of the animal’s gaze. Its body is covered with 
fine lines representing fur, and lines of white, yellow, 
and black are used to create the pattern of its hide and 
shading. The stripe pattern along its spine is variegated 
rather than symmetrical.

(3)   Tiger painting in Japanese and Korean 
painting
This section deals with examples of paintings 

from Korea and Japan. Figure 18, “Dragon and Tiger” 
(龍虎) (monochrome ink on silk, 116.0 × 75.5 cm), 

was created by Yi Jeong (李楨). Yi Jeong came from a 
family that produced Dohwaseo (図画署) for many 
generations. This painting was brought to Japan 
around 1670, and Kanō Tanyū (狩野探幽) (1602–
1674), an official painter of the Tokugawa Shogunate, 
determined that it had been painted by Yi Jeong.37 The 
painting includes two figures, the eponymous dragon 
and tiger, but only the tiger will be considered here. It 
is a typical tiger painting based on the composition of 
“Emerging from the Mountain”: the animal is twisting 
its body and staring to the right, fangs bared and ready 
to attack. The position of the tiger’s pupils emphasize 
the tension of its stare. The stripes on its body are 
drawn diagonally, and the markings on its head are 
unclear. The contour of the body is covered with fine 
lines representing fur, and only the toes and feet are 
bordered by a black ink line. The surface of the body 
is covered with fine thin lines, and the tone of the 
color changes to create the depth and shading.

The tiger in Figure 19 stands in a similar pose. 
This painting is a part of the Nanzenji (南禅寺) parti-

Fig. 18 Yi Jeong “Tiger” (detail) 
(Joseon Dynasty, Koryo Museum, Kyoto)

Fig. 19 “Tigers” (detail) 
(17th, Nanzen-ji 南禅寺, Kyoto)
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tion painting “The Tigers” (群虎) by painters from the 
Kanō school. The background is covered with gold. 
Between the bamboo stalks, various tigers appear; 
their poses are derived from the “Emerging from the 
Woods,” “Reclining” (臥虎), and “Crouching from a 
Rock to Drink Water” (伏石飲水) motifs. The tiger 
drawn in the “Emerging from the Woods” pose is simi-
lar to the aforementioned examples: its forelegs are 
crossed, it stares to one side, and we look down on it 
from above. The colors on some parts are peeling off, 
but whole body is covered with fine lines to represent 
fur, and the symmetrical stripes meet along the spine. 
The expression created by the stripe patterns on the 
forehead and cheeks is also very similar to those in 
Continental Chinese tiger paintings.

From these examinations, it can be concluded that 
the tiger painting in the Saray album (Fig. 15) is a 
copy of a typical Chinese tiger painting, a style that 
was popular in East Asia during the Ming dynasty. In 

Chinese painting, tigers are painted on large silk pan-
els (Figs. 16 and 17); therefore, the reason why the 
tiger’s body is cut off on the left and the right in the H. 
2153 album (Fig. 15) is that the painter copied not 
only the pose and the techniques of the original but 
also its size, and to paste into the album he had to cut 
off the edges.

4. Eagle on a Perch (架鷹図)

This section covers the “Eagle on a Perch” (架鷹
図) painting in H. 2153, fol. 109a (Fig. 20). Eagles on 
perches were a popular subject for paintings in East 
Asia during the Ming dynasty;38 these pictures focused 
on a hunting bird (not only eagles̶hawks were often 
portrayed as well) sitting on a perch. The image in 
Figure 20 is a separate painting of a hawk, not a back-
ground image from a larger work or a genre painting. 
It was not common to draw an animal or a bird in a 
single painting like a portrait in Persian painting, so it 

Fig. 21 (attr.) Huizoung “Eagle on a Perch” 
(15th, private collection)

Fig. 20 “Eagle on a Perch” 
(Topkapı Palace Museum, H. 2153, fol. 109a)
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can be assumed that this work is a Persian copy of a 
Chinese original. Like the tiger painting, its prototype 
was derived from a Chinese painting tradition, and 
similar examples can be found in paintings from the 
Joseon Dynasty or the Muromachi period in Japan.39 
At the time, hawks were prized as gifts, as hunting 
animals, and as symbols of power.40 Their value as a 
status symbol inspired these artistic renderings, and 
eventually “Eagle on a Perch” paintings reached West-
ern Asia.

There are many records of falcons being given as 
gifts between Western Asian officials to members of 
the Ming Dynasty, including the gerfalcons (青鷹) 
brought back from a mission to Bishbalik in 1391,41 
the gerfalcons and horses brought back from a mission 
to Bishbalik, Karakhoja, and Turfan in 1413,42 and the 
hawks, horses, and camels brought back from a mis-
sion to Hami in 1440.43 Ming emperors also gave 
these animals as gifts themselves: In 1421 a mission 
of Timurid took a number of hawks bestowed by 
Emperor Yongle.44 The practice spread to Europe as 
well̶a mission from the Kingdom of Castile was 
recorded as carrying a gerfalcon as a gift for Timur 
around 1404.45

(1)   The “Eagle on a Perch” motif in the 
Saray album (H. 2153, fol. 109a)
There are five “Eagle on a Perch” paintings in 

total in the Saray albums (Figs. 20, 23–26).46 Although 
they do not include any information on the place or 
year of production, they seem to be related to similar 
Chinese paintings that were popular at the time. Figure 
20 represents a golden eagle that has shiny feathers on 
the back of its head. It rests on a red perch with jesses 
wound around its legs; its back is to the viewers, and 
its head is turned to look back over its shoulder to the 
left. The feathers over most of its body are blackish-
brown, although the inner parts of the wing coverts are 
light brown. The bulge of its back is expressed by the 
neatly lined up flight feathers, wing covert, and tail. 
The outline of each feather is contoured with black 
ink, and their textures are expressed by some feathers 
being painted in different colors. Mottled patterns 
have been added to some of the light brown feathers, 
and the feathers on the back of the bird’s head are out-
lined by a lighter orange color than that of the rest of 
the back. The face, claws, perch, and rope are con-
toured with black ink, and bold thin strokes were used 

for the contours of the forehead, eyes, and beak to 
express the animal’s sharp profile. The eyes are red-
dish brown at the edge, fading to a lighter orange 
toward the pupil, making them more three-dimen-
sional. The eyes are ringed in blue-green, which fades 
gradually to yellow above the beak. The white pig-
ment used on the claws gives them a scale-like texture, 
and the tips of the claw are drawn in green with a 
black outline. The outline of the perch and rope is 
almost uniform, while the blue rope fluttering in the 
wind is outlined with thin, bold lines.

As a whole, this painting is likely a Chinese 
work, due to the skillful depiction of the animal’s 
vitality (particularly its aggressive expression), the 
volume of its wings towards the back, and its scaly 
legs. Persian painting is very different from Chinese 
art in character; it tends to use more decorative struc-
tures and makes less use of perspective and 
naturalism. Its figures are stiff rather than vital. How-
ever, the depiction of the bird in this painting is also 
unnatural in some ways, unlike the usual style of Chi-
nese works. Being viewed from the back, its wings 
conceal of its legs, so it seems like its body is touching 
the perch; furthermore, the bird looks unbalanced, as 
though it would slide backwards on its perch toward 
the viewer, because its left claws cannot be seen. It is 
also unclear what the orange band above the bird’s 
foot is, where its legs should be. Finally, the flashy use 
of color, such as painting the points of the claws in 
green and outlining parts of the wings and the tail in 
orange, make it difficult to conclude that this was the 
work of a Chinese painter. It is necessary to examine 
the materials used carefully, including whether it was 
painted on silk or paper; however, it is certain that the 
hawk painting in the Saray albums is a typical “Eagle 
on a Perch.”

(2)   The “Eagle on a Perch” motif in Chinese 
painting
We will now look at Figure 21, a fifteenth-century 

“Eagle on a Perch” painting attributed to Huizoung (r. 
1100–1125) that was made in Yuan during the Ming 
dynasty, as an example of Chinese painting.47 The 
painting is on a large screen; again, the hawk’s back to 
the viewer and it looks back, this time to the right side, 
and a rope connects its legs to the perch. The flight 
feathers, wing coverts, and tail line up in an orderly 
fashion, like that of the eagle in the Saray albums (Fig. 
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20), but here the bird’s legs are clearly visible, and its 
claws are colored black.

There are two types of hawks used as subjects in 
Chinese painting:48 “Eagle on a Perch,” which 
involves a hawk or eagle resting on a perch connected 
by a rope, and “Hawks and Eagles” (鷙鳥図), which 
represents a hawk hunting its prey and always includes 
a landscape. This essay deals only with the former, 
because the there is no example of the latter in Persian 
painting. Although there is no extant example of the 
latter in the countries that comprised the Timurid 
Empire, it is possible that the latter was also intro-
duced to Persia. However, landscape painting was not 
a common theme in Persian painting around the fif-
teenth century̶as compared to its popularity in China 
and Europe̶so the former must have been more 
attractive for Persian painters to imitate. From the 
“Painting of a Hawk” (画鷹) by Du Fu (杜甫) (712–
770), we know that “Eagle on a Perch” paintings were 
already popular in the Tang period.49 Similarly, from 
Du Fu’s poem “a twelve-panel screen decorated with 
depictions of hawks that he had been shown by his 
friend Yang Yan” (楊監又出画鷹十二扇), we know 
that Feng Shaozhen (馮紹正), who was a master of 
hawk painting during the Tang period, covered a 
twelve-panel folding screen with twelve different 
paintings of hawks, one per panel. These evidences 
suggest that the hawks’ poses were already stylized by 
the time of the Tang period.50

(3)   The “Eagle on Perch” motif in Japanese 
painting
With regard to the “patterns” or “models” (“yang” 

様) of hawks, Huang restored the original patterns of 
the twelve-panel screen by examining the images cre-
ated after the Muromachi (室町) period, such as Tanyū 
shukuzu (探幽縮図; smaller copies were made by 
Tanyū),51 and studying “Hawk Painting by the Toki (土
岐)”; he then created the “Hawks on Perches” folding 
screen (架鷹図屏風) (Fig. 22) as a sampler of the dif-
ferent styles of the motif.52 Single-scroll paintings 
such as the “Eagle on a Perch” attributed to Huizoung 
in Figure 21 were frequently made during the Ming 
dynasty, and the fashion continued in the form of 
works such as the “Hawk Painting by the Toki” and 
“Hawks on Perches” folding screen in Japan after the 
Muromachi period. The hawk in the Saray albums 
(Fig. 20) is one example of a single-scroll “Eagle on a 

Perch” that reached West Asia.
There is no example of the “Eagle on a Perch” 

motif being applied in Persian painting, as the Japa-
nese did in making it a common practice to cover 
folding screens with pictures of hawks, but if the 
Saray album’s “Eagle on a Perch” is compared to the 
“Hawks on Perches” folding screen (Fig. 22), it can be 
seen that in H. 2153, fol. 47a (Fig. 23) the bird’s pose 
is equivalent to that of an eagle “looking back while 
crouching” (first panel on the left screen) and H. 2153, 
fol. 109a (Fig. 20) resembles the pose of “looking 
back” (the second and sixth panels on the right screen, 
and the fifth panel on the left screen); furthermore, 
three other images in H.2154, fols. 17b (Fig. 24), 18a 
(Fig. 25), and 119b (Fig. 26), use “the pose of looking 
right in front” (the third and fifth panels on the right 
screen and the third and sixth panels on the left 
screen).

(4)   The “Eagle on a Perch” motif in Korean 
painting
The “Eagle on a Perch” in also often drawn in 

Korean painting.53 Korea exported branded Korean 
hawks during the Joseon Dynasty. Figure 27 is a ver-
sion of “Eagle on a Perch” by Yi Am (李巌),54 who 
was known as Kanzan Seityū (完山静仲) in Japan. 
Like the birds in the various versions of the “Eagle on 
a Perch” motif discussed above, the hawk has its back 
to the viewer and looks back to the left. The black and 
white feathers are drawn carefully, and the bird’s tal-
ons and the scale-like pattern on its legs are finely 
rendered. The gorgeous perch, with its background 
pattern, indicates that the bird belonged to a nobleman. 
All of the Korean “Eagle on a Perch” paintings were 
produced after the seventeenth century, at which point 
the Korean culture had already absorbed the painting 
style of China’s Ming dynasty. The prototype derives 
from Chinese painting, but it also shows the Korean 
taste: decorative, motionless, and lacking a sense of 
physical depth. For example, while the depictions of 
rope in two previous paintings (Figs. 20 and 21) give 
clues as to the dimensions and weight of the rope itself 
and the direction of the wind, the rope in Yi Am’s 
“Eagle on a Perch” lies still; part of it hangs down in a 
loop, a position that could only be achieved in life by 
the rope being laid in that position on a flat surface.

The hawks in Figures 20 and 21 are slanting their 
heads forward, are full of tension, and look as though 
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Fig. 22 “Hawks on Perches folding screen” (16th‒17th, Okayama Prefecture Museum, Okayama)

right screen

left screen

Fig. 23 “Eagle on a Perch” 
(Topkapı Palace Museum, Istanbul, H. 2153, fol. 47a)

Fig. 24 “Eagle on a Perch” 
(Topkapı Palace Museum, Istanbul, H.2154, fol. 17b)

Fig. 25 “Eagle on a Perch” 
(Topkapı Palace Museum, Istanbul, H. 2154, fol. 18a)

Fig. 26 “Eagle on a Perch” 
(Topkapı Palace Museum, Istanbul, H. 2154, fol. 119b)
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they are about to attack their prey, whereas Yi Am’s 
hawk in Figure 27 has its head up and looks almost 
friendly. The way the birds’ eyes are drawn is also dif-
ferent. In the Chinese style, the outlines are oval-
shaped and the pupils are drawn at the front to indicate 
which way the bird is looking; the eyes of Yi Am’s 
“Eagle on a Perch” are almost perfect circles, and the 
pupils are in the center, making its expression neutral 
rather than hostile. These are the characteristics of the 
“Eagle on a Perch” motif from Joseon dynasty, influ-
enced by the Ming-style “Eagle on a Perch.”

It is difficult to judge whether the “Eagle on a 
Perch” from the Saray album (Fig. 20) is a copy by a 
Persian painter or not, because it is a printed image 
rather than an original, but has been suggested that 

this work is associated with Chinese single-scroll 
“Eagle on a Perch” paintings. The Takazukan included 
in the Tanyū shukuzu and Yi Am’s “Eagle on a Perch” 
are proof of the motif’s popularity in East Asia after 
the sixteenth century, and together with the paintings 
of the Saray albums, they demonstrate that “Eagle on 
a Perch” paintings produced during the Ming dynasty 
spread across both East and West Asia.

Conclusion

The four Chinese painting themes covered in this 
essay̶(1) “Hai-ch’an and Tieguai,” (2) “Water-moon 
Kuan-yin,” (3) “Tiger,” and (4) “Eagle on a Perch”̶
are all typical images that were very popular in East 
Asian countries during the Ming period. The Chinese-
related paintings in the Saray and Diez albums can 
thus be concluded to be examples of popular Chinese 
paintings from that period. The “Hai-ch’an and 
Tieguai” image in the Saray albums has only two fig-
ures, while that in the Diez album adds Hansahn and 
Shide, and is similar to depictions of the “Four Immor-
tals.” These famous Chinese Taoist figures show how 
widely spread Chinese folk belief paintings were. The 
subject “Water-moon Kuan-yin” dates back to before 
the Tang period in East Asia. The paintings in the 
Saray albums lack the principal image of Kuan-yin; 
however, the painting style and the three remaining 
pictures (Sudhana, the Dragon King and Dragon 
Daughter, and Skanda) are similar to works from the 
Ming period, and the original paintings of Saray album 
can be concluded to be Ming “Water-moon Kuan-yin.” 
The “Tiger” is a Persian copy of Chinese famous tiger 
theme “Emerging from the Mountain” that lacks a 
background illustration. There are other examples of 
the same theme with similar poses not only in Chinese 
painting but also in Japanese and Korean painting; this 
is also true of the “Eagle on a Perch” motif. One of the 
reasons that the “Eagle on a Perch” motif was so pop-
ular seems to be that branded eagles were prized gifts 
in Asia at the time.

Although the Chinese-related paintings in the 
Saray and Diez albums lack dates or the artists’ names, 
examination and comparison with Ming Chinese 
paintings makes it clear that the works in these albums 
are related to famous Ming painting themes, of which 
there are many similar examples in East Asian coun-
tries. Ming Chinese paintings spread from the East to 
the West, and the Chinese-related paintings in these 

Fig. 27 Yi Am “Eagle on a Perch” 
(Mid 16th century, 

The Japan Folk Crafts Museum, Tokyo)
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albums are such examples of this trend. I hope this 
essay leads to a deeper understanding of the Chinese 
influence on Persian painting, because it is important 
to consider its connections with Ming Chinese paint-
ing and the spread of this tradition’s influence in East 
Asian countries.
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