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HOW	TO	BE	A	DOCENT	

First	–	A	recognition	and	acceptance	of	the	fact	that	to	the	public	you're	the	official	spokesman	of	the	
Japanese	Friendship	Garden	Society.		At	all	times	be	sure	that	what	you	say,	especially	an	OPINION,	
represents	the	opinions	and	policies	of	the	society,	and	not	your	own.		If	in	doubt,	ASK.			

Second	-	The	Market	-	The	visitors	are	first	and	foremost,	and	are	not	Japanese	Garden	enthusiasts.		
They	are	ordinary	men	and	women,	tourists,	school	children	and	their	teachers,	joggers,	etc.,	from	all	
walks	and	conditions	of	life,	from	San	Diego,	Montana,	Wisconsin,	New	York,	Sweden	etc.			

TO	PREPARE	YOURSELF	

Read	about	Japanese	Gardens.		Check	books	out	from	our	own	lending	library,	particularly	those	about	
the	philosophy	and	reasoning	behind	the	design	of	Japanese	Gardens.		Use	the	list	prepared	by	the	
society.			

Become	familiar	with	the	building,	rock	garden,	floral	garden,	lanterns,	etc.		(See	r>1ap)		

You	do	not	have	to	be	completely	versed	in	Japanese	culture	and	philosophy,	but	you	should	be	familiar	
with	the	facets	related	to	our	facility.			

RECOGNIZE	the	visitors	are	just	passing	through,	curious	but	only	briefly	interested,	with	a	limited	
attention	span.		If	you	have	them	for	fifteen	minutes,	you	have	been	particularly	fortunate,	unless	you	
get	them	to	ask	questions	and	engage	in	conversation.		Your	presentation	cannot	be	the	monotonous	
repetition	of	a	canned	speech.		Such	a	recitation	will	be	instantly	recognized,	and	you	will	lose	your	
credibility	and	your	audience.		A	salesman	does	not	sell	merchandise;	he	sells	himself	and	his	belief	in	
his	product.		Similarly,	a	good	educator	imparts	knowledge	through	a	process	that	involves	himself	and	
the	student,	an	interaction.		This	is	not	accomplished	by	recitation.		You	will	learn	to	size	up	your	
"audience"	and	react	accordingly.		We	are	all	different	in	interests,	variations	in	public	speaking	
experience,	in	grammar,	etc.		For	that	reason	I'm	not	writing	a	sample	presentation.		You	will	develop	
your	own,	something	that	you	are	comfortable	with.			

	

1.		GET	THEIR	ATTENTION!	Establish	a	rapport	quickly.			

Good	morning!	(afternoon)	.		My	name	is	______.		I	am	a	volunteer	member	of	the	Japanese	Friendship	
Garden	Society.		My	job	is	to	show	you	around	our	visitor	center	and	to	tell	you	about	our	progress	and	
plans	for,	what	we	believe	will	be,	the	most	beautiful	Japanese	Garden	in	the	United	States.			

First,	the	Black	Gate	to	your	left.		It	is	a	ceremonial	gate	given	to	the	City	of	San	Diego	by	the	Yokohama/	
San	Diego	Sister	Society	as	a	token	of	this	relationship.		It	has	been	made	a	part	of	the	Garden	and	will	
be	used	for	ceremonial	occasions.			
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All	of	our	plantings	you	will	see	are	indigenous	to	the	islands	of	Japan.		Our	intent	is	to	have	a	one	
hundred	percent	Japanese	Garden,	even	to	the	trees,	bushes,	and	flowers.		San	Diegans	will	recognize	
many	plants	that	have	been	growing	in	San	Diego	gardens	for	many	years.		That	is	because	these	plants	
were	brought	here	from	Japan	and	are	not	native	to	San	Diego.			

As	we	walk	along,	I	will	tell	you	the	names	of	a	few	of	those	plants	that	are	familiar	and	have	been	
secured	especially	for	the	Garden:	golden	bamboo,	dwarf	bamboo,	saucer	magnolia,	Japanese	black	
pine,	azalea	indicia,	star	jasmine	climbing	the	fence	and	Japanese	boxwood,	the	low	border	hedge	
outside	the	fence.			

As	you	are	walking	toward	the	building,	in	your	talk,	you	are	now	at	the	north	junction	with	the	walk	
leading	to	the	patio	area.			

The	Japanese	have	many	little	superstitions,	even	as	do	other	cultures	around	the	world.		One	I	would	
like	to	call	to	your	attention	here	is	the	zig-zag	walk.		It	is	said	that	certain	evil	spirits	travel	only	in	a	
straight	line.		If	you	feel	you	are	being	followed	by	such	a	spirit,	you	can	rid	yourself	of	them	by	simply	
suddenly	stepping	aside.		Our	walk	here	provides	our	guests	a	handy	device	to	shed	any	undesirable	
spirits.			

I	will	talk	about	the	Rock	Garden	behind	you	when	we	get	inside,	where	you	will	be	able	to	see	a	much	
larger	portion	of	the	Garden	and	get	the	whole	story.		Now	we	will	move	forward.			

The	water	dripping	into	the	little	basin	(tsukubai)	is	for	the	purpose	of	washing	your	hands	before	
participating	in	a	tea	ceremony,	also	before	going	to	a	temple.		The	Tsukubai	is	also	a	reflective	pool	for	
the	stone	lantern.		The	basin	is	usually	low	to	the	ground	thus	making	one	humble	one’s	self	while	using	
the	water.			

We	will	take	a	quick	walk	around	the	Garden	here,	if	you	would	like	to	get	a	closer	look	at	some	of	the	
plants,	before	we	go	inside.		If	there	is	a	plant	unfamiliar	to	you,	I	will	try	to	identify	it	for	you.			

Now	we	will	go	inside	to	see	the	diorama	of	the	proposed	garden.		If	you	will	all	gather	around	the	
display	I	will	describe	how	we	intend	to	implement	our	plans	to	turn	a	long-time	dream	into	a	reality.			

To	fully	understand	the	Japanese	Garden,	we	must	understand	its	objective.		It	is	not	a	place	to	go	
sightseeing,	as	the	zoo	or	a	museum.		It	is	a	place	where	you	will	find	beauty,	serenity,	tranquility,	and	
rest,	a	place	to	brush	away	your	cobwebs	and	worries	and	be	at	peace	with	yourself	and	your	fellowman.			

The	area	inside	the	red	ribbon	is	where	you	are	now	-Phase	I.		The	canyon	area,	just	below	our	position	
here,	contains	10	1/2	acres	of	land	leased	to	the	Society	for	50	years,	with	an	entrance	from	the	south	at	
this	lower	level.			

The	name	of	the	garden	is	San	Kei	En.		The	word	San	means	three.		The	word	Kei	means	scenery.		The	
word	En	means	garden.		Thus	the	name	San	Kei	En	means	three	scenery	garden.		You	will	see	the	water	
scene,	the	pastoral	scene	and	the	mountain	scene.		You	will	note	that	the	pathways	enable	you	to	gain	
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many	scenic	views,	all	intended	to	put	you	at	ease.		The	style	of	garden	in	this	canyon	region	is	called	
kaiyushiki	which	means	strolling.			

The	next	phase	in	the	production	of	the	garden	will	be	phase	II.		In	this	phase	we	will	be	raising	the	
canyon	floor	by	about	seventeen	feet	by	putting	in	fill	dirt,	at	the	same	time	we	will	be	putting	in	the	
water	lines,	electric	conduit,	sewer	and	storm	drains,	and	outer	perimeter	fence.		Are	there	any	
questions?		

Now	look	out	to	the	Rock	or	Zen	style	Garden.		The	Japanese	concept	is	to	create	a	vast	landscape	by	
the	skillful	arrangement	of	materials.		The	Garden	suggests	nature	by	reducing	it	to	its	simplest	forms.			

In	Japan	many	Buddhist	temples	have	similar	scenes	where	people	sit	or	stand	and	meditate.		They	help	
us	to	become	mindful	of	the	peace	within	us.			

Al	though	the	official	religion	in	Japan	is	Shinto,	the	Buddhist	influence	permeates	society,	as	this	
fascinating	culture	has	done	very	well	at	absorbing	and	borrowing	from	other	cultures,	especially	China,	
and	adapting	facets	to	blend	with	their	own	traditions	and	needs.			

It	is	the	composition	of	the	arrangement	of	the	rocks	and	their	relation	to	each	other	that	gives	the	
garden	its	grace	and	serene	beauty.		Odd	numbers	of	rocks	are	usually	used.		Looking	over	the	garden,	
the	viewer	experiences	a	profound	sense	of	stillness	and	calm	where	the	mind	can	be	opened	and	the	
imagination	freed.			

The	scene	may	remind	you	islands	in	a	sea	or	mountain	peaks	in	the	clouds.		However,	the	best	way	to	
approach	the	garden	is	with	no	preconceptions.		A	Zen	Garden	is	to	be	experienced.		Look	at	it	without	
judgment,	criticism	or	speculation	as	to	meaning.		Clear	away	thoughts	and	emotions	and	let	the	scene	
be	what	it	is.			

If	you	would	like	more	information	on	items	in	the	building,	building	materials,	or	any	other	thing	
pertaining	to	the	culture	of	Japan,	just	ask,	if	I	don't	know	the	answer,	I	will	try	to	get	it	for	you.			

THE	JAPANESE	GARDEN	

Atmosphere:		
What	makes	a	garden	beautiful?	If	it	"puts	you	in	touch	with	nature",	how	does	it	do	so?	What,	exactly,	
is	"tranquility"?	Think	about	it.		As	you	go	through	this	"strolling	garden",	you	may	find	some	answers	in	
yourself.		Listen	inwardly	to	your	own	reactions;	stay	aware;	be	mindful,	as	the	Buddhists	like	to	say.			

Discover	the	garden,	how	it	harmonizes	with	the	natural	scenery	you	can	see	beyond	the	garden	fence,	
across	the	canyon.		Japanese	gardens	are	often,	designed	to	"borrow	scenery"	in	this	way.			



8	

	

Awesome	Places:		
Our	prehistoric	ancestors	discovered	that	certain	natural	scenes	and	things	had	a	kind	of	beauty	that	
caused	them	special	feelings	-of	awe,	reverence,	or	tranquility.		Such	feelings	were	often	expressed	in	
primitive	religious,	or	shamanistic,	beliefs	and	practices.		Places	where	such	feelings	were	commonly	
experienced	came	to	be	regarded	as	"sacred".		These	were	good	places	for	making	contact	with	the	
"other	world",	when	a	need	for	such	contact	was	felt.			

The	"sacred	place"	phenomenon	was	by	no	means	peculiar	to	the	Japanese,	but	they	must	have	been	
particularly	sensitive	to	it.		Japan's	indigenous	religion	(Shinto)	still	retains	strong	traces	of	its	
shamanistic	origins.		The	"sacred	precincts"	of	Japan's	most	ancient	Shinto	Shrines,	like	those	at	Ise,	
foreshadow	some	of	the	dominant	esthetic	characteristics	of	the	Japanese	garden.			

The	early	Japanese	seem	to	have	possessed	an	innate	appreciation	of	neatness,	elegant	plainness,	a	
respect	for	the	"mysterious"	quality	of	some	scenes,	and	a	love	for	fine	patinas.		Their	sacred	places	
were	also	beautiful	and	pleasant	places.		The	earliest	Japanese	literary	reference	to	gardens	is	in	the	
ancient	history	Nihon	Shoki	(720	A.		D.).		It	tells	us	that	the	Emperor	Keiko	(first	century	A.		D.)	enjoyed	
himself	in	the	garden	of	his	palace,	Kuguri-no¬miya.		What	was	his	palace	like?		

Audience	Chamber	and	Courtroom:		
Gardens	were	used	by	prehistoric	Japanese	as	settings	to	enhance	the	beauty	and	solemnity	of	rituals	
and	ceremonies	-as	well	as	for	enjoyment	.		Clan	rulers	also	had	priestly	functions,	so	palace	architecture	
featured	a	main	building,	flanked	by	corridor	-connected	wings,	with	a	front	garden	for	ceremonies.		Of	
course,	our	Exhibit	House	has	no	pond	or	front	veranda;	but	as	you	enter	the	front	gate,	feel	the	
mystery	of	the	space	under	those	tall	trees;	try	to	imagine	you	are	now	approaching	such	a	place.		
Would	this	tranquil	garden	help	put	you	in	the	right	mood	for	an	audience?			

Japan,	with	China's	Help,	Enters	History:		
Civilization	developed	in	China	hundreds	of	years	before	the	first	Chinese	explorers	reached	Japan,	early	
in	the	Christian	era.		Those	early	Chinese	visitors	wrote	travelogues	about	a	land	of	"dwarfs"	divided	up	
into	small	clans	called	"Uji",	some	of	them	ruled	by	queens.		This	clan	society	inhabited	parts	of	the	
Korean	peninsula	as	well	as	the	Japanese	islands.		This	gave	them	an	avenue	to	China.			

Centuries	later,	when	contacts	began	in	real	earnest	and	two-way	traffic	got	under	way,	Chinese	
civilization	was	already	in	full	bloom.		Once	the	Japanese	had	acquired,	via	Korea,	the	Chinese	writing	
system,	and	adapted	it	to	the	requirements	of	their	own	language,	they	had	the	means	for	massive	
cultural	borrowing.		Chinese	themes	began	to	appear	in	every	category	of	culture	and	art,	including	the	
garden.			

The	dazzled	Japanese	doubtless	wanted	to	borrow	everything,	but	found	that	some	things	were	easier	
to	borrow	than	others.		For	example,	the	vast	and	ornate	imperial	gardens	of	China	were	not	really	
compatible	with	Japan's	native	esthetic	canons.		On	the	other	hand,	Taoist	myths	of	the	"immortals"	and	
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the	"isles	of	the	blest"	were	easier	to	transplant,	and	soon	began	to	be	represented	in	Japanese	gardens	
(at	least	by	the	5th	century	A.		D.).			

Symbolism	versus	Aesthetics:		
Before	long,	most	gardens	tended	to	became	miniature	representations	of	the	Hindu	-Buddhist	cosmos,	
or	Taoist	myths.		Instead	of	being	judged	solely	on	esthetic	criteria	such	as	beauty,	balance,	
proportionality,	solemnity	and	tranquility,	a	garden	came	to	be	judged	as	well	on	its	iconography	or	
religious	symbolism.		This	garden	stresses	esthetic	criteria.		But	we	can't	ignore	symbolism.			

Buddhism,	Taoism,	Zen	and	Confucianism:		
Among	the	early	cultural	influences	arriving	from	China	were	Buddhism,	Taoism,	and	Confucianism.		
Japan's	Shinto	had	developed	from	shamanism,	and	so,	probably,	had	China’s	Taoism.		No	wonder	the	
various	philosophies	and	esthetic	traditions	shaped	by	Taoism	and	by	Shinto	are	alike.		No	wonder	also	
that,	in	gardening,	early	borrowings	from	China	tended	to	be	Taoist:	--stones	representing	“the	
Immortals",	dark	and	mysterious	scenes	embodying	the	mythical	quality	Yugen.		This	was	to	become	a	
most-sought-after	quality	among	the	Zen	masters	of	later	generations.			

Buddhism	is	a	tolerant,	highly	eclectic	faith,	and	in	the	centuries	it	spent	in	India,	Central	Asia,	and	China	
before	finding	its	way	to	Japan,	it	had	absorbed	elements	of	all	the	religions	around	it	-from	Hinduism	to	
Tibetan	tantrism	and	"demon-worship".		The	seeds	were	thus	sown	of	the	controversy	between	
enlightenment	through	individual	study	or	meditation	(hiyana)	and	salvation	through	faith	in	a	
supernatural	being	(mahayana).			

Buddhism,	thus,	brought	with	it	not	only	a	highly	developed,	well-articulated	system	of	theology	and	
philosophy,	capable	of	satisfying	even	the	most	sophisticated	intellects,	but	also	a	rich	baggage	of	myth,	
magic,	numerology	and	ritual	capable	of	captivating	even	the	least	sophisticated.			

Confucianism,	as	the	religion/philosophy	of	literacy,	bureaucracy,	and	government,	generated	lots	of	
paperwork	but	somewhat	fewer	memorable	images	than	Taoism	and	Buddhism.		Nevertheless,	"dry"	as	
it	was,	Confucianism	powerfully	shaped	China's	calligraphy	and	painting,	and	these	influenced	the	
selection	and	placement	of	rock	and	plant	forms	used	in	the	gardens.		There	is	no	more	"Confucian"	
plant	anywhere	than	the	bamboo…	unless	it	is	the	black	pine.			

Color,	Line,	and	Form:		
In	the	esthetic	language	of	the	Japanese	garden,	line	and	form	are	as	important	as	color	is	in	-say	-the	
Alcazar	Garden.		Not	all	lines	and	forms	in	Japanese	gardens	are	Confucian,	but	the	lines	and	forms	of	
stones	very	often	are.		Esthetically	speaking,	stones	tend	to	be	"vertical"	elements.		Their	beauty	(if	any)	
is	apt	to	lie	in	the	strength,	boldness,	and	stability	which	their	lines	suggest,	very	much	as	a	line	of	
calligraphy	can	suggest	these	same	qualities.			
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This	garden	can	illustrate	the	whole	mix	of	cultural	elements	in	early	Japan.		The	"Mount	Sumeru"	
boulder,	a	stone	representing	the	central	mountain	of	the	universe	in	Hindu	-Buddhist	cosmology;	the	
various	Buddhist	myths	which,	together	with	Taoist	numerology	and	geomancy,	serve	to	"explain"	the	3-
5-7	placement	of	stones	in	the	dry	landscape,	and	the	tranquil	,	"sacred"	feel	of	the	place,	which	is	pure	
Shinto.			

As	time	went	by,	one	element	in	the	mix	of	cultural	influences	came	to	dominate	all	the	others.		This	
was	Zen,	which	during	the	feudal	period	(approximately	1192	to	1868)	became	the	basic	philosophy	of	
almost	every	cultural	purist,	from	the	tea	ceremony,	to	gardening,	to	painting,	to	archery	(the	art	of	
motorcycle	maintenance	was	to	be	added	much	later).			

How	did	this	come	about?	What	was	its	significance?	For	answers,	we	will	look	into	the	Japanese	variety	
of	feudalism,	and	venture	some	more	guesses	about	the	Japanese	psyche.			

Japan’s	Classic	Age	-	Heian:		
Japan's	recorded	history	began	when	literacy	was	imported	from	China	via	Korea,	along	with	religious,	
philosophical	and	political	ideas.		These	ideas	led	to	a	concentration	and	transfer	of	supreme	power	
from	the	hands	of	clan	leaders	(uji)	into	the	hands	of	an	imperial	court	more	or	less	on	the	Chinese	
model.			

The	Japanese	decided	to	stop	moving	court	every	time	a	new	Emperor	was	enthroned.		In	710	AD	they	
chose	the	town	Nara	as	a	permanent	capital,	and	patterned	it	after	China's	capital,	Ch’ang-an	(present-
day	Sian	or	Xian).		In	784,	the	omens	turned	bad	(and	the	Buddhist	clergy	were	squabbling	among	
themselves),	so	the	Emperor	Kammu	left	Nara	and	built	a	larger,	grander	copy	of	the	Chinese	capi	tal	at	
Heian,	on	the	site	of	present-day	Kyoto.			

The	Heian	period	(794	-1185)	is	regarded	as	the	classic	age	of	Japan's	art	and	culture.		The	life	of	court	
nobles,	as	described	in	Japan's	first	modern	novel,	Tale	of	Genji,	and	depicted	in	the	picture-scrolls,	was	
full	of	color,	life,	and	humor.		Some	gardens	began	to	resemble	these	Yamato-e,	or	"Japanese	pictures",	
in	line	and	form	as	well	as	color,	rather	than	the	black	&white	sumi-e	Chinese	landscapes.			

Sakuteiki,	Japan's	first	great	book	on	the	art	of	gardening	was	written	in	this	period	by	Toshitsuna	
Tachibana,	a	son	of	Yorimichi	Fujiwara,	builder	of	the	Phoenix	Hall.		These	names	are	"establishment"	
names.		Esthetics	had	taken	command.		The	garden	symbolized	this	fact.			

The	Drift	into	Feudalism:		
People	like	power,	but	don't	like	blame.		Japanese	seem	always	to	have	been	comfortable	when	real	
power	was	exercised	indirectly	-with	the	supreme	ruler	shielded	from	the	risks,	blames,	and	burdens	of	
day-to-day	decision-making.		Often,	in	Japan,	authority	was	delegated,	then	re-delegated	still	further	
from	the	supreme	level.			
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Not	long	after	the	establishment	of	the	new-style	court	at	Heian,	there	began	a	steady	cascade	of	the	
"real"	political	power,	down	first	to	members	of	the	most	prominent	noble	family,	the	Fujiwara,	then	to	
the	Hojo	family	of	regents	or	stand-ins	of	these	nobles,	ultimately	to	court-appointed,	or	sometimes	
self-appointed,	military	commanders	called	"Shoguns"	(written	with	the	Chinese	characters	for	
"general").			

Executive	powers,	such	as	taxation	and	military	security,	also	were	being	decentralized	down	to	the	
regional	and	local	levels	to	reflect	the	actual	power	structure	(including	the	power	to	tax).		
Administrators	and	commanders	received	salaries	denominated	in	rice.		At	the	base	of	all	the	power	
pyramids	were	the	heavily-taxed	peasants.			

The	Shoguns	continued	throughout	the	feudal	period	to	be	appointed	by	the	Emperor	-	but	in	actuality	
soon	began	to	hold	power	in	their	own	right,	on	a	power	base	cemented	together	by	military	force,	
personal	loyalties,	and	economic	self-interest.			

As	local	power-holders	(the	Daimyo)	gained	still	more	power,	their	domains	became	semi-independent	
"feifs",	each	competing	for	its	share	the	peasants'	output.		By	1185	AD,	when	the	Shogun's	bakufu	
(=field	headquarters")	was	moved	to	Kamakura,	feudalism	had	arrived.		It	was	to	last	nearly	700	years.			

The	Bright	Side	of	the	Dark	Ages:		
In	Japan,	the	feudal	age	exalted	the	military	virtues	of	strength,	austerity,	loyalty,	discipline,	dignity	and	
honor.		In	stark	contrast	with	the	non-violent	doctrines	of	Buddhism,	monasteries	behaved	like	
contending	feudal	domains.		Militant	Buddhist	monks	fought	pitched	battles	with	each	other	for	power	
and	turf.			

As	turmoil	bred	pessimism,	doomsday	clergy	preached	that	the	"Latter	Days	of	the	Law"	,	warned	of	in	
the	scriptures,	had	arrived.		They	won	thousands	of	convert	s	by	preaching	simplistic	doctrines	offering	
salvation	the	easy	way,	through	the	chanting	of	slogans	to	show	faith	in	a	particular	bodhisatva	(such	as	
Amida)	or	a	particular	sutra	(such	as	the	Lotus	Sutra).			

Militancy	was	sharply	stimulated	in	1274	and	1281	when	the	Japanese	-	with	help	from	a	typhoon	(the	
first	kamikaze,	"divine	wind"),	succeeded	in	repelling	a	Mongol	invasion.			

In	the	cultural	arena,	there	were	many	bright	spots.		The	feudal	lords	vied	with	each	other	in	promoting	
arts	and	crafts.		Japanese	swords	and	porcelains	became	known	far	and	wide	as	the	finest	in	the	world.		
Sophisticated	tastes	and	the	fine	arts	spread	all	over	the	country.		Again,	the	garden	reflected	what	was	
going	on.			

Wealthy	people	in	the	provinces	began	to	build	gardens	to	rival	those	at	the	capital.		In	their	
construction,	wealthy	landowners	could	draw	on	local	skills	and	talents	honed	in	the	building	of	castle	
walls	and	other	major	projects.		Some	of	Japan’s	outstanding	old	gardens	of	today	(e.g.		The	13th	century	
Fukuda	Residence	garden,	in	Tottori	Prefecture)	are	found	in	the	provinces.	



12	

	

Tea	and	Sympathy	-	Why	Zen	Was	So	Warmly	Received:		
In	India,	Buddhism	was	in	part	a	protestant	reaction	against	orthodox	Hinduism;	in	China,	Taoism	was	in	
part	a	"nativist",	"know-nothing"	reaction	against	Buddhism	and	Confucianism.		In	Japan,	Zen	was	able	
to	appeal	to	the	lingering	Shinto	opposition	to	Buddhism,	and	the	anti-intellectual	reaction	that	had	
been	provoked	by	orthodox	Buddhism.			

The	Japanese,	we	have	seen,	could	be	avid	borrowers;	they	could	also	display	a	deep-seated	cultural	
conservatism.		Zen	was	a	new	doctrine	they	could	also	use	it	as	a	bridge,	through	intuition,	to	their	pre-
literate	shamanistic	instincts.			

Zen	carried	Taoism's	anti-intellectual	thrust	to	the	point	of	exalting	sudden	intuition	(satori,	in	Japanese)	
above	conscious	thought	as	the	only	t	rue	path	to	enlightenment.		The	Japanese,	for	whatever	reasons,	
welcomed	Zen	with	open	souls.		One	may	well	say	that	Zen	was	born	in	India,	raised	in	China,	and	found	
its	spiritual	home	in	Japan.			

How	to	Make	a	Cult		
Another	thing	that	made	Zen	fit	in	so	neatly	was	what	might	be	called	Japan's	"cultural	perfectionism".		
No	sooner	has	a	cultural	pursuit	been	borrowed	or	developed	than	the	Japanese	start	trying	to	perfect	it.		
Rules	and	canons	are	established,	and	"schools"	spring	up	to	apply	competing	versions	of	them.		The	
schools	soon	become	cults.			

With	its	emphasis	on	direct	experience	and	non-verbal	learning,	its	rejection	of	study	and	logic,	Zen	is	an	
ideal	shelter	for	cults,	protecting	them	against	rational	argument,	investing	even	their	fussiest	rules	with	
mystical	authority.			

When	tea	became	popular,	in	the	11t	h	-12th	century,	Zen	monks	took	it	up	as	an	aid	to	meditation,	and	
the	ceremonial	tea	cult	quickly	became	one	of	the	strongest	cultural	influences	in	Japan.		The	garden	
was	particularly	subject	to	the	influence	of	the	Zen/tea	discipline.			

This	is	not	a	complete	explanation	of	Zen's	spectacular	success	in	Japan.		Why	did	the	Zen	clergy	come	to	
dominate	the	trade	with	China?	What	enabled	Zen	to	"hibernate"	and	survive	attempts	at	repression	or	
contrary	influences	like	neo-Confucianism?	How	could	it	come	to	terms	with	militarism	(to	the	extent	
that	it	did	so).			

Feudalism	Turns	Inward:		
By	the	end	of	the	16th	century	military	feudalism	had	culminated	in	the	rule	of	the	ruthless	Oda	
Nobunaga,	who	massacred	entire	Buddhist	monasteries	and	used	Christian	muskets	in	the	process	of	
unifying	the	nation.			

The	unification	process	was	continued	by	Nobunaga’s	successor,	Toyotomi	and	completed,	in	1600,	by	
Tokugawa	Ieysu	who	was	appoint	Shogun	by	the	Emperor	in	1603	and	who	established	capital	at	Edo	
(modern	Tokyo).			
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During	the	Edo	period,	Tokugawa	and	his	descendents	were	determined	at	all	costs	to	avoid	cultural	
destabilization.		This	sounds	like	a	recipe	for	stagnation,	and	indeed	the	pace	of	cultural	turnover	slowed	
dramatically.		But	institutionalized	feudalism	served	also	as	a	cultural	pressure-cooker,	accelerating	
some	processes	as	it	slowed	others.			

A	Cultural	Pressure-Cooker:	
Fortunately,	Japan	had	already	borrowed	so	much	that	there	was	no	lack	of	ingredients	to	chew	on,	
digest,	and	assimilate.		Fortunately	also,	the	Japanese	trait	of	perfectionism	enabled	them	to	make	
creative	contributions	in	the	process.		In	philosophy,	neo-Confucianism	was	given	a	Japanese	flavor.		In	
art,	there	were	a	number	of	brilliant	innovations,	from	ukiyo-e	to	kabuki,	to	the	kind	of	stand-up	
comedy	called	rakugo.			

For	some	tastes,	the	innovations	were	just	a	shade	too	brilliant.		The	Tokugawa	mausoleum	and	temples	
at	Nikko	set	aside	all	the	canons	of	refined	austerity	and	quiet	elegance;	they	were	at	any	rate	the	
showiest	in	Japanese	history.			

In	fairness	to	Nikko,	it	must	be	said	that	the	spectacular	natural	beauties	of	the	surroundings,	the	
splendid	waterfalls,	the	mountainsides	aflame	with	fall	colors,	left	Nikko's	designers	no	choices	but	the	
showiness	or	pallor.		As	mentioned	at	the	outset,	the	Japanese	may	"borrow"	the	scenery	of	the	
environment;	but	they	don't	usually	ignore	it.			

Japanese	garden	art	somehow	managed	to	avoid	both	over-infatuation	with	and	over-reaction	against	
the	flashy	esthetics	of	Nikko.		Was	garden	art	worse	off	for	rejecting	the	Nikko	example?	Even	before	
Tokugawa,	Japanese	garden	art	had	developed	or	acquired	such	a	vast	repertory	of	elements	and	
components	that	there	was	ample	scope	for	great	achievement,	just	in	refining	and-recombining	them.		
Edo	gardens	thus	represent	a	distillation	of	the	finest	concepts	and	traditions	of	this	great	art	form,	up	
to	that	time.			

And	the	tradition	goes	on,	as	gardens	like	this	come	into	being	in	all	parts	of	the	world...helping	us	keep	
faith	with	a	past	we	have	all	but	forgotten.			

READING	LIST	FOR	JAPANESE	FRIENDSHIP	GARDEN	DOCENTS	

TITLE:	JAPANESE	GARDENS	FOR	TODAY		

AUTHOR:	DAVID	H.		ENGEL		 	 R634.4	ENGEL		

One	of	most	usable	books	in	San	Diego's	Public	Library…learned	but	not	erudite.		Illustrations		
excellent,	but	not	"arty".		On	the	reference	shelves,	so	always	available.			

TITLE:	THE	GARDEN	ART	OF	JAPAN		

AUTHOR:	MASAO	HAYAKAWA		 	 R634	.4	HAYAKAWA		
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A	compact	but	full	and	sophisticated	survey	of	the	art,	with	excellent	color	photos.		S.D.		Public	
Library's	reference	collection.			

TITLE:	JAPANESE	GARDEN	AND	FLORAL	ART	AUTHOR:	MRS.		PAUL	KINCAID	634.4	Kincaid	V		

Excellent	introduction	for	the	neophyte,	concise	definitions	of	the	basics	-	such	esthetic	
concepts	as	shibui,	bade,	etc.		with	a	glossary.			

TITLE:	ORIENTAL	GARDENS	IN	AMERICA		

AUTHOR:	DOROTHY	LOA	MCFADDEN		 634.4	MCFADDEN		

Rather	superficial	but	interesting	look	at	America's	oriental	(mostly	Japanese)	gardens.		Dated;	
e.g.,	speaks	of	San	Diego's	"4	1/2	acre	site"	in	Balboa	Park.			

TITLE:	JAPANESE	GARDENS		

AUTHOR:	KANTO	SHIGEMORI		 	 634.4	SHIGEMORI		

Excellent,	scholarly	but	readable.		Beautiful	photography.			

TITLE:	JAPANESE	TRADITIONAL	GARDENS		

AUTHOR:	YOSHINOBU	YOSHINAGA		 634.4	YOSHINAGA	

Somewhat	old-fashioned,	thorough	compendium		

TITLE:	THE	JAPANESE	GARDEN		

AUTHOR:	TEIJI	ITO		 	 	 SDSU	#SB	485	I		8513	

Contains	a	lucid	explanation	of	the	esthetics	of	the	garden,	with	Taoist,	Shinto,	and	Buddhist	
components.			

TITLE:	THE	WORLD	OF	THE	JAPANESE	GARDEN		

AUTHOR:	LORAINE	KUCK		 	 SDSU	#SB	466J3K8		

Excellent,	readable,	historically	sound;	good	photographs	
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WHY	IS	IT	A	"ZEN	GARDEN"?	
Gardens	very	much	like	the	Japanese	Friendship	Garden	existed	in	Japan	hundreds	of	years	before	
Buddhism	or	Zen	arrived.		So	why	is	it	called	a	"Zen	Garden"?		

Zen	is	a	Buddhist	sect	with	its	own	distinctive	-	but	not	unique	-	doctrines,	practices	and	beliefs.		It	
originated	in	India,	where	it	was	called	"Jhana"	or	"Dhyana".		It	was	spread	by	missionaries	to	China	
(where	it	was	called	"Ch’an"),	and	from	China	to	Japan,	where	its	name	is	pronounced	"Zen".			

Contemplation	and	meditation	as	the	way	to	"enlightenment"	was	taught	by	many	Hindu	and	Buddhist	
teachers.		Zen	had	its	own	doctrine	on	meditation,	stressing	even	more	than	the	other	sects	did	the	idea	
of	enlightenment	through	wordless,	usually	sudden,	intuition,	called	"satori".		Zen	teachers	used	riddles	
called	"ko-an",	and	sometimes	"shock	therapy",	such	as	a	slap	on	the	face,	or	a	deafening	shout,	to	
produce	satori.		"What	is	the	sound	of	one	hand	clapping?"	is	a	famous	Zen	riddle.			

The	austere	tranquility	of	a	garden	was	found	by	Zen	teachers	to	be	an	ideal	environment	for	meditation.		
The	lack	of	distractions	and	the	sense	of	oneness	with	nature	were	beneficial.		The	Zen	masters	also	
found	tea	an	aid	in	the	long	hours	of	devotion	while	awaiting	satori.		The	garden	environment,	so	good	
for	meditation,	was	also	conducive	to	enjoyment	of	the	tea	ceremony.			

Wordless	appreciation	of	beauty,	in	line	with	Zen	doctrine	concerning	intuition,	can	be	practiced	
effectively	in	a	garden.		The	beauty	is	abstract,	requiring	no	explanation,	no	verbal	commentary.			

These	are	among	the	reasons	why	most	Japanese	Gardens	were	deeply	influenced	by	Zen,	and	why	they	
are	often	called	"Zen	Gardens".			
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DEFINITION	OF	ITEMS	IN	EXHIBIT	HOUSE	
SHOJI	-The	sliding	doors	with	grid	work	are	known	as	shoji.		These	are	made	from	Alaskan	yellow	cedar.		
A	typical	shoji	in	a	Japanese	residence	is	covered	with	a	paper	known	as	shoji-gami.		This	is	often	
referred	to	as	"rice-paper"	but	is	actually	paper	made	from	the	pulp	of	the	mulberry	tree.		We	have	used	
a	material	which	is	a	sandwich	of	acrylic	and	paper	which	can	stand	up	to	these	high	use	requirements,	
but	still	impart	the	soft	beauty	of	traditional	shoji-kami	.			

KARA-KAMI	-	Is	another	type	of	sliding	door	found	inside	of	a	Japanese	home.		The	paper	is	used	on	both	
sides	of	these	doors,	and	is	a	much	heavier	paper,	similar	to	our	wall	paper.			

RANMA	-	The	arched	grills	above	the	shoji	doors	are	known	as	ranma.		Ranma	means	a	transom	window.			

SHITA-JI	-The	half	round	window	covered	by	bamboo	grill	work	on	your	left	as	you	are	looking	at	the	
stone	garden	is	known	as	shita-ji	mado	and	is	typical	of	sukiya	style	architecture	upon	which	this	
building	is	based.		Shita	ji	means	foundation	or	base,	and	mado	means	window.			

The	ceiling	and	all	cabinetry	are	straight	grain,	quarter-sawn	Douglas	fir.			

HIKITE	-The	sliding	door	pulls	or	hikite	on	the	cabinets	are	hand-forged	in	Tsuyama	City.		Though	they	do	
not	look	like	much	to	the	western	eye,	the	subtlety	of	the	slight	imperfections	is	an	important	theme	in	
Japanese	design.			

TOKONOMA	-The	long	alcove	in	the	exhibit	area	is	known	as	the	Tokonoma.		The	graphic	hanging	
screens	are	an	interpretation	of	traditional	scroll	paintings	known	as	kaki-jiku.		The	wooden	post	at	the	
extreme	right	is	the	tokobashira.		This	one	is	made	of	a	special	peeled	young	cedar	grown	especially	for	
this	purpose	called	KITA	YAMA	SUGI.		The	words	as	read	mean	in	English	north	mountain	cedar.			

The	floors	are	natural	slate	except	for	the	raised	dais	which	is	polished	granite.			

The	front	doors	are	of	redwood	as	is	most	of	the	exterior	trim	and	window	bars.			

NEIJIRI	HACHI-MAKI	Is	the	head	band	worn	by	most	of	the	participants	at	the	natsu	matsuri.		Natsu	is	
summer,	Matsuri	means	festival.			
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HISTORY	AND	SPIRIT	OF	IKEBANA	
Japanese	ikebana	is	a	creative	art	which	brings	indoors	the	charm	and	beauty	of	landscapes,	the	
seashore	or	lakeside.		Ikebana	recreates	nature	on	a	reduced	scale	through	the	arrangement	of	all	types	
of	plant	material	gathered	from	nature-from	gardens,	rivers,	valleys.		Nature	is	thus	always	close	by	for	
us	to	learn	of	its	essence	.			

Nature,	man	and	flowers		
Is	there	anyone	who	does	not	think	flowers	beautiful?	It	would	be	strange	if	a	person	enjoyed	animals	
and	birds	yet	disliked	the	flowers.		Enjoying	the	beauty	of	flowers	is	common	to	all	mankind.			

Ikebana	finds	its	basis	in	the	beauty	and	meaning	flowers	have	for	man,	a	perceived	beauty	which	stems	
from	the	essential	bonds	of	man	and	nature.		Nature	is	not	only	the	wellspring	of	man's	existence	but	
also	defines	the	vital	spirit	of	beauty.		Flowers,	needless	to	say,	represent	such	beauty.			

The	origin	of	Ikebana		
The	primal	beauty	of	nature	as	represented	in	flowers	naturally	results	in	the	desire	to	have	flowers	
near	at	hand.		The	act	of	cultivating,	picking,	or	even	buying	flowers	for	any	occasion	is	the	act	of	making	
them	our	own,	of	putting	them	to	a	new	use.		The	relation	between	flowers	and	our	lives	is	thus	
developed	and	deepened.			

But	since	flowers	are	living	things,	cut	flowers	or	branches	will	quickly	wither	unless	proper	steps	are	
taken	to	allow	them	to	last	as	long	as	possible.		The	flowers,	true	to	the	meaning	of	the	word	ikebana,	
"live"	in	the	container.			

The	emergence	of	Ikebana		
Buddhism,	introduced	into	ancient	Japan	from	the	Chinese	mainland	from	the	sixth	and	seventh	
centuries	on,	developed	further	in	Japan,	where	it	greatly	influenced	all	aspects	of	life,	culture	and	the	
arts.			

Formal	offertory	flowers	on	the	Buddhist	altar	combined	with	the	aristocratic	taste	for	floral	decoration	
and	fused	into	a	refined	form	which	evolved	into	ikebana.			

In	the	thirteenth	and	fourteenth	centuries,	when	Buddhism	spread	among	the	common	people,	the	
architectural	style	which	became	prominent	was	one	which	included	the	Tokonama.		In	this	'alcove'	
Buddhist	scrolls	were	hung	and	the	custom	arose	of	placing	flowers	there	as	offerings.		In	time	the	
Tokonoma	took	on	a	decorative	function,	the	Buddhist	scrolls	were	replaced	by	scroll	paintings,	
calligraphy,	and	by	antiques,	and	with	this	change	the	flowers	placed	in	the	Tokonoma	lost	their	
religious	meaning,	leading	to	the	development	of	flower	arranging	as	an	art.			
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The	development	of	Ikebana		
Ikebana	then	developed	with	the	Tokonoma	as	its	stage.		At	first	a	place	where	Buddhist	scrolls	were	
hung	and	offerings	of	flowers	were	made,	the	Tokonoma	gradually	became	a	place	for	works	of	art-
including	ikebana-placed	there	to	indicate	respect	for	guests	and	their	artistic	sensitivity.			

In	this	way,	the	room	with	the	Tokonoma,	or	the	Tokonoma	itself,	came	to	be	considered	the	center	of	
the	house,	and	was	respected	as	a	symbol.		At	the	heart	of	arranging	flowers	was	the	goal	of	presenting	
flowers	appropriate	to	the	season	for	the	pleasure	of	guests	.		Ikebana	thus	developed	with	a	sensitivity	
for	the	seasonal	change,	and	for	human	relationships	at	its	core.			

The	cultural	preferences	of	each	age	were	manifested	on	this	stage	of	the	Tokonoma,	and	the	tradition	
of	ikebana	formed	through	the	years	has	continued	through	the	present.		This	tradition	is	to	be	seen	in	
the	varieties	of	arrangement	styles	and	in	the	different	kinds	of	containers	which	are	used.			

Flowers	that	you	like-Suitably-In	a	container	that	you	like		
The	basic	nature	of	ikebana	as	an	expression	of	the	seasons	and	as	a	social	form	soon	resulted	in	its	
becoming	restricted	by	various	conventions.		Today,	however,	ikebana	contains	a	freer	ability	for	self-
expression.			

While	a	bunch	of	miscellaneous	flowers	plopped	haphazardly	in	some	pot	may	be	an	expression	of	
nature,	the	social	and	human	requirements	of	ikebana	at	the	same	time	demanded	an	esthetic.		A	
flower	arrangement	had	to	be	pleasing,	and	at	best,	transcendently	pleasing.			

From	this	has	been	derived	the	idea,	'arrange	the	flowers	that	you	like	–	suitably	-	in	a	container	you	
like.'		'Flowers	that	you	like'	means	you	may	arrange	anything;	your	reasons	may	be	that	certain	flowers	
are	easy	to	obtain,	or	that	you	prefer	certain	flowers	over	others.			

'Suitably'	refers	to	quantity,	as	befits	the	place	to	be	decorated	and	the	container.		An	arrangement	for	a	
living	room	might	contain	many	branches,	but	one	for	a	writing	desk	might	contain	only	one	or	two.			

A	'container	you	like'	means	that	an	expensive	or	a	specially	crafted	container	is	not	necessary.		There	
are	many	miscellaneous	articles	which	may	be	used	as	ikebana	containers.		Arrange	flowers	in	whatever	
you	like.			

To	sum	up,	you	must	enjoy	the	process	of	arranging	and	the	results	must	be	enjoyable	to	those	around	
you.		Thus,	the	'flowers	that	you	like	–	suitably	-	in	a	container	that	you	like,'	is	the	way	of	thinking	of	
modern	ikebana.			
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THE	CULT	OF	JAPANESE	GARDENS	
The	art	of	constructing	gardens	is	essentially	a	branch	of	Japanese	architecture.		Houses,	imperial	
palaces,	monasteries,	all	have	their	specific	areas	of	tranquility,	of	silence,	of	poetry,	designed	for	a	
practical	purpose	-	as	for	example	the	ventilation	of	rooms	or	discreet	screens	against	intrusion	and	
evolving	into	an	individual	expression	of	the	Japanese	genius.		A	permanent	contact	with	the	natural	
world	is	a	prerequisite	of	the	Japanese	spirit.		A	thousand	facets	of	Japanese	life	are	revealed	in	their	
due	seasons,	each	aspect	claiming	its	own	forms	of	decoration,	its	characteristic	joys,	its	particular	
artistic	conception.			

If	it	is	true	that	in	Japan	the	cult	of	gardens	has	its	roots	deeply	embedded	in	the	Chinese	tastes	of	the	
T'ang	epoch,	and	that	the	first	gardeners	there	came	from	Korea,	it	is	equally	true	that	the	influence	of	
Shinto,	the	chief	religion	of	the	archipelago,	is	traceable	in	this	mystique	of	trees	and	rocks.			

There	are	many	types	of	Japanese	gardens,	and	the	Western	proneness	is	to	categorize	distinguished	
landscape	gardens	-	those	of	the	hills	and	the	plains	-	from	desert	gardens	and	those	associated	with	the	
tea	ceremony.		Each	has	its	permanent	components,	modified	however,	by	the	particular	current	
circumstances	of	geography	and	history.			

Though	having	affinities	with	the	natural	world,	the	Japanese	garden	is	distinct	from	it,	being	a	
deliberate	work	of	art	and	conceived,	constructed	and	conserved	as	such.		Sometimes	the	gardens	are	
designed	by	famous	painters	and	the	gardeners	conscientiously	maintain	these	original	compositions.		
The	passing	of	time	is	not	allowed	to	modify	the	artist's	conception	of	the	work	but	does	give	it	the	
patina	so	eagerly	sought	after	by	the	connoisseur,	that	particular	quality	touching	civilization	at	its	
depths,	and	expressed	in	the	untranslatable	word	SABI.			

Water,	trees,	and	rocks	are	indispensable	to	a	Japanese	garden.		The	chosen	space	may	be	on	a	very	
small	scale,	but	the	garden	itself	is	designed	to	evoke	the	true	world	of	nature.			

In	the	landscape	garden,	water	jets	from	a	pool,	often	artificially	made,	and	becomes	the	heart	of	the	
whole	composition.		Always	irregular,	the	form	reveals	the	Japanese	predilection	for	the	fortuitous,	and	
an	instinctive	aversion	from	the	geometrical.		The	pool	symbolizes	a	lake,	sea,	or	ocean	and	inspires	the	
imagination	with	visions	of	distance	and	infinity.			

Flowing	water	streams	in	rivulets,	enchanting	the	senses	with	its	coolness	and	its	music.		A	waterfall	
brings	to	mind	the	poets	and	sages	of	yore	who,	in	both	China	and	Japan,	found	inspiration	in	the	
contemplation	of	cascading	water.		Fountains,	ponds	and	wells	all	play	their	important	part	in	Japanese	
gardens	and,	constructed	of	traditional	materials,	become	the	focal	point	of	the	whole	composition.			

In	the	Western	garden	the	attraction	depends	upon	the	impact	of	colors	contributed	by	flower	beds	and	
herbaceous	borders.		Nothing	of	the	kind	exists	in	Japan	where	flowers	are	rare-at	least	in	early	history.		
Only	the	water	lily,	lotus	and	iris	are	accepted	aquatic	plants	.		In	the	garden	of	Tenryu-ji	,	in	Kyoto,	
azaleas	and	maples	afford	color	in	spring	and	autumn	without	basically	affecting	the	composition	of	the	
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evergreen	garden,	which	must	retain	its	permanent	aspect	despite	seasonal	changes.		Under	Zen	
influence	color	was	banished	from	the	garden,	being	brought	back	in	the	modern	times	through	the	
influence	of	the	West.			

The	many	ways	of	employing	stone	-	in	the	form	of	rocks,	pebbles,	flagstones,	steps,	gravel	and	sand	-	
engender	in	the	garden	an	extraordinarily	individual	quality.		A	taste	for	the	abstract,	allied	to	the	black	
and	white	outlines	of	their	calligraphy,	has	led	the	Japanese	directly	to	these	seas	of	sand	enlivened	by	
the	movements	of	the	rake,	petrified	surfaces	whereon	float	rhythmically-grouped,	rocky	islands.		In	the	
Ryoan-ji	and	Daisen-in	gardens	in	Kyoto,	vegetation	has	completely	disappeared.		Stone	is	the	dominant	
element	everywhere;	in	the	bridges	spanning	the	emptiness	above	the	pools;	in	the	flagstones	
delineating,	the	unexpected	path	from	the	entrance	to	the	tea	pavilion;	in	the	statuesque	lanterns	
decorating	the	mossy	lawns.			

The	heaped	pebbles	symbolize	the	eternal	conflict	between	complimentary	powers,	the	Chinese	yin	and	
Yang,	the	masculine	and	feminine	elements,	the	mountain	and	the	waterfall,	the	sea	and	the	islands,	the	
turtle	and	the	crane,	traditional	images	of	matter	and	spirit.			

Every	Japanese	visitor	understands	the	significance	of	these	images,	but	here	also	is	an	esoteric	
language	decipherable	only	by	those	who	make	the	garden	the	center	of	their	profound	meditation.		A	
monastery	terrace	and	garden	converge	at	a	focal	point	.		Without	turning	his	head	a	crouching	monk	
can	here	contemplate	the	concentrated	wholeness,	the	essence	of	this	world	in	miniature.		In	this	
perspective	an	aesthetic	quality	is	observable	in	the	sand	and	rocks.		The	void	at	the	center	sets	off	the	
symbolic	elements	at	the	edge.		The	asymmetrical	quality	is	asserted	both	in	details	and	in	the	
composition	as	a	whole.			

However,	the	austere	discipline	of	the	Zen	garden	is	softened	in	such	gardens	of	pure	delectation	as	that	
of	the	Imperial	villa	of	Katsura	in	Kyoto,	where	the	basic	lines	are	simplicity	and	delicacy.		Once	beyond	
the	tied	bamboo	canes	of	the	cloister,	the	visitor	crosses	an	area	where	at	each	step	a	prospect	is	
unveiled.		The	walls	of	wood	and	paper	pavilions	glide	open	to	reveal,	in	their	relevant	season,	setting	
and	atmosphere,	the	enchanting	islands	and	pool,	the	graceful	curve	of	the	bridge,	the	glory	of	the	
cherry	blossom	or	the	reflection	of	the	moon	on	the	water.	

This	quest	for	perfection	of	visual	delight	is	still	very	active	in	Japan,	as	witness	the	action	of	a	votary	
who,	courteous	and	tactful,	conveyed	to	a	foreign	visitor	the	need	to	move	just	a	yard	or	two	from	
where	she	had	been	standing	to	enjoy	the	beauty	of	the	lotus	pool.		Immediately	she	realized	how	ill-
chosen	had	been	her	original	viewpoint.		That	selected	for	he	was	exactly	right.	
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THE	STORY	OF	WASHI	
	

A	young	woman	in	a	chic	kimono	that	highlights	her	femininity,	a	popular	kabuki	actor	assuming	a	stylish	
pose,	a	tempest-tossed	sea	sending	up	spindrift,	the	imposing	figure	of	towering	Fuji	–	these	are	typical	
motifs	of	ukiyo-e,	a	genre	noted	for	its	vivid	representations	of	the	grandeur	of	nature	and	of	the	
customs	and	manners	of	the	Edo	hoi	polloi.	

Today	it	is	easy	to	obtain	cheap	copies	of	ukiyo-e.		Stationary	stores	sell	postcards	bearing	copies	of	
ukiyo-e.		But	these	lack	the	appeal	of	original	woodblock	prints.	

	

Observe	ukiyo-e	in	a	museum	and	you	will	between	original	woodblock	prints	of	ukiyo-e	and	of	them.		It	
impossible	to	reproduce	on	a,	made	of	Western	paper,	the	polychrome	woodblock	prints	by	a	Hokusai	
or	an	Utamaro	on	washi,	Japanese	paper	created	by	hand	with	the	utmost	care.			

We	would	like	to	usher	you	into	the	world	of	washi,	Japanese	handmade	paper	whose	production	
technique	has	roots	in	ancient	China.			

The	Tarim	basin,	between	the	Tian	and	Kunlun	ranges,	in	the	north	and	south	of	China,	respectively,	
once	bustled	with	traders	journeying	over	the	Silk	Road.		In	the	desert	of	the	basin	there	is	a	lake	called	
Lop	Nor.		Natives	of	the	basin	call	it	the	wandering	lake,	because	its	location	has	shifted	over	the	
centuries.		While	surveying	the	lake	in	the	1920s	the	Swedish	explorer	Sven	Hedin	discovered	something	
that	drew	the	attention	of	the	world	-paper,	bound	in	150	sheaves,	bearing	Chinese	characters	written	
in	Indian	ink	fifteen	to	sixteen	hundred	years	ago.		In	1957	jute	paper	produced	around	100	B.C.		was	
discovered	in	ancient	ruins	in	a	suburb	of	Hsian,	China.		The	durability	of	the	paper	discovered	at	the	
two	sites	in	China	startled	people.			

A	decade	ago	Western	libraries	were	shocked	by	the	discovery	that	books	published	earlier	were	
disintegrating	on	the	shelves.		Scientists	sought	the	cause	of	the	disintegration	of	the	paper,	produced	
from	pulp	by	machine,	and	ways	to	prevent	it.		Meanwhile	pieces	of	ancient	handmade	paper	were	
successively	unearthed	and	placed	in	museums.		Production	of	handmade	paper	is,	however,	not	a	thing	
of	the	past.		In	Japan	washi	has	been	produced	in	the	same	way	since	ancient	times.	

The	process	of	manufacturing	paper	was	presumably	introduced	to	Japan	from	China,	the	home	of	
paper,	in	the	fifth	or	sixth	century	by	refugees	from	the	Korean	peninsula.		The	Japanese	government	
recognized	the	value	of	paper,	and	used	it	to	produce	family	registers	for	tax	purposes	and	transcripts	of	
Buddhist	sutras	for	circulation	among	the	people	for	their	enlightenment.		Priests	and	men	of	letters,	
enraptured	by	the	advanced	cultures	of	China	and	the	Korean	Peninsula,	used	paper	to	record	their	
knowledge	of	those	cultures.		Their	writings	are	preserved	in	the	Shosin,	in	Nara,	the	ancient	seat	of	
government.	
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Washi	is	principally	made	from	the	bark	fibers	of	three	shrubs,	kozo,	mitsumata,	and	gampi.		
Papermaking	techniques	vary	slightly	according	to	material,	here	we	will	describe	those	pertaining	to	
kozo	as	typical	all	three	materials.			

The	branches	of	kozo	are	cropped	in	autumn.		The	bark	is	steamed	and	then	peeled	off,	revealing	a	
white	inner	layer	of	fiber.		The	white	bark	is	boiled	in	limewater,	or	in	lye,	made	by	dissolving	wood	ash	
in	water.		Next	it	is	soaked	in	a	river,	sometimes	for	as	long	as	two	days,	to	bleach	it.		In	wintery	regions	
the	fiber	is	bleached	by	packing	it	in	snow.		Next	the	fibers	are	wrung	out	and	pulped	by	crushing.		Then	
the	pulp	is	placed	in	a	vat	of	water	to	make	the	stock.		The	stock	is	drained	through	a	mold,	made	of	
bamboo,	to	produce	sheets,	which	are	dried	in	the	sun.		The	dried	sheets	are	washi.		The	preceeding	
papermaking	technique,	which	was	introduced	from	China,	is	known	as	ramezuki.		It	is	nearly	the	same	
technique	as	that	used	in	the	West.		But	Japanese	handmade	paper	is	far	stronger	than	Western	
machine-made	paper,	because	the	raw	material	of	the	latter	is	short	wood	fibers,	which	do	not	mat	
together	as	closely	as	the	fibers	of	the	kozo,	mitsumata,	and	gampi	shrubs.			

The	Japanese	created	nagashizuki	from	tamezuki.		In	nagashizuki,	a	uniquely	Japanese	technique	of	
molding	paper,	a	mucilage	obtained	from	hibiscus	bulbs	is	added	to	the	stock	in	the	vat.		The	addition	of	
the	mucilage	prevents	the	fibers	from	knotting	by	suspending	them	in	an	emulsion	which	it	produces.		A	
bamboo	mold	is	dipped	into	the	vat.		Because	the	mucilage	retards	drainage	of	the	liquid	through	the	
mesh	of	the	mold,	the	artisan	vigorously	swings	the	mold	back	and	forth.		Meanwhile	the	fibers	mat	
together.		When	the	mixture	is	of	the	proper	thickness,	the	excess	liquid	is	cast	out.		The	casting	out	of	
the	excess	liquid	is	important	because	it	removes	impurities	from	the	surface.		In	the	remaining	steps	
nagashizuki	is	identical	to	tamezuki.		Few	Japanese	are	familiar	with	these	techniques	of	making	washi-
techniques	which	optimize	the	properties	of	the	shrubs	while	utilizing	water	and	sunlight.			

The	Heian	period	(794-1191)	witnessed	improvement	in	the	strength	and	appearance	of	washi.		Surface	
figures,	created	by	the	intertwining	of	fibers,	appealed	to	the	aesthetic	sense	of	court	nobles.		Reflecting	
the	trend	to	pursue	beauty,	transcripts	of	sutras,	which	were	already	dyed	with	a	sap	or	pigment	of	a	
plant	to	prevent	vermiculation,	came	to	be	ornamented	with	gold	or	silver	leaf	as	well.		Sutra	transcripts	
of	gorgeous	designs	came	into	vogue.		It	was	the	custom	of	Heian	court	nobles	to	give,	as	a	present,	a	
square	sheet	of	fancy	paper	bearing	an	original	poem	together	with	grasses	or	flowers	of	the	season.		
Women	serving	at	court	preferred	thin	paper,	and	they	wrote	love	letters	on	a	thin	sheet	of	colored	
paper	beneath	which	there	was	a	thin	sheet	of	another	color.		One	innovation	of	the	period	was	the	
development	of	the	technique	of	pouring	a	dye	over	a	freshly	molded	sheet	of	paper	to	create	cloud-or	
river	like	pattern.		That	technique	gave	birth	to	chiyo-gami,	paper	with	colored	figures	produced	by	
woodblock	printing.		Chiyo-gami	has	been	used	to	decorate	drawers	and	containers	of	small	articles.			

In	the	late	Heian	period,	when	the	samurai	came	to	power	in	various	provinces,	washi	production	
spread	outward	from	the	capital.		Washi	made,	for	example,	in	the	Michinoku	Provinces	and	in	Mino	
Province	was	called	Michinoku	paper	and	Mino	paper.		Reflecting	the	samurai's	taste,	plain	white	paper	
was	popular.		In	the	samurai	class,	an	article	of	quality	silk	accompanied	by	a	sheaf	of	paper	was	the	
supreme	expression	of	reverence.		A	sheet	of	paper	folded	in	two	was	used	for	itemized	lists	of	gifts	and	
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for	certificates	of	authentication	for	swords,	paintings,	and	calligraphies.		That	practice	led	to	the	still	
current	expression	origami-tsuki,	"folded	paper	attached",	or	"guaranteed",	"certified."		

The	introduction	of	printing	techniques	in	the	Edo	Period	stimulated	demand	for	paper.		Domains	were	
eager	to	manufacture	and	sell	paper	to	supplement	revenues.		But	peasants	laboring	to	fill	their	quotas	
for	paper	often	rose	against	their	lord.			

Iya	da	okko-chan		

Kamiya	no	yome	wa		

Yo-zurne	haya-oki		

Mizu-shigoto		

Yokakoikoi		

Mom,	I	don't	like	being	the	wife		

					of	a	papermaker		

Because	I	must	work	with	water		

					from	sunrise	to	midnight.			

Yakakoikoi.			

Above	is	a	verse	of	a	song	sung	by	women	who	molded	paper	in	a	village	on	the	outskirts	of	Edo	(the	
former	name	of	Tokyo),	which	was	a	major	consumer	of	paper.		But	papermaking	had	its	joys	as	well.			

Hareta	hareta	yo		

					seiten-bare	ni		

Pikkari	sen-ryo	no		

					kami	wo	hosu		

Yakakoikoi		

A	clear	day	,		

					Not	a	cloud	in	the	sky.			

Today	I	can	earn	1,000	ryo		

					by	drying	paper.			

Yakakoikoi		
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Used	paper	was	remolded	and	reused	time	after	time.		It	was	difficult	to	entirely	remove	Indian	ink	from	
paper.		Recycled	paper	spotted	with	Indian	ink	was	given	a	poetical	name:	suiun	("water	cloud")	paper.			

Incidently,	the	members	of	an	early	seventeenth-century	goodwill	mission	from	northeastern	Japan	to	
Europe	were	amazed	by	the	high	quality	of	European	tissue	paper.		When	a	European	discarded	a	tissue	
with	which	he	had	blown	his	nose,	the	members	of	the	mission	scrambled	to	pick	it	up.		Contemporary	
Japanese	considered	it	chic	to	tuck	a	piece	of	tissue	paper	in	the	kimono	bosom	in	such	a	way	that	a	
portion	of	it	was	visible,	much	as	people	today	put	a	handkerchief	in	the	breast	pocket	of	a	jacket.			

In	the	Edo	Period	paper	was	so	plentiful	that	even	commoners	used	it.		Washi,	which	is	thin	and	
lightweight	yet	strong,	was	used	not	only	for	writing	and	painting;	it	was	also	cut	,	folded,	suspended,	
crumpled,	and	stretched	to	produce	clothes,	lanterns,	and	toys.			

In	the	Meiji	Era	(1868-1912)	Japan	was	opened	to	the	west	and	the	lives	of	its	people	were	partially	
westernized.		With	an	increase	in	the	circulation	of	newspapers,	production	of	washi,	which	cannot	be	
mass	produced,	was	eclipsed	by	production	of	Western	paper,	made	by	machine	according	to	a	
technique	of	Chinese	origin.		By	t	he	middle	of	Meiji	about	70,000	households	were	engaged	in	washi	
production.		But	the	number	of	households	practicing	the	craft,	less	than	600	today,	is	declining	from	
year	to	year.		Today	fewer	than	600	households	manufacture	washi.		Yet	it	would	be	wrong	to	assume	
that	washi	is	vanishing	from	the	lives	of	the	Japanese.			

The	Japanese	used	to	regard	paper	not	only	as	something	on	which	to	write	or	paint	but	as	something	
worthy	of	aesthetic	appreciation.		Sei	Shonagon	praised	the	beauty	of	paper	in	The	Pillow	Book	(ca.		
1002):		

There	are	times	when	the	world	so	exasperates	me	that	I	feel	I	cannot	go	on	living	in	it	for	another	
moment	and	I	want	to	disappear	for	good.		But	then,	if	I	happen	to	obtain	some	nice	white	paper,	
Michinoku	paper,	or	white	decorated	paper,	I	decide	that	I	can	put	up	with	things	as	they	are	a	little	
longer.			

(Translation	by	Ivan	Morris)		

Yanagi	Muneyoshi	(1889-1961),	a	folk	art	critic,	praised	the	beautiful	flowing	fibers	of	washi	-	which	are	
clearly	visible	when	it	is	held	up	to	light	-	as	reminiscent	of	the	lines	of	the	bark	of	a	tree,	and	said	that	
good	paper	makes	for	pleasant	dreams.			

Washi	was	also	used	as	an	offering	to	the	deities	because	its	whiteness	was	viewed	as	symbolic	of	a	pure	
spirit.		This	practice	has	survived	in	folded	pieces	of	white	paper	affixed	to	the	sacred	straw	rope	that	
festoons	the	Torii	of	a	shrine.		Origami,	the	art	of	folding	paper	into	various	figures,	originated	in	those	
folded	pieces	of	paper.		Origami	is	taught	in	grade	school	to	improve	pupils'	manual	dexterity.			

In	a	fable	of	Chinese	origin	a	herdsman,	the	star	Altair,	trysts	with	a	weaving	girl,	the	star	Vega,	at	the	
opposite	end	of	the	milky	way,	on	the	seventh	night	of	the	seventh	month.		On	July	seventh	the	
Japanese	celebrate	the	Tanabata	Festival,	or	Star	Festival,	for	the	two	stars.		For	the	festival	each	family	
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sets	up	under	eaves	of	their	house	a	bamboo	stem	to	which	are	attached	pieces	of	washi	bearing	their	
wishes.			

Tearing	washi	by	hand	produces	a	beautiful	fuzz	along	the	edge	of	the	tear.		Like	the	art	of	making	paper	
flowers,	the	art	of	making	pictures,	by	inserting	in	a	mat,	pieces	of	torn	washi,	is	popular	with	Japanese	
women.		Many	women	also	learn	the	art	of	making	dolls	from	washi,	whose	suppleness	makes	it	ideal	
for	that	purpose.		Wind-borne	kites	give	poetic	charm	to	the	Japanese	New	Year	celebration.		A	
Japanese	kite	consists	of	a	bamboo	frame	covered	with	washi,	and	is	generally	constructed	and	painted	
to	resemble	a	bird,	fish,	or	warrior.		It	is	believed	that	a	kite	serves	as	a	charm	to	ward	off	fires.		A	kite	
fair	is	held	every	February	at	certain	shrines	to	which	parishioners	bring	old	kites	to	offer	the	gods	in	
return	for	protection	throughout	the	year.		The	Japanese	have	found	applications	for	washi	not	only	in	
amusements	but	in	their	daily	lives	as	well.		For	example,	the	cho-chin,	the	traditional	lantern	of	Japan,	
is	made	of	washi.		The	washi	shields	the	taper	from	the	wind,	softens	the	illumination	so	that	it	does	not	
fatigue	the	eyes,	and	allows	the	passage	of	the	oxygen	needed	for	combustion.		One	carried	a	cho-chin,	
bearing	his	name	or	crest,	to	illuminate	the	way	at	night.		Today	shops	display	chochin	during	festivals.		
A	chochin-mochi,	or	lantern	bearer,	escorted	someone	at	night	or	led	a	funeral	or	bridal	procession.		
Today	the	word	is	used	figuratively	to	mean	a	cats-paw	or	one	who	trumpets	the	accomplishments	of	
another	to	win	his	favor.			

Washi	is	also	an	integral	part	of	Japanese	architecture.		A	shoji	is	a	wooden	frame	covered	with	washi.		
Shoji	is	a	translucent	partition.		Essentially	a	screen	of	thin	paper,	it	does	not	create	the	feeling	of	
isolation	that	walls	and	doors	do.		Sounds	outside	a	room	enclosed	by	shoji	are	audible	within	it.		
Fusuma	are	made	of	thicker	washi	and	are	also	used	to	partition	rooms.		Landscapes,	flowers,	or	birds	
are	painted	on	the	washi	of	fusuma.		These	paper	partitions	are	ideal	during	the	sultry	Japanese	summer	
because	paper	serves	as	a	natural	air	conditioner,	absorbing	moisture	when	the	humidity	is	high,	and	
supplying	moisture	when	the	humidity	is	low.		Furthermore,	shoji	and	fusuma	are	easily	opened	to	let	in	
fresh	air	and	serve	as	efficient	insulators.			

Can	you	imagine	clothes	made	of	paper?	Impoverished	Japanese	peasants	used	to	wear	clothes	made	of	
washi,	which,	when	crumpled,	becomes	supple.		Paper	clothes	were	popular	among	ascetic	priests	and	
among	haiku	poets	who	extolled	simplicity.		Washi	waterproofed	by	coating	it	with	persimmon	
astringent	or	a	paste	made	from	arum	root	was	used	for	rainwater.		Recently	the	Japanese	fashion	
industry	has	been	bringing	back	traditional	paper	clothes	in	modern	designs	-	winter	clothes	made	of	
wrinkled	paper,	raincoats	made	of	oiled	paper,	and	dresses	made	of	paper	that	was	molded	together	
with	s	ilk	thread,	dyed,	and	crumbled.		"Paper	clothes	give	a	superb	fit	and	are	unexpectedly	soft,"	says	
noted	fashion	designer	Miyake	Issey.		In	addition,	there	has	recently	appeared	women's	underwear	that	
is	partly	made	of	paper.			

Visitors	to	Japan	have	perhaps	noticed	the	washi	on	a	plate	on	which	tempura	or	another	deep	fried	
food	is	served.		The	washi	absorbs	oil	and	makes	the	dishwasher's	job	easier	by	keeping	the	dish	oil-free.		
A	pot	is	lined	with	washi	so	that	food	can	be	stewed	until	tender	without	absorbing	a	metallic	taste.		In	
high-class	restaurants	receptacles	for	chopsticks	are	made	of	washi	ornamented	with	various	designs.			
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Washi	is	also	used	for	diplomas,	stock	certificates,	the	lining	of	jewelry	boxes,	folding	fans,	round	fans,	
strings	for	tying	presents	given	at	weddings	and	funerals,	envelopes	for	gifts	of	money,	bank	notes	and	
imitation	snow	used	for	plays.			

Pick	up	a	sheet	of	washi	and	you	will	notice	that	it	is	neither	as	white	nor	as	smooth	as	Western	paper.		
But	you	will	fall	under	its	spell	as	you	hold	it.		You	will	want	to	continue	to	touch	it.		You	may	be	tempted	
to	fold	it	into	a	crane	or	to	shade	the	light	of	your	room	with	it	to	enjoy	the	charm	of	softened	light		

You	may	wonder	how	this	mysterious	paper	is	made	and	if	you	can	make	it	yourself.			

Go	to	the	home	of	washi,	along	a	river	deep	in	the	mountains	of	Gunma	Perfecture,	and	you	will	see	
washi	craftsmen	at	work.		Recently	we	visited	a	washi	craftsman,	who	also	a	farmer,	in	Kanra,	Gunma,	
and	under	his	guidance,	made	washi	ourselves.		The	craftsman,	whose	father	and	grandfather	were	also	
papermakers,	said,	"I	recently	had	some	foreign	visitors	who	asked	to	be	allowed	to	make	washi.		One	of	
them,	an	Italian,	said	that	papermaking	was	fun	and	returned	with	washi	made	with	his	own	hands."		

This	article	is	from	The	East	Magazine.			
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BAMBOO	IN	THE	GARDEN	
The	Garden	now	has	seven	species	of	bamboo	in	its	collection.		Two	of	them	were	in	the	original	
planting	and	the	others	were	added	later.		Three	were	added	by	Susan	Taylor,	a	member	of	the	
American	Bamboo	Society.			

ARUNDINARIA	pygmaea,	also	known	in	the	past	as	BAMBUSA	pygmaea	and	SASA	pygmaea,	is	a	ground-
cover-type	of	bamboo	that	seldom	grows	higher	than	a	foot.			

It	spreads	very	quickly	if	it	is	not	controlled	by	some	type	of	barrier.			

The	other	species	included	in	the	original	landscape	planting	is	the	Golden	Bamboo,	PHYLLOSTACHYS	
aurea.		It	is	the	taller	bamboo	that	lines	the	entrance	walk	to	the	Exhibit	House.		It	is	also	a	running	
bamboo	that	will	take	over	your	garden	if	given	a	chance.		It	will	reach	a	height	of	twenty	feet.		Our	
plantings	will	be	pruned	in	the	Japanese	mode	of	keeping	the	culms	(stems)	spread	apart	and	removing	
the	lower	branches	to	expose	the	trunk.		The	planting	along	the	fence	will	eventually	be	like	a	small	
forest.			

PHYLLOSTACHYS	nigra,	the	black	bamboo	can	grow	to	twenty	five	feet	with	culms	one	and	a	half	inches	
thick.		There	are	several	plantings	of	this	bamboo.		Two	of	them	are	in	a	position	that	will	be	dramatic	
when	they	grow	more	mature.		They	are	the	last	bamboo	on	the	left	as	you	approach	the	Exhibit	House.		
When	it	gets	larger	and	the	lower	branches	of	the	stem	are	stripped	away	there	will	be	a	view	of	the	
grey	gravel	and	lantern	through	the	black	culms.		There	are	more	plantings	of	the	black	bamboo	by	the	
back	fence.			

BAMBUSA	textilis	is	one	of	the	clumping	species	of	bamboo	and	won't	give	the	gardener	any	headaches	
as	far	as	invasion	is	concerned.		The	culms	can	be	fifty	feet	high	and	over	two	inches	in	diameter.		As	the	
name	textilis	implies,	it	is	used	in	the	production	of	textiles.			

BAMBUSA	beecheyana	has	been	planted	on	the	hillside	to	the	north	of	the	Exhibit	House.		This	bamboo	
might	possibly	be	the	most	striking	of	all,	however,	it	will	not	be	visible	for	a	couple	of	years	but	when	it	
does	finally	project	itself	to	the	forty	or	fifty	feet	that	it	will	grow,	it	will	then	make	a	green	curtain	that	
arches	out	behind	the	building,	framing	it	as	one	looks	from	the	patio	area.		The	culms	of	this	bamboo	
can	be	as	much	as	four	inches	in	diameter	and	they	grow	out	in	all	different	directions	in	long	graceful	
arches.			

BAMBUSA	chimon	is	commonly	called	square	bamboo	because	the	canes	are	really	square.		You	have	to	
feel	the	canes	to	be	able	to	feel	the	squareness;	it	isn't	visible	yet	because	the	canes	are	still	too	small.		
The	Garden's	square	bamboo	is	planted	to	the	left	as	you	look	across	the	lawn	back	toward	the	fence.			

BAMBUSA	vittata	is	planted	on	the	left	of	the	sidewalk	as	you	look	toward	the	Exhibit	House	just	before	
the	black	bamboo.		This	is	a	clumping	bamboo	that	will	grow	up	to	about	thirty	feet	and	have	culms	of	
approximately	two	inches	thick.			
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We	expect	to	be	receiving	new	species	of	bamboo	as	the	Garden	grows.		We	will	periodically	be	
upgrading	this	as	we	receive	the	new	bamboo.			
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FOR	THE	DOCENTS	OF	THE	“SAN	DIEGO,	JAPANESE	FRIENDSHIP	
GARDEN"	
The	following	is	a	brief	synopsis	of	the	plant	material	in	the	first	phase	of	the	garden.		The	information	is	
to	help	you	create	interest	in	the	selected	plantings.			

If	you	are	queried	about	the	landscape	design,	history	or	the	plants	and	you	don't	happen	to	know	the	
answer,	please	make	a	note	of	the	inquiry,	forward	the	note	to	the	office	and	in	the	future	an	expanded	
synopsis	will	be	available.			

01.		Bamboo	of	The	Japanese	Friendship	Garden:		
There	are	currently	seven	types	of	bamboo	displayed	in	the	first	phase	of	the	Garden,	eventually	there	
will	be	many	more	species	incorporated	into	the	landscape.			

A.		ARJNDINARA	pygmaea	also	known	as	BAMBUSA	pygmaea	or	SASA	pygmaea.		It	is	a	ground-cover-
type	of	bamboo	that	seldom	grows	higher	than	a	foot.		It	spreads	very	quickly	if	it	is	not	contained	or	
controlled	by	some	barrier.			

B.		PHYLLOSTACHYS	aurea	is	commonly	called	Golden	bamboo.		This	is	the	tall	bamboo	on	your	right	as	
you	go	down	the	path	toward	the	Exhibit	House.		It	is	also	a	running	bamboo	that	will	eventually	take	
over	your	garden	if	given	a	chance.		I	t	will	reach	a	height	of	up	to	twenty	feet.		Our	plantings	will	be	
pruned	in	the	Japanese	mode	of	keeping	the	stems	spread	apart	and	removing	the	lower	branches	to	
expose	t	he	trunk.		The	planting	along	the	fence	will	eventually	be	like	a	small	forest.			

C.		PHYLLOSTACHYS	nigra,	the	black	bamboo	can	grow	to	twenty	five	feet	with	culms	one	and	a	half	
inches	thick.		There	are	several	plantings	of	this	bamboo.		Two	of	them	are	in	a	position	that	will	be	
dramatic	when	they	grow	more	mature.		They	are	the	last	bamboo	on	the	left	as	you	approach	the	
Exhibit	House.		When	it	gets	larger	and	the	lower	branches	of	the	stem	are	stripped	away	there	will	be	a	
view	of	the	grey	gravel	and	lantern	through	the	black	culms.		There	are	more	plantings	of	the	black	
bamboo	by	the	back	fence.			

D.		BAMBUSA	textilis	is	one	of	the	clumping	species	of	bamboo	and	won't	give	the	gardener	any	
headaches	as	far	as	invasion	is	concerned.		The	culms	can	be	fifty	feet	tall	and	over	two	inches	in	
diameter.		As	the	name	implies	it	is	used	in	the	product	ion	of	textiles.			

E.		BAMBUSA	beecheyana	has	been	planted	on	t	he	hills	ide	to	the	north	of	the	Exhibit	House.		This	
bamboo	might	possibly	be	the	most	striking	of	all,	however,	it	will	not	be	visible	for	a	couple	of	years,	
but	when	it	does	finally	project	itself	to	the	forty	or	fifty	feet	that	it	will	grow,	it	will	then	make	a	green	
curtain	that	arches	out	behind	the	building,	framing	it	as	one	looks	from	the	patio	area.		The	culms	of	
this	bamboo	can	be	as	much	as	four	inches	in	diameter	and	they	grow	out	in	all	different	directions	in	
long	graceful	arches.			
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F.		BAMBUSA	chimon	is	commonly	called	square	bamboo	because	the	culms	are	really	square.		You	have	
to	feel	the	canes	to	be	able	t	o	feel	the	squareness,	it	isn't	visible	yet	because	the	canes	are	still	too	
small.		The	Garden's	square	bamboo	is	planted	to	the	left	as	you	look	across	the	lawn	back	toward	the	
fence.			

G.		BAMBUSA	vittata	is	planted	on	the	left	of	the	sidewalk	as	you	look	toward	the	Exhibit	House	just	
before	the	black	bamboo.		This	is	a	clumping	bamboo	that	will	grow	up	to	about	thirty	feet	and	have	
culms	of	approximately	two	inches	thick.			

We	expect	to	be	receiving	new	species	of	bamboo	as	the	Garden	grows.		We	will	periodically	be	
upgrading	this	paper	as	we	receive	the	new	bamboo.			

02.		Shrubs	of	The	Japanese	Friendship	Garden:		
H.		AZALEA	indica,	(correctly:	Rhododendron	indicum),	"Azalea	is	from	the	Greek	word	"Azaleos",	
meaning	"dry",	comes	from	China,	but	is	cultivated	as	prize	specimens	in	Japan.		The	flower	color	range	
reaches	from	red,	white	and	pink	to	magenta,	salmon	and	orange.		Many	regions	have	spring	Azalea	
Festivals	to	celebrate	the	season.		In	hot	dry	areas	Azaleas	like	semi-shady	places,	a	highly	organic,	well	
drained	acidic	soil.			

I.		BUXUS	Japonica	var.		Microphylla,	"Japanese	Boxwood".		The	dwarf	Japanese	Boxwood	is	a	hardy	
shrub	that	is	used	extensively	for	low	border	hedges.		Like	most	Buxus	it	thrives	in	well	drained	soil	and	
prefers	a	little	shade.			

J.		CAMELLIA	Sasanqua,	"Sasanqua	Camellia”.		Is	named	after	George	Joseph	Kamel,	a	Moravian	Jesuit	
who	travelled	extensively	through	Asia	in	the	17th	century.		The	camellia	is	one	of	the	most	popular	
blooming	plants	for	shade	or	semi-shade.		It	is	propagated	by	layering,	air	layering,	seed,	bud	cuttings	or	
ripe	wood	cuttings	in	the	late	summer.		The	roots	must	never	dry	out	or	become	water	logged.		This	
plant	is	called	the	Christmas	Camellia	because	it	usually	blooms	around	the	later	part	of	the	year.			

K.		PITTOSPORUM	Tobira	'Variegata',	"Variegated	Mock	Orange".		From	the	family	Pittosporaceae,	the	
name	is	derived	from	the	Greek	words	meaning	Resin	Coated	Seed.		The	plants	origins	are	primarily	
from	Japan	and	China.		Propagation	is	by	seed	or	from	half	ripe	cuttings	during	the	summer.			

L.		RAPHIOLEPIS	Indica	'Clara',	"Indian	Hawthorn".		Is	a	member	of	the	rose	family.		The	name	is	derived	
for	the	Greek	words	Raphe	meaning	needle	like	and	the	word	Lepis	meaning	scale,	both	words	referring	
to	the	narrow	bracts	on	the	inflorescence.		The	origin	of	the	plant	is	Korea	and	Japan	and	it	was	
introduced	into	the	United	States	and	Europe	in	the	mid-19th	century.		It	flowers	in	the	late	spring	or	
early	summer.			

M.		XYLOSMA	Congestum,	“Shiny	xylosma".		Xylosis	the	Greek	word	for	wood	and	osme	is	the	Greek	
word	for	odor.		Some	of	the	species	of	this	genus	have	aromatic	wood.		The	plant	is	indigenous	to	
Eastern	China,	Korea,	and	Japan.		The	xylosma	is	a	large	shrub	or	a	small	tree.		It	is	a	hardy	evergreen	
plant	that	needs	little	care	after	it	is	established.			
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03.		Trees	of	The	Japanese	Friendship	Garden		
A.		ACER	Palmatum,	"Japanese	Maple".		Acer	is	a	classical	Latin	word	meaning	Maple.		This	small	tree	is	
used	as	an	integral	part	of	the	Japanese	Garden.		Typical	of	deciduous	trees,	the	Japanese	Maple's	
foliage	turns	brilliant	fall	colors.		In	Southern	California	it	grows	best	in	partial	shade,	with	well	drained	
acidic	soil.			

B.		CINNAMOMUM	Camphora,	"Camphor	Tree".		This	tree	is	cultivated	as	a	yard	tree	or	street	tree.		It	is	
evergreen	and	the	source	for	oil	of	camphor,	an	aromatic	oil	used	by	some	people	for	medical	purposes.		
Another	species	(Zeylanicum)	of	this	genus	is	the	source	of	the	herb	cinnamon.		The	trees	natural	
habitat	is	in	China,	Taiwan	and	Japan.			

C.		FICUS	Microcarpa	'Nitida',	"Indian	Laurel	Tree",	a	member	of	the	fig	family.		The	genus	Ficus	including	
the	banyans,	the	rubber	trees	the	creeping	figs	and	the	fruiting	figs.		The	'Nitida'	develops	into	a	
beautiful	shade	tree	but	one	must	be	aware	of	its	aggressive	root	system	and	its	susceptibility	to	Cuban	
Laurel	Thrip.		This	genus	with	its	600+	species	ranges	throughout	the	tropical	areas	of	the	world.			

D.		LAGERSTROEMIA	Indica,	"Crape	Myrtle".		The	etymology	of	this	tree	name	refers	to	the	Swedish	
merchant	Magnus	Von	Lagerstrom.		It	is	from	China	and	India.		The	"Crape	Myrtle"	is	a	small	to	medium	
size	deciduous	tree	that	has	showy	pink,	white,	red	or	variegated	flowers	during	the	summer	months.			

E.		MAGNOLIA	Soulangiana,	"saucer	magnolia".		This	deciduous	Magnolia	with	spectacular	burgundy	and	
white	flowers	was	named	after	the	French	Horticulturist	Etienne	Soulange-Bodin.		(1774-1846).		This	
large	shrub	or	small	tree	was	hybridized	by	crossing	Magnolia	Denudata	with	Magnolia	Lilifloria.		It	
prefers	well-drained	acidic	soil	which,	with	regular	nutrient	application,	will	bring	it	into	full	bloom	
before	the	foliage	arrives	in	the	spring.		This	plant	is	also	called	the	Japanese	Tulip	Tree	because	of	the	
shape	of	its	blossom.			

F.		PINUS	Thunbergii,	"Japanese	Black	Pine".		This	pine's	habitat	is	along	the	coastal	areas	of	Honshu,	
Shikoku	and	Kyushu.		It	is	also	found	along	the	coast	of	the	Korean	Peninsula.		The	Pine	does	well	in	
Southern	California	and	often	times	it	is	used	as	a	bonsai	plant.			

G.		PRUNUS	Cerasifera	'Hollywood'.		"Flowering	Plum".		It	is	native	to	the	Caucauses	and	Southwest	Asia.		
The	flowering	Plum	has	spectacular	single	pink	spring	blooms	and	moderate	fruit	production.		It	makes	
an	excellent	yard	tree.			

H.		SUNBURST	Locust	(Gleditsia):	A	fast	growing	tree	that	will	attain	heights	of	40	to	60	feet.		Very	open	
growth	habit	with	compound	leaves,	each	with	20	to	30	leaflets,	about	1/2"	X	I".		The	Sunburst	Locust	
was	chosen	by	the	landscape	architect	to	compliment	the	other	Sunburst	Locusts	along	the	walkway	
outside	the	Garden.		The	Locust	tree	is	sometimes	called	Golden	Rain,	because	of	the	gold	color	of	the	
leaves	as	they	fall	from	the	tree.			

I.		CATALPA	(Catalpa	Bignonioides):	This	tree	is	noted	for	large	heart-shaped	leaves	and	clusters	of	white	
or	pink	flowers	in	late	spring.		It	reaches	heights	of	from	twenty	to	fifty	feet,	according	to	climate	and	
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soils.		It	can	be	pruned	to	form	an	umbrella	because	of	its	spreading	shape.		The	Catalpa	tree	is	also	
called	the	Indian	Bean	tree	or	Cigar	tree,	because	of	its	long	seed	pods.			

J.		GINKO	(Ginko	Biloba)	(Maidenhair	Tree):	A	deciduous	broad-leafed	conifer--a	living	fossil--sole	
survivor	of	a	Chinese	family	of	trees,	though	during	the	Miocene	Age	they	flourished	in	what	was	then	
the	sub-tropical	climate	of	central	Washington	State	.Its	rate	of	growth	varies	by	climate.		In	general,	the	
Ginko	is	an	open,	sparse	airy	tree,	but	clean	cut	and	aristocratic.		Leathery	leaves	are	light	green	in	
spring	and	summer,	turning	golden	yellow	in	fall.		The	female	tree	produces	flesh	colored	nuts	with	an	
unpleasant	odor.		Sex	cannot	be	determined	until	the	seedlings	bloom,	and	it	is	a	known	fact	that	ginko	
pollen	can	travel	as	far	as	ten	miles.		We	do	not	know	yet	whether	the	Garden's	tree	is	male	or	female;	
we	hope	that	it	is	a	male!	The	specimen	in	the	Garden	is	a	gift	of	the	Kimura	Family	of	Chula	Vista.			

04.		Vines	of	The	Japanese	Friendship	Garden:		
A.		TRACHELOSPERMUM	Jasminoides,	"Star	Jasmine".		The	genus	is	derived	from	the	Greek	word	
Trachelos	meaning	neck	and	sperma	meaning	seed.		It	is	from	China	and	Japan	and	was	introduced	into	
Europe	in	1846.		It	has	a	wonderfully	fragrant	tubular	star	shaped	white	flower.		If	properly	trimmed,	it	
can	be	cultivated	as	a	shrub,	a	vine,	a	ground	cover,	or	an	espalier.			

05.		Ground	Covers	of	The	Japanese	Friendship	Garden		
A.		ISOTOMA	(Laurentia)	Fluviatilis,	“Blue	Star	Creeper".		The	genus	refers	to	the	corolla	of	the	flower	
being	equally	cut	or	divided.		It	is	a	popular	ground	cover	that	grows	only	2	to	3	inches	high	and	has	light	
blue	flowers	and	does	well	in	landscapes	that	have	filtered	shade	and	well	drained	soil.		The	Creeper	was	
planted	around	the	Tsukubai,	but	because	there	was	too	much	sun	for	it	to	grow	properly	it	was	
removed.			

B.		LAWN	Area	-"Marathon"	(Hybrid	Tall	Fescue).		This	is	an	evergreen,	drought	tolerant	and	disease	
resistant	turf	that	has	become	very	popular	in	Southern	California.			
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HISTORY	OF	THE	JAPANESE	FRIENDSHIP	GARDEN	OF	SAN	DIEGO	
A	Japanese	tea	garden,	complete	with	pavilion	and	small	tea	plantation,	was	constructed	in	Balboa	Park	
for	the	1915	Panama-California	Exposition.		Located	in	an	area	now	occupied	by	the	Children's	Zoo,	it	
featured	a	small	stream	winding	into	a	pond	with	a	drum	bridge.		By	the	time	of	the	1935-36	California-
Pacific	International	Exposition,	the	official	guidebook	could	report:		

"For	a	refreshing,	delightful	spot,	go	through	the	red	Torii	gate	to	the	Japanese	Tea	Garden.		Red	
lacquer	bridges,	dwarfed	gardens,	trailing	wisteria	--	and	little	Japanese	maids	in	flowered	kimonos	
will	give	you	a	smile	with	your	tea	and	fortune	cakes.		Try	their	new	ways	with	tea	--	frapped,	iced	
and	with	fruit.		Could	anything	be	cooler?"		

The	garden	was	dismantled	in	the	middle	1950's	and	the	area	taken	over	by	the	zoo.		But,	while	this	
garden	and	its	tea	house	may	have	been	lost	to	San	Diego,	the	dream	lingered	on.		In	1956,	as	a	symbol	
of	renewed	friendship	across	the	Pacific,	the	city	of	Yokohama	presented	San	Diego	with	a	stone	snow	
lantern	many	centuries	old.		In	May,	1958,	the	Friendship	Bell,	now	found	on	Shelter	Island,	was	
presented	and	hearing	of	the	desire	by	many	San	Diegans	to	reestablish	a	garden,	in	1977	the	City	of	
Yokohama	presented	85	cherry	trees	whose	blossoms	each	spring	now	grace	the	Wild	Animal	Park.			

Beginning	in	the	early	1960's	the	San	Diego-Yokohama	Sister	City	Society	began	to	formulate	specific	
plans	for	a	garden.		In	1968	a	site	was	selected	in	Gold	Gulch	Canyon,	Balboa	Park,	and	a	gate,	the	
Charles	C.		Dail	Memorial	Japanese	Gate,	was	erected	just	north	of	the	Organ	Pavilion.		Public	planning	
conferences	and	workshops	were	held	in	1977	and	1978.		A	Master	Plan	and	Environmental	Statement	
were	approved	in	1979	by	the	Department	of	Park	and	Recreation	and	the	City	Council.		Late	in	1979	the	
San	Diego-Yokohama	Sister	City	Society	contracted	for	a	full	scale,	professional	feasibility	study.		The	
resulting	report	was	emphatically	positive,	and	so	with	the	cooperation	of	Mayor	Pete	Wilson	(now	
Senator	Pete	Wilson),	the	decision	was	made	to	launch	the	project.		On	September	29,	1980	the	Garden	
committee	of	the	Sister	City	transferred	control	of	the	project	to	a	new	Japanese	Friendship	Garden	
Board	and	Articles	of	Incorporation	as	a	Nonprofit	Public	Benefit	Corporation	were	filed	and	approved	
by	the	California	Secretary	of	State.			

In	January,	1989,	fund	raising	was	begun,	public	awareness	of	the	Society's	plans	was	promoted	with	
Japanese	Festivals	in	1981,	1982,	and	1983,	and	a	planning	committee	was	appointed	to	conduct	a	
search	for	an	architectural	consultant	to	prepare	a	revised	Master	Site	Plan	for	the	Garden.		On	April	1,	
1984,	the	City	Council	approved	a	50	year	lease	agreement	for	the	development	and	operation	of	a	
Japanese	Garden	"substantially	in	agreement	with	the	Japanese	Master	Plan"	on	approximately	11.5	
acres	of	Balboa	Park	Land.			

In	June,	1984,	under	the	advice	of	Professor	Mitsuo	Yokoyama,	former	Chairman	of	the	Japanese	
Institute	of	Landscape	Architects,	the	Board	of	Directors	selected	Japanese	Landscape	Architect,	Takeshi	
(Ken)	Nakajima,	to	design	the	Garden.		Among	Mr.		Nakajima's	accomplishments	are	the	Japanese		
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Pavilions	for	two	World's	Fair	Expositions;	in	Montreal	(1967)	and	Seattle	(1974),	the	private	garden	for	
the	late	Prime	Minister,	Shigeru	Yoshida,	and	the	preliminary	plan	of	a	garden	for	the	late	Emperor	
Hirohito	of	Japan.			

Kurano	Associates,	Inc.		was	selected	as	local	project	architect/coordinator	and	during	the	year,	together	
with	the	design	team	prepared	and	finalized	drawings	to	complete	the	Master	Site	Plan	Report.		The	
Society	approved	the	report	in	January,	1986.		This	Master	Site	Plan	was	also	approved	by	the	City	
Manager's	office	as	being	"in	substantial	conformity	with	the	approved	Master	Plan,"	ergo;	no	additional	
review	by	the	City	Council	was	required.		The	plan	was	also	approved	by	the	Environmental	Quality	
Division	and	the	Park	and	Recreation	Board	and	its	Balboa	Park	Committee.			

The	model	of	the	Garden	was	unveiled	at	a	major	social	event	by	the	Honorable	Maureen	O'Connor,	
Mayor	of	San	Diego,	and	the	Honorable	Taizo	Watanabe,	Consul	General	of	Japan	at	Los	Angeles.		On	
August	31,	1988,	the	City	Council	approved	the	financing	improvement	in	Balboa	Park	through	a	
Transient	Occupancy	Tax.		From	this,	the	Japanese	Garden	will	receive	$2	million	in	city	funding.			

It	is	often	customary	for	the	landscape	architect	who	designs	a	Garden	to	give	it	a	Japanese	name.		
However,	in	deference	to	Professor	Yokoyama's	seniority,	Professor	Yokoyama	was	asked	to	name	the	
garden.		The	Professor,	in	agreement	with	Mr.		Nakajima,	named	the	San	Diego	Garden	"San	Kei	En"	
(three	scenery	garden).		The	name	is	identical	to	that	of	a	famous	Japanese	garden	in	San	Diego's	sister	
city	of	Yokohama.		Though	pronounced	exactly	the	same,	the	Kanji	(Chinese	characters)	are	different,	
and	Yokohama's	garden	is	translated	as	"three-ravine-garden."	San	Diego's	Garden	will	be	a	kaiyushiki	
(circuitous,	strolling	style)	garden.		It	will	feature	a	central	pond	surrounded	with	strolling	paths,	a	
pastoral	scene,	and	a	mountain	retreat.		Primary	consideration	will	be	given	to	the	introduction	of	
Japanese	culture	through	the	use	of	cultural	facilities:	a	tea	house	and	garden,	cultural	center,	arbor,	
and	exhibit	building.		To	broaden	the	aesthetic	and	educational	impact	of	the	garden,	a	Garden	Study	
Center	will	be	developed	and	maintained.			

The	first	phase	of	Garden	construction	began	in	January,	1990	on	the	rim	of	Gold	Gulch	Canyon,	and	the	
grand	opening	of	the	facility	took	place	August	29,	1990.		This	phase	was	finished	in	1990,	the	75th	
anniversary	of	Balboa	Park's	Panama-California	Exposition	when	the	earlier	Japanese	Garden	had	been	
created.		Ceremonial	entry	to	phase	I	is	through	the	Charles	C.		Dail	Memorial	Gate.		Another	beautiful	
bamboo/redwood	gate	provides	daily	entry.		A	small	entrance	garden	leads	the	viewer	to	an	Exhibit	
House	Building	overlooking	the	abstract	sand	and	stone	meditation	garden.		The	building	has	Japanese	
style	architecture	with	a	tile	and	copper	roof,	and	special	custom	craftsmanship	throughout.		The	
building,	estimated	at	1300	square	feet,	has	an	exhibit	room,	the	sand	and	stone	garden,	an	office/ticket	
counter,	which	in	phases	II	through	IIIA	will	eventually	lead	garden	guests	to	the	canyon	proper,	gift	
shop	area,	snack	bar,	and	restrooms.		The	snack	bar	area	opens	onto	an	outdoor	picnic	garden,	and	
there	is	an	overview	of	the	canyon	and	the	remainder	of	the	garden.		Approximately	200,000	visitors	per	
year	are	expected	to	experience	the	first	phase	of	the	Garden.			
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Final	development	is	scheduled	over	the	following	decade,	with	elements	representing	individual	
sections	of	the	garden	or	structure,	each	of	which	can	be	developed	as	funding	becomes	available.		
Included	are	the	following:	cultural	center	and	gardens,	garden	house	and	gardens,	azurnaya	(arbor)	and	
gardens,	tea	house	and	gardens,	main	gate	and	entry	plaza.		At	the	completion	of	phase	IIIA	the	garden	
can	be	opened	to	the	public	on	an	admission	basis.			

The	goal	of	the	Japanese	Friendship	Garden	Society	is	to	embody	the	highest	principles,	values,	and	
traditions	of	the	art	of	the	Japanese	Garden.		To	achieve	a	truly	great	garden,	the	design	must,	while	
working	within	the	particular	geographic	context	of	San	Diego,	strictly	conform	to	the	highest	canons	of	
one	of	the	world's	great	art	forms	-	the	Japanese	garden.		The	Board	of	Directors	is	dedicated	to	this	
goal.			
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MAKING	OF	A	KARESANSUI	ZEN	GARDEN	
There	are	many	factors	in	the	layout	and	design	of	a	Zen	Garden.		The	main	items	you	will	see	here	are	
the	sand	or	gravel,	the	large	boulders,	the	lanterns	and	the	surrounding	planting.			

Sand	or	Gravel		
The	choice	of	sand	or	gravel	is	very	much	up	to	the	designer	both	in	color	and	coarseness.		In	our	case,	
the	gravel	chosen	is	a	crushed	granite	which	has	been	sifted	through	a	1/2"	screen.		This	is	usually	the	
largest	you	will	find	in	a	Karesansui.		Often	the	gravel	used	is	of	a	finer	type,	about	3/16"	mesh,	which	is	
about	the	size	of	the	gravel	that	would	collect	at	the	base	of	a	naturally	eroding	cliff.		The	color	can	be	
from	white	to	a	light	brown.			

Boulders		
The	boulders	used	in	this	type	of	garden	are	very	carefully	selected	by	the	landscape	architect	personally.		
He	usually	has	a	pre-set	idea	of	about	the	size	he	will	need	and	then	sets	out	to	find	the	ones	that	"feel"	
just	right.		In	our	case	Mr.		Nakajima	our	landscape	architect,	searched	in	vain	to	find	boulders	in	our	
local	mountains,	but	decided	that	California	was	geologically	too	young,	and	therefore	brought	the	
boulders	over	from	Onishi	in	Gumma	Prefecture	in	Japan.		The	placement	of	the	boulders	is	also	quite	
critical.		The	mass	of	the	boulder,	or	2/3	of	it,	are	typically	buried	in	the	ground.		This	gives	strength	and	
solidness	to	the	garden.		Groupings	are	of	three-five-seven	or	combinations	thereof.		There	are	many	
tales,	precepts,	interpretations,	etc,	of	what	the	stones	represent,	however	in	the	true	sense	of	"Zen"	
they	are	nothing	more	than	stones	in	the	garden.			

Rather	than	explain	and	rationalize	t	he	orientation	and	placement	of	the	stones	in	this	garden,	
Nakajima-sensei	puts	it	back	to	you	to	come	up	with	an	explanation	if	you	really	need	one.		The	idea	is	
for	the	viewer	to	meditate	and	contemplate	and	enjoy	that	part	of	the	experience,	not	to	worry	about	
finding	the	"answer".		This	is	very	hard	for	many	of	us	"answer	oriented"	Americans.		Don't	believe	then	
that	it	is	simple	to	place	stones	in	the	garden.		Mr.		Nakajima	spent	days	and	days	studying	each	stone,	
checking	placement	and	orientation,	moving	ever	so	slightly	here	and	there	and	calling	upon	his	many	
years	of	masterful	experience	to	place	the	stones	just	so.			

Lanterns		
Lanterns	are	used	to	create	a	fantastic	mood	at	night	with	the	candles	or	oil	lamps	flickering.		Light	spills	
out	over	furrowed	gravel	and	boulders	and	creates	dramatic	shadows	and	illusions.		The	stone	lanterns	
we	use	here	are	of	the	"nishi	noya"	and	"oribe"	type.		These	are	usually	of	carved	granite	and	add	the	
"presence	of	man"	to	the	garden	scene.			

Plants		
Plants	used	in	a	Karesansui	are	often	used	as	borders	and	backdrops	with	little	color.		Hedges	can	run	
from	2-3	feet	up	to	30	foot	high	bamboo.		Occasionally	an	architect	will	chose	plants	to	add	a	splash	of	
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color	to	an	important	point	or	counterpoint	or	to	add	dimension	to	a	particular	boulder	or	grouping.		
Moss	is	a	wonderful,	subtle	plant	to	use	around	the	base	of	the	boulders	or	on	the	boulders	themselves.		
It	softens	the	severity	of	t	he	rock,	offers	the	patina	of	age,	while	still	staying	with	the	"shibui"	attitude	
of	the	garden.			
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A	DINER'S	GUIDE	TO	CHOPSTICKS	
The	wonderful	cultural	mixture	of	San	Diego	makes	it	possible	to	take	a	culinary	tour	of	Asia	simply	by	
visiting	local	restaurants.		Chopsticks	are	required	table	service	in	many	Asian	restaurants	and	where	
they	are	not,	all	you	have	to	do	is	ask	for	a	pair.		With	this	in	mind,	here	is	a	brief	introduction	in	the	use	
of	chopsticks	and	some	pointers	on	what	is	and	is	not	good	chopstick	behavior.			

If	you	do	not	have	a	spare	set	with	which	to	practice,	you	can	use	two	pencils.		The	goal	is	to	keep	the	
lower	chopstick	stable	and	the	upper	one	to	meet	the	lower	one	but	not	to	cross	it.		Holding	your	right	
hand	straight	up	in	front	of	you	with	the	palm	facing	you,	place	one	chopstick	in	the	crook	between	your	
thumb	and	forefinger,	about	two-thirds	of	the	way	(or	more)	up	the	chopstick.		Stabilize	the	end	against	
or	on	your	ring	finger	to	pinch	the	chopstick	into	place.		With	the	left	hand,	place	the	second	chopstick	
parallel	to	the	first,	about	an	inch	apart.		Take	a	hold	of	the	top	between	the	side	of	the	index	finger	and	
pad	of	the	thumb	(top	of	your	"thumbprint"	area).		Keep	your	middle	finger	resting	against	the	top	
chopstick	so	it	does	not	get	stuck	between	the	two.		Keep	the	ends	of	the	chopsticks	even.		To	pick	
things	up,	press	the	upper	chopstick	against	the	lower	one	with	the	middle	and	index	fingers	and	keep	
the	bottom	chopstick	steady.		Practice	and	adapt	this	technique	until	you	can	comfortably	pick	things	up.		
The	farther	away	from	the	tip	of	the	chopsticks	that	you	manage	to	hold	them,	the	better	your	leverage	
and	manipulation	will	be.		Do	not	hold	them	so	tightly	that	your	hand	cramps	up.		Remember,	they	are	
very	light	and	are	actually	easier	to	manipulate	the	more	lightly	you	hold	them.			

The	key	to	chopsticks	prowess	is	practice.		While	you	are	learning	to	use	them,	play	around.		Try	picking	
up	pencils,	earrings,	pennies,	Cheerios,	peas,	whatever	is	small	and	(hopefully)	inanimate.		The	test	of	
true	chopsticks	mastery	is	the	ability	to	pick	up	a	small	square	of	tofu	from	a	bowl	of	miso	soup	without	
dropping	or	breaking	it.			

For	children	who	want	to	join	in	the	fun,	or	starving	novices	who	have	to	get	something	to	eat	before	
they	master	the	traditional	method,	here	is	a	chopsticks	cheating	method:	Fold	a	piece	of	paper	into	a	
small	half-inch	thick	wad	about	an	inch	long.		Place	it	between	the	two	chopsticks	about	one	inch	from	
the	top	and	secure	with	rubber	bands	at	both	ends	of	the	paper	wad.		Use	them	like	a	pair	of	tweezers	
to	pick	up	food.		This	was	the	Japanese	version	of	chopsticks	for	many	years.			

Once	you	are	a	proficient	chopsticks	user,	you	may	want	to	celebrate	by	owning	a	pair	of	your	own.		You	
can	buy	a	nice	lacquered	pair	at	Woo	Chee	Chong	Oriental	Foods,	or	a	set	of	ten	classic	bamboo	
chopsticks	at	Pier	One	Imports.		In	these	days	of	recycling	consciousness,	it	is	a	good	idea	to	take	your	
own	pair	with	you	to	restaurants	and	save	a	disposable	pair.		Wrap	them	in	a	handkerchief	or	slip	them	
in	a	child's	sock	for	transport.			

Now	that	you	have	a	great	chopsticks	form,	you	also	can	have	good	Oriental	dining	manners.		Asian	rice	
is	usually	rather	sticky	or	glutinous,	making	it	easier	to	eat	with	chopsticks.		Always	order	your	rice	in	a	
bowl	so	you	can	hold	it	closer	to	your	mouth,	since	it	is	easier	to	eat	that	way.		A	plate	of	rice	(steamed	
or	fried)	topped	with	an	entree	is	a	Western	invention;	in	most	Asian	countries	rice	is	served	in	a	
separate	bowl.			
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Most	dishes	consumed	with	chopsticks	do	not	contain	bones.		If	they	do,	the	custom	for	dealing	with	
bones	in	one's	food	is	to	hold	your	hand	close	to	your	mouth,	open	mouth	and	let	the	bone	fall	into	your	
hand,	then	place	it	on	the	tabletop.		In	restaurants,	a	plate	is	usually	provided	for	the	bones.		Never	put	
the	bones	in	your	rice	bowl	or	on	the	dinner	plate,	and	never	remove	the	bones	from	your	mouth	with	
your	fingers.			

When	eating	with	a	group,	do	not	finish	your	meal	before	anyone	else.		If	you	are	full,	take	a	few	last	
morsels	and	pick	at	them	until	everyone	is	done.		Otherwise	it	could	appear	that	you	did	not	appreciate	
the	food.		Watch	the	other	people	at	the	table	and	refill	their	glasses	or	teacups	as	they	are	emptied.		It	
is	considered	impolite	to	refill	your	own	glass	but	good	manners	to	refill	another	person's	glass.		Also,	
use	the	reverse	end	of	chopsticks	to	take	food	from	a	common	plate	and	use	the	regular	end	only	to	eat.		
Never	poke	your	chopsticks	into	your	rice	bowl	during	a	meal.		This	is	customarily	done	at	funerals	or	as	
an	offering	to	Buddha	and	is	unwelcomed	at	the	meal	table.			

Dripping	on	the	table	is	expected	from	a	dining	style	where	people	serve	themselves	from	common	
central	dishes.		If	you	have	a	lot	of	spots	on	the	tablecloth	at	your	place,	it	is	a	sign	that	you	were	
enjoying	the	meal.		Banging,	tapping,	or	drumming	your	chopsticks	on	the	plate	or	table	shows	
dissatisfaction	with	the	food	and	is	insulting	to	the	chef.		However,	in	China,	Japan,	and	Korea,	a	discreet	
post-meal	belch	is	considered	a	compliment.			

Japanese	culture	has	made	table	manners	an	art	form.		Consider	the	ceremony	followed	for	the	proper	
Japanese	method	to	remove	the	lid	from	a	bowl	of	rice:	You	lift	the	rice	bowl	lid	with	your	right	hand,	
place	it	in	your	left	hand,	then	set	it	down	on	the	left	side	of	your	tray	or	table.		This	process	is	repeated	
with	the	soup	bowl	lid	and	the	chopsticks	before	eating.		The	idea	is	to	center	attention	on	the	meal	to	
increase	the	pleasure	it	brings.			

It	is	not	surprising	then,	that	there	might	be	some	special	Japanese	guidelines	for	proper	dining.		For	
instance,	pouring	soy	sauce	onto	the	rice	bowl	is	very	offensive	as	it	despoils	the	symbolic	purity	of	the	
essential	white	rice.		One	should	never	eat	more	than	two	bites	from	a	dish	without	a	mouthful	of	rice	
to	clear	the	palate.		This	increases	the	ability	to	savor	the	flavors	in	the	meal.		A	serious	gaffe	is	to	pass	
food	from	one	pair	of	chopsticks	to	another.		The	food	should	be	placed	on	a	dish	and	the	dish	handed	
to	the	other	person.			

Now	you	should	be	prepared	to	dine	in	any	of	the	local	Asian	restaurants	with	confidence.		Have	fun,	
and	try	not	to	drop	anything	in	your	lap!		

PROPER	CHOPSTICKING.......	

Do	transfer	food	from	a	common	dish	to	your	plate	before	eating.			

Do	not	hover	over	the	dish	trying	to	decide	what	to	take	or	mine	through	the	bowl	for	the	choicest	
morsels.			

Do	not	lick	your	chopsticks.			
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Do	not	stab	your	food	with	one	chopstick.			

Do	not	use	a	chopstick	as	a	toothpick.			

Do	not	hold	your	chopsticks	in	your	teeth	while	using	your	hands	to	reach	for	something	else.			

Do	not	pass	food	from	one	pair	of	chopsticks	to	another,	put	it	on	the	other	person's	plate.		Do	bring	
your	own	chopsticks	with	you	to	the	restaurant	if	you	have	them.			
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TO	LEARN	OF	JAPAN'S	BUSINESS	WORLD,	STUDY	ITS	SCHOOLS	
American	executives	confused	and	intimidated	by	the	intricate	code	of	conduct	that	permeates	the	
Japanese	business	world,	take	heart.		There	is	a	key	to	unlock	the	secret	of	success	in	Japan,	and	
American	Bruce	Feiler	is	convinced	he	has	found	it.			

If	you	want	to	understand	Japan's	business	world,	Feiler	said,	you	must	understand	Japan's	schools.			

It	is	in	Japan's	schools,	with	their	prodigious	rituals	and	rules	governing	everything	from	bowing	to	
expressions	of	loyalty,	where	the	foundations	of	Japan's	corporate	world	are	formed.			

Feiler	speaks	from	experience.		He	was	one	of	the	first	Americans	invited	to	participate	in	the	Japanese	
Ministry	of	Education's	Japan	Exchange	and	Teaching	program,	an	experiment	begun	in	1987	to	improve	
Japan's	methods	of	teaching	English	by	importing	native	English	speakers	to	team	teach	with	Japanese	
instructors	in	classrooms	across	Japan.			

The	27-year-old	Yale	graduate	wound	up	in	Sano,	a	town	of	about	50,000	in	Toshige	Prefecture,	about	
50	miles	northwest	of	Tokyo.			

"The	first	day	I	arrived,	I	was	introduced	to	my	male	colleagues	at	an	ONSEN	(outdoor	spa),	and	the	first	
thing	we	did	was	strip	off	all	our	clothes,"	said	Feiler.		"We	stood	there	naked,	12	Japanese	men	and	me.		
I	bowed	and	they	bowed,	finally,	one	of	the	men	stepped	forward,	still	bowing,	and	suggested	that	we	
all	bathe	together."		

That	introduction	to	his	colleagues	speaks	volumes	about	Japan	and	the	complex	relationships	that	bind	
that	nation	together.			

The	Japanese	call	it	HARA	0	WATTE	HANASO,	which	translates	roughly	to	"Lets	bare	our	bellies	and	talk	
openly	without	hiding	any	of	our	thoughts	or	feelings	from	one	another."		

And	though	it	may	have	been	a	startling	way	for	Feiler	to	meet	his	co-workers	at	the	Sano	junior	high	
school,	he	quickly	grasped	the	significance	of	the	moment.			

"As	a	newcomer	in	Japan,	I	would	be	welcomed	into	my	office	as	I	was	welcomed	into	the	world:	with	a	
bare	body	and	a	fresh	bath,"	Feiler	writes	in	a	book	about	his	experiences.		Called	"Learning	to	Bow,"	the	
book	chronicles	his	yearlong	stay	in	Sano	as	he	taught	English	and	American	Culture	to	Japanese	junior	
high	school	students.			

"The	(Japan	Exchange	and	Teaching)	program	is	like	a	vaccine,	and	I	felt	like	I	was	being	injected	into	a	
part	of	Japan	that	had	very	little	experience	with	foreigners,"	said	Feiler,	who	addressed	the	Chicago	
Council	on	Foreign	Relations	recently.			

Feiler	was	correct.		Few	in	Sano	had	come	into	contact	with	foreigners,	and	Feiler	was	the	first	to	teach	
in	the	town's	school	system.			
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But	it	is	obvious	that	the	teacher	also	did	a	lot	of	learning.			

"A	lot	of	businessmen	in	America	are	convinced	that	there	is	something	mysterious	about	Japanese	
management	methods	.		.		.		that	Japan's	strong	work	ethic	is	somehow	passed	from	one	generation	to	
the	next	genetically,	through	the	blood,"	Feiler	said.		"Many	people	believe	that	corporate	success	is	a	
result	of	samurai	management	seminars	or	some	other	nonsense.”	

”The	fact	is,	almost	all	of	the	values	you	see	in	the	Japanese	corporation	were	learned	while	those	
workers	and	managers	were	schoolchildren,	the	importance	of	the	group,	commitment	to	work,	duty,	
obedience,	loyalty	-	even	how	to	bow.		All	of	these	are	systematically	taught	to	Japanese	children	in	
schools.		And	they	carry	them	into	the	corporate	world."		

From	almost	the	first	day	a	Japanese	child	enters	school,	the	concept	of	the	KUMI,	or	group,	is	driven	
home.		KUMI,	a	Japanese	word	derived	from	the	Chinese	character	for	thread,	becomes	the	unit	with	
which	a	student	identifies.		It	is	the	thread	that	binds	an	individual	to	a	school	or	company	and	that	
makes	Japanese	feel	secure	in	the	knowledge	that	they	can	rely	on	others	in	the	group,	a	vital	ingredient	
in	the	success	of	Japanese	corporations.			

To	illustrate	the	parallels	between	Japanese	schools	and	the	kind	of	fastidious	planning	for	which	
Japanese	corporations	are	famous,	Feiler	tells	the	story	of	a	seventh	grade	field	trip	to	Tokyo	Disneyland.		
Unlike	field	trips	taken	by	American	schoolchildren,	the	trip	was	planned	for	weeks	down	to	the	last	
detail.			

Students	were	organized	into	HAN,	or	groups	of	six.		One	student	in	each	Han	was	assigned	to	keep	a	
journal	of	the	trip;	another	was	assigned	to	manage	the	money	for	the	souvenir	purchases;	another	was	
assigned	to	be	official	photographer;	only	one	student	was	allowed	to	carry	a	watch,	thereby	ensuring	
that	students	returned	to	the	bus	by	the	3	p.m.		curfew.			

But	before	the	class	boarded	the	bus,	there	were	hours	of	preparation,	including	an	inspection	of	each	
student's	junior	high	school	uniform	(all	junior	high	school	students	wear	uniforms	in	Japan).			

Teachers	measured	every	student's	uniform	against	a	model	that	was	hung	in	the	gym.		The	width	of	the	
boys'	collars	and	cuffs	was	measured	(no	more	than	1	3/4	inches),	so	were	the	length	of	girl's	skirts.		
Hair	had	to	be	above	the	shoulder	and	worn	in	"a	girl-like	way."	Boys	had	to	have	crew	cuts	with	hair	no	
more	than	one	quarter	inch	from	the	scalp.		There	could	be	no	deviation.		When	there	was	a	question	
about	conformity,	students	had	to	strip	off	the	offending	garment	and	place	it	next	to	the	model	for	
comparison,		

Two	days	before	the	trip,	the	students	had	to	report	to	the	gym,	where	chairs	were	arranged	like	the	
seats	on	the	bus	we	would	be	taking.		Then	the	students	practiced	getting	on	and	off	the	'bus'	until	it	
could	be	accomplished	within	a	certain	time	limit.			
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Another	rehearsal	involved	class	photo	to	be	taken	in	front	of	Tokyo	Disneyland.		Students	practiced	
running	in	and	out	of	formation	at	the	sound	of	a	teacher's	whistle	until	they	could	form	within	seconds	
without	a	problem.			

Attention	to	such	details,	Feiler	learned,	is	one	of	the	keys	to	Japanese	success.			

The	management	of	this	trip	more	than	any	other	single	event	during	the	school	year,	demonstrated	the	
skill	with	which	Japanese	school	transfer	abstract	goals	into	concrete	educational	practices.		Here	you	
had	future	scientist	s,	CEOs,	doctors	and	politicians	learning	to	depend	on	one	another	as	a	group.		That	
is	the	very	foundation	of	the	Japanese	corporation.			

So,	of	course,	is	bowing.		And	learning	to	bow	properly	is	drilled	into	students	again	and	again	in	
Japanese	schools.		In	Japan,	bowing	is	not	something	one	learns	in	a	few	minutes,	a	few	hours	or	even	in	
a	few	months.			

It	is	a	learning	curve	that	begins	with	kindergarten,	when	children	spend	an	hour	or	more	each	day	
perfecting	their	greetings	to	teachers	and	classmates.		It	doesn't	end	until	graduation	from	high	school,	
and	even	then,	corporate	Japan	sometimes	considers	it	necessary	to	conduct	"bowing"	refresher	
courses	for	employees.			

There	are	even	computerized	"bowing	machines"	that	are	strapped	on	and	coax	the	wearer	to	achieve	
the	proper	angle	-	slight	bows	for	colleagues,	45	degrees	for	customers	and	some	superiors,	90	degrees	
for	VIPs.			

"One	of	the	most	incredible	sights	I	ever	saw	was	on	the	first	day	of	school,"	Feiler	said.		"There	were	
dozens	of	students	lined	up	along	the	road	outside	the	school	building.		They	were	bowing	to	passing	
cars.		This	was	how	they	practiced	making	their	bowing	bright	and	cheerful.		Learning	to	bow	is	
something	Japanese	do	every	day	the	first	18	years	of	their	lives."		

Japanese	Business	Courtesy		
Traditional	greeting	ceremonies,	called	aisatsu,	are	used	by	Japanese	business	people	when	greeting	or	
meeting	one	another.		Americans	doing	business	in	Japan	can	create	favorable	impressions	by	following	
Japanese	traditions.			

BOWING		

Bowing	angles	vary	by	status	and	circumstances.			

BOWING	INFLUENCES		

*AGE:	Younger	people	bow	first	and	bow	deeper.	

*GENDER:	Women	defer	to	men		

*CLIENTS:	Seller's	bow	is	lower	than	the	buyer’s		
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*OFFICIAL	STATUS:	Lower-ranking	people	defer	to	those	of	higher	rank		

	

SLIGHT	BOW:	Used	in	everyday	encounters		

MODERATE	BOW:	When	meeting	someone	for	the	first	time		

DEEP	BOW:	When	meeting	someone	of	greater	status		

	

Exchanging	Business	Cards		
*	ORDER:	The	person	of	lesser	status	(usually	the	seller)	presents	his	or	her	card	first	with	two	hands	
while	bowing.			

*	ACCEPTANCE:	Cards	should	be	accepted	with	both	hands	while	bowing.			

*	COURTESY:	Never	take	a	card	and	put	it	away	immediately.		Spending	a	few	moments	studying	i	t	is	a	
gesture	of	respect	and	courtesy.			

*	NEATNESS:	Always	be	sure	your	cards	are	clean	and	in	good	condition.			

*	LANGUAGE:	Americans	doing	business	in	Japan	should	have	the	reverse	of	their	business	cards	printed	
in	Japanese.		When	handing	a	card	to	a	Japanese	client,	be	sure	the	Japanese	side	is	not	upside	down.			

Gift	Giving	
	In	Japan,	where	gift	giving	is	an	institution	and	a	revered	custom,	the	act	of	gift	giving	can	be	a	true	art	
form.		Here	are	some	rules	of	the	thumb.			

Never	surprise	the	receiver	-	the	worst	offense	is	to	present	a	gift	to	one	individual	and	ignore	others	
who	may	be	present.		Wrap	the	gift	-	don't	use	white	paper	(which	is	associated	with	death)	or	brightly	
colored	papers	or	bows.			

Don't	insist	that	the	receiver	open	the	gift	then	and	there.		Give	and	receive	gifts	with	both	hands,	as	a	
gesture	of	respect	and	humility.			

Always	comment	on	the	modesty	and	insignificance	of	your	gift.			

Never	give	four	of	anything	-	the	word	for	the	number	four	in	Japanese	is	shi,	also	associated	with	the	
word	for	death.		Make	sure	the	value	of	your	gift	befits	the	status	of	the	recipient	-	never	give	the	same	
gift	to	two	or	more	Japanese	of	unequal	rank.		Exchange	your	gifts	at	the	end	of	a	visit	-	avoid	giving	
your	gift	early	in	the	relationship	or	at	any	conspicuous	moment.	
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JAPANESE	SCREENS	
Screening	devices	are	a	common	element	in	Japanese	interior	design	and	play	an	important	role	in	the	
usage	of	interior	space	in	a	traditional	Japanese	home	or	building.		Their	uses	range	from	visual	barriers,	
psychological	barriers,	and	security	to	simply	decorative	and	ornamental	items.		Many	of	these	screens	
have	made	their	way	into	the	vernacular	of	contemporary	architecture	as	well,	as	witnessed	by	the	use	
of	shoji	screens	in	many	modern	residences.		There	are	many	types	of	screens	which	we	will	explain	in	
detail	here,	but	they	all	have	two	common	elements	which	are	their	construction	of	wood	and	paper.		
As	with	many	"things	Japanese"	these	two	elements	have	a	very	great	significance,	based	upon	their	
stature	within	the	Shinto	religion.		Besides	being	a	representation	of	nature	and	carrying	through	the	
theme	of	"wabi"	or	elegance	in	simplicity,	they	are	a	very	common	resource	in	Japan.			

Shoji	screens	were	introduced	to	Japan	from	China	in	their	first	contacts	and	became	the	standard	in	
Japanese	architecture	very	quickly.		In	its	use	in	China	the	pre-shoji	screen	was	used	merely	as	a	sliding	
doorway	but	in	Japan	it	came	to	be	used	as	a	whole	wall	very	quickly.		This	was	allowed	by	the	Japanese	
building	system	of	post	and	beam	which	permitted	wide	unsupported	spans.		In	traditional	Japanese	
residences,	there	was	often	a	veranda	running	around	the	inside	of	a	home	that	bordered	a	courtyard	
garden.		This	veranda	or	"engawa"	was	used	quite	often	as	a	hallway,	connecting	the	different	rooms,	
and	yet	still	having	the	magnificent	soft	light	of	the	paper-filtered	daylight	filling	the	room.		To	open	the	
room	up	to	the	garden	view,	the	shoji	would	simply	be	slid	back	out	of	the	way	or	even	occasionally	
removed	as	they	are	so	light	in	weight.		With	the	advent	of	glass,	a	version	of	shoji	screen	was	
developed	known	as	"yukimi	shoji".		The	translation	of	this	means	snow	viewing	shoji	and	allows	the	
person	in	the	house	to	view	the	garden	through	a	piece	of	glass	set	from	about	a	foot	off	the	floor	to	2	
1/2	feet	off	the	floor(remember	the	Japanese	sit	on	the	floor)	without	opening	the	screen	to	the	cold	
weather	outside.		This	is	often	used	in	contemporary	architecture	to	give	a	captured	view	of	a	pocket	
garden	and	still	block	out	any	unpleasant	scenery,	while	still	retaining	the	whole	window	as	a	light	
source.		Shoji	screens	are	typically	built	of	a	wooden	gridwork	(cedar	or	cypress)	with	a	covering	of	
paper	on	one	side.		The	shape	of	the	gridwork	is	very	important	in	creating	a	horizontal	or	vertical	
theme	by	the	size,	and	orientation	of,	the	rectangle.		Anything	goes	with	shoji	however,	they	can	be	
squares	from	1"	by	I"	to	16"	by	16",	they	can	be	all	slanted	in	one	direction	or	look	like	a	jumble	of	pick-
up-sticks,	or	there	can	be	beautiful	patterns	woven	throughout	the	fretwork.		This	framework	is	then	
covered	with	mulberry	paper,	usually	on	the	outside	face	of	the	shoji	screen.		It	is	this	fibrous	paper	that	
makes	the	light	that	passes	through	it	have	a	wonderful	filtered	glow.		In	some	cases,	a	two	sided	screen	
is	desired	and	just	means	making	a	two	part	grid	work.		Modern	advances	now	make	available	a	plastic	
with	this	mulberry	paper	bonded	to	it	which	has	all	the	same	appearance	as	the	traditional	paper,	but	
will	not	let	fingers	poke	through	it.		From	the	standpoint	of	having	to	re-paper	your	shoji	every	year,	this	
is	a	really	good	thing!	Since	shoji	screens	were	but	wood	and	paper,	another	set	of	solid	wooden	
shutters	were	often	fitted	outside	the	shoji	and	were	closed	at	night	and	during	storms.		Shoji	are	
usually	set	into	wooden	tracks	on	the	floor	and	cross	beams.		These	cross	beams	were	often	set	about	6	
feet	off	the	floor	with	the	ceilings	being	about	8	feet.		This	space	between	the	cross	beam	and	the	
ceiling	was	often	filled	with	a	type	of	screen	called	a	RANMA.			
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Ranma	were	a	type	of	transom	screen	that	were	either	a	gridwork	or	sometimes	a	beautiful	carving	of	a	
famous	scenery,	cherry	blossoms,	or	depictions	of	legends.		When	you	travel	in	Japan	be	sure	to	pay	
close	attention	to	these	ranma	because	they	often	represent	the	best	work	of	the	shoji-ya	san	or	shoji	
maker.		They	were	typically	left	un-papered	so	that	air	could	circulate	from	room	to	room	or	engawa	to	
room.		In	winter	another	papered	screen	would	be	fitted	to	conserve	heat.		These	ranma	were	fitted	not	
only	to	the	transom	space	of	the	shoji	but	also	to	the	interior	sliding	doors	known	as	FUSUMA.			

Because	of	the	open	space	plan	of	the	traditional	Japanese	house,	it	was	often	necessary	to	have	rooms	
fulfill	multiple	functions.		During	the	day,	when	the	extended	family	would	take	meals	together,	you	
would	want	to	have	one	large	open	space	to	set	up	the	dining	table.		At	night	however,	the	family	might	
turn	that	same	space	into	3	separate	rooms	by	means	of	the	fusuma	doors.		The	dining	table	would	be	
folded	up	and	the	futons	would	be	brought	out	from	a	closet	behind	another	pair	of	fusuma	and,	instant	
bedroom!	Like	the	shoji	screens	these	doors	were	a	gridwork	of	wood,	but	they	had	paper	applied	to	
both	sides.		Most	often	this	paper	was	a	very	fine	quality	or	decorated	or	colored,	and	sometimes	they	
were	even	hand	painted	or	brushed	with	a	Buddhist	chant.		Being	very	light	weight,	they	could	be	slid	
back	or	removed	with	no	effort	and	afforded	constant	privacy.		I	must	state	here	that	privacy	is	a	very	
subjective	term,	in	the	Western	lexicon	it	means	thick	walls	so	no	sounds	may	enter,	however	to	the	
Japanese	it	is	purely	a	state	of	mind.		The	fusuma	doors	being	closed	symbolize	privacy	and	therefore	
the	occupant	of	the	room	"tunes	out"	everything	else.			

Another	type	of	screen	is	the	BYOBU	or	folding	screen.		These	are,	now,	often	known	as	mostly	
collectable	works	of	art,	but	were	originally	designed	as	portable	privacy	screens.		Many	of	the	best	
sumie	painters	of	the	time	were	commissioned	to	create	these	magnificent	works	of	art	and	because	of	
the	Japanese	respect	for	these	delicate	works,	most	survive	to	this	day.		Byobu	were	constructed	like	the	
fusuma	but	were	tied	together	with	a	continuous	paper	hinge.		Typically	consisting	of	an	odd	numbered	
series	of	panels	3,	5,	or	7,	per	screen,	they	were	most	often	painted	in	pairs.		A	gold	or	silver	leafed	
panel	is	still	the	most	favored	backdrop	for	ceremonious	occasions.			

TSUITATE	are	the	freestanding	screens	that	were	developed	to	screen	the	view	of	a	visitor	who	is	
standing	in	the	"genkan"	or	foyer.		These	can	be	made	of	an	intricate	gridwork	like	the	shoji,	a	beautiful	
burl	of	wood,	painted	paper	like	the	fusuma,	or	woven	reeds	in	a	wooden	framework.		They	serve	not	
only	as	a	restriction	of	view	but	to	symbolize	the	delineation	between	the	chaos	of	the	outside	and	the	
order	and	harmony	of	the	interior.		One's	state	of	being	changes	after	removing	your	shoes	and	stepping	
up	into	the	house	and	past	the	tsuitate.			

Although	there	are	many	types	of	curtains,	bamboo,	split	reed,	woven	strips	of	wood,	etc.,	the	most	
notable	must	be	the	NOREN.		These	are	simple	fabric	curtains	to	hang	over	a	doorway,	usually	split	into	
3	panels	and	hanging	down	to	various	lengths.		They	are	used	mostly	in	shops	in	Japan	and	serve	as	a	bit	
of	privacy	and	symbolize	that	a	shop	is	open	for	business.		When	used	in	food	shops	they	are	often	fairly	
long,	about	to	your	waist	and	will	move	in	the	breeze	ostensibly	to	scare	off	flies.		1	can	attest	that	the	
Japanese	flies	have	gotten	hip	to	that	over	the	last	few	centuries.		Noren	are	often	made	of	the	coarse	
hand-woven	cotton	and	dyed	in	that	wonderful	indigo	so	typical	of	common	clothing,	and	sometimes	
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embellished	with	a	crest,	a	slogan	or	a	picture	of	the	wares	of	the	shop.		Many	fabric	artists	use	the	
noren	to	display	their	adeptness	at	wax	resist,	embroidery,	and	ikat	designs.			
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KOI	-	LIVING	WORKS	OF	ART		
by	B.		K.		Davis		

Imagine	you	are	sitting	on	a	low	stone	bench,	in	a	peaceful	Oriental	garden,	next	to	a	pond.		You	look	
down	and	see	flashes	of	bright	red,	silver,	black,	creamy	white,	and	golden	yellow	gliding	under	the	
water.		A	school	of	koi	inhabits	the	pond.			

Known	as	"living	jewels,"	koi	have	been	adorning	garden	ponds	for	over	two	thousand	years.		Also	
known	as	brocaded	carp	or	Nishikigoi,	they	have	been	bred	for	beautiful	colors	that	are	appreciated	
from	above	(as	in	a	pond	setting)	and	for	their	personalities.		They	can	be	trained	to	feed	from	the	hand	
and	to	do	tricks.		They	are	family	pets	that	have	been	known	to	live	in	some	Japanese	ancestral	ponds	
for	generations.			

Koi	are	not	goldfish.		Actually	they	are	a	variety	of	carp,	selectively	bred	to	enhance	a	color	mutation	
that	developed	several	hundred	years	ago	from	a	standard	black	or	gray	fish.		They	are	a	symbol	of	
strength	and	masculinity	in	China	and	Japan.			

Their	breeding	goes	back	over	400	years.		Initially,	carp	were	found	in	the	seas	of	the	Middle	East	and	
were	merely	a	food	source.		In	fact	a	carp	dinner	for	Christmas	is	traditional	in	southern	parts	of	Europe.		
Genghis	Kahn	i	s	credited	with	spreading	carp	across	Asia.		He	seeded	them	in	lakes	along	his	travel	
routes	to	supply	provisions	for	his	troops.		Japanese	koi	were	bred	from	stock	that	carne	from	China	and	
Germany.		Farmers	in	Niigata	Prefecture	kept	carp	in	irrigation	canals	around	their	fields	to	be	used	as	a	
protein	source	during	harsh	winters.		It	wasn't	until	1502	that	carp	were	first	sold	for	ornamentation	in	
garden	ponds.		Wealthy	families	began	breeding	koi	for	their	spectacular	reddish-orange	color	as	a	
luxury	pastime.		Carp	breeding	first	came	to	America	in	1831	and	to	California	in	1872.		During	World	
War	II,	Japanese	breeders	kept	their	koi	stock	in	mountain	caves	for	safety.		Since	the	early	1900s	many	
new	types	of	koi	have	been	developed	by	deliberate	crossbreeding	for	color	variations.		Before	the	
invention	of	plastics	in	the	1950s,	koi	were	transported	in	buckets	that	were	hand	aerated	to	provide	
oxygen	for	the	fish.		Now	they	are	transported	in	plastic	bags	partly	filled	with	water	and	inflated	with	
oxygen.		Easier	transportation	made	koi	accessible	to	more	markets	and	helped	to	increase	their	
popularity	around	the	world.			

The	most	common	color	combinations	for	koi	are	white/	red,	white/	red/black,	white/black,	
white/yellow,	or	white/black/silvery-blue.		They	can	have	either	scales	or	a	skin-like	texture	common	to	
German	carp.		Male	fish	are	slimmer	and	have	slightly	brighter	color	than	females.		To	enhance	the	
brilliant	red-orange	color,	koi	are	fed	spirulina	algae.		This	algae	once	was	grown	only	in	Mexico	and	
Africa	but	is	now	farmed	in	California's	Imperial	Valley	and	is	commercially	available	as	a	variety	of	"koi	
chow".			

Koi	are	about	an	eighth	of	an	inch	long	when	they	hatch	and	grow	to	an	average	size	of	24	to	36	inches.		
The	largest	known	koi,	however,	is	just	under	five	feet	in	length!		Full	size	is	determined	both	by	
heredity	and	environment.		Koi	will	not	grow	bigger	than	the	pond	can	support.		They	can	breed	when	
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they	are	three	to	four	years	old.		It	is	an	accepted	fact	that	koi	live	a	long	time.		There	are	legends	in	
Japan	about	century-old	carp	in	ancient	temple	ponds.		To	conclusively	determine	their	age,	the	rings	of	
koi	scales	can	be	counted	like	tree	rings.		A	study	done	in	1965	reported	that	one	carp	had	been	in	a	
family	for	generations.		It	was	from	a	pond	of	an	ancestral	home	in	Gifu	Prefecture,	Japan.		When	this	
koi,	named	Hanako	or	Flower	Maid,	died	in	1977,	she	was	226	years	old	and	weighed	about	fifteen	
pounds.		Usually	though,	koi	live	about	fifteen	to	thirty	years.			

Koi	respond	to	low	frequency	vibrations	in	the	water.		They	are	reported	to	like	classical	music	and	will	
swim	differently	when	it	is	played.		Koi	can	be	trained	to	come	for	feeding	when	you	stamp	your	feet	
next	to	the	pond.		Since	koi	are	foragers,	they	nibble	constantly	(even	though	they	should	be	fed	just	
once	a	day)	and	they	can	be	trained	to	perform	tricks	for	food.		Food	treats	can	be	rice,	pasta,	fresh	
fruits,	or	vegetables.		Some	have	been	trained	to	puff	cigars	or	jump	through	hoops.		Since	koi	swim	in	
schools,	they	are	happiest	when	there	are	several	fish	in	a	pond.		California	Koi	Farms,	the	largest	
breeding	farm	in	the	United	States,	is	located	on	10	acres	of	land	in	Fallbrook.		It	has	over	one-half	
million	koi	on	the	premises	in	27	ponds.		Surrounded	by	trees,	the	ponds	sparkle	from	sunlight,	both	on	
the	water	and	reflecting	off	thousands	of	tiny,	silvery,	Mylar	strips	strung	above.		Birds	are	the	chief	
predator	of	koi	and	the	shiny	little	flags	are	used	to	scare	them	away.		The	koi	are	segregated	into	
different	ponds	by	size,	with	the	smallest	ones	in	cement	ponds.		The	koi	are	also	segregated	by	sex	
when	they	mature,	until	time	for	breeding.		The	owner,	Takemi	Adachi,	started	the	farm	20	years	ago	
when	he	carne	from	Japan	as	a	student.		His	family	has	been	raising	koi	for	three	generations.		According	
to	Adachi,	the	peak	season	for	koi	breeding	is	from	March	to	September,	as	the	koi's	metabolism	slows	
down	significantly	during	the	colder	months.			

The	value	of	a	koi	is	determined	by	size,	quality,	and	popularity	of	type.		The	smallest	koi	(five	to	six	
inches	long)	can	cost	around	six	dollars,	while	some	prize	winning	koi	have	been	sold	for	over	a	hundred	
thousand	dollars.		The	average	show	quality	fish	is	worth	two	to	three	hundred	dollars.		A	koi	of	good	
pond	quality	can	be	valued	from	$20	to	$100.		Koi	are	marketed	through	a	small,	tightly-knit	farming	and	
competition	community	across	the	country.			

Within	the	koi	farming	community,	according	to	Adachi,	the	goal	is	to	breed	champion	koi	for	
competitions.		Sought	after	qualities	include:	good	shape	(straight	spine,	balanced	body,	no	missing	
scales),	and	bright	attractively	patterned	colors	and	clarity	of	markings.		Until	a	koi	has	reached	maturity,	
it	is	unknown	whether	or	not	it	will	be	of	competition	quality.		Koi	shows	are	held	in	winter,	after	the	
breeding	season	is	over.		Usually	competition	koi	are	eight	to	ten	years	old	before	being	judged.		
Classifications	are	by	size	(ranging	from	six	to	twenty-one	inches)	within	16	different	categories.		Koi	
competitions	serve	as	a	meeting	ground	for	hobbyists	and	breeders,	provide	education	for	owners	
about	high	quality	koi,	attract	new	hobbyists,	and	reward	those	koi	that	exemplify	the	best	qualities	of	
the	breed.			

San	Diego's	annual	koi	competition	will	be	held	in	February	1994.		The	public	is	welcome	and	admission	
is	free.		This	is	a	great	way	to	see	koi	up	close	and	learn	more	about	them.		Of	course,	the	way	to	truly	
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appreciate	koi	is	when	they	are	in	an	attractive	garden	pond.		Most	koi	ponds	are	located	in	private	
homes.			

If	you	would	like	more	information	about	koi	you	can	contact:		

KOI	CLUB	OF	SAN	DIEGO	Tom	Graham,	(619)	673-9651		

Club	meetings	are	held	the	second	Sunday	of	every	month	at	members'	homes	and	are	free	and	open	to	
the	public.		There	are	30¬40	people	attending	any	given	meeting	and	there	are	over	100	member	
families	in	the	club.		Memberships	(individual	or	family)	are	$20/	year.		Contact	Mr.		Graham	for	details.			

KOI	USA		

Magazine	for	Koi	Hobbyists	published	six	times	a	year.		Contact	Tom	Graham,	production	manager,	(619)	
673-9651,	for	subscription	information	or	a	free	sample	issue.			

CALIFORNIA	KOI	FARMS,	INC.,	FALLBROOK,	CALIF.		Takemi	Adachi,	(619)	728-1483		

This	is	the	largest	koi	farm	in	the	United	States.		They	raise	koi	bred	from	champion	stock,	for	wholesale	
or	retail	sale.			

7th	ANNUAL	KOI	SHOW,	FEBRUARY	1994	Tom	Graham,	(619)	673-9651		

The	annual	koi	show	is	scheduled	for	February	1994	at	the	Del	Mar	Fairgrounds	.		It	is	Free	and	open	to	
the	public.		Contact	Mr.		Graham	for	dates	and	times.			

SEE	KOI	FIRST-HAND	AT	PUBLIC	PONDS:		

The	beauty	of	koi	is	best	appreciated	when	seen	in	person.		The	finest	public	koi	pond	in	San	Diego	is	
located	behind	MEGATEK	(9645	Scranton	Road)	in	the	Sorrento	Valley	area.			

Other	local	public	ponds	can	be	enjoyed	at	the	following	hotels:	

	 EMBASSY	SUITES	HOTEL	

	 KONA	KAI	CLUB	

	 MISSION	BAY	HILTON	

	 HYATT	ISLANDIA	

	 MARRIOTT,	CONVENTION	CENTER	

	 	 	 	 	 	 From:		 JADE	DRAGON	

	 	 	 	 	 	 	 Vol	2	Issue	5	

	 	 	 	 	 	 	 Oct/Nov	1993	
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KOI	POND	-	The	World	in	Your	Backyard	
Every	day	we	react	to	stress	in	our	jobs	and	on	the	highways.		We	read,	and	see	on	television,	the	
ravages	of	the	world's	diminishing	natural	resources.		We	are	constantly	touched	by	crime	and	urban	
decay.		In	the	face	of	this	onslaught,	we	are	finally	realizing	the	necessity	of	a	refuge	from	modern	life.		
We	need	our	homes	to	be	an	oasis,	a	garden	where	we	can	go	to	heal	and	to	make	contact	with	the	
nature	within	us.		One	such	sanctuary	is	a	backyard	koi	pond.		A	place	where	we	can	sit	quietly	in	beauty,	
listen	to	the	trickling	water,	watch	the	gleaming	koi	slide	gracefully	past	and	let	the	pressures	of	the	
world	outside	slip	away	.			

If	you	are	looking	for	a	respite	from	the	outside	world,	you	may	consider	installing	a	large	koi	pond	in	
your	home.		Building	a	koi	pond	in	your	backyard	adds	substantially	to	the	value	of	your	property.		It	
would	be	a	project	similar	in	complexity	to	installing	a	large	fish	tank	and	a	spa.		A	pond	can	become	a	
large	scale	landscaping	project	or	can	be	tucked	into	an	existing	patio	area.		You	can	do-it-yourself,	hire	
a	contractor	or	find	a	mixture	that	works	for	you.			

One	of	the	most	rewarding	and	challenging	aspects	of	building	a	koi	pond	comes	from	the	responsibility	
it	creates:	you	are	installing	an	ecosystem.		An	effective	pond	should	strike	a	balance	that	encompasses	
aesthetics,	efficiency	of	maintenance,	and	a	healthy	environment	for	the	koi	and	the	other	organisms	
that	live	there.		The	very	act	of	developing	and	maintaining	that	balance	can	create	an	internal	
awareness	of	our	place	in	the	balance	of	nature.			

You	will	be	creating	a	miniature	world	of	water,	plants	and	animals.		Therefore,	the	location	of	the	pond	
is	crucial.		It	should	be	in	harmony	with	the	surroundings,	visible	from	inside	the	house,	have	subtle	
lighting	for	24	hour	appreciation,	and	include	a	pleasant	place	to	sit	nearby.		After	those	criteria	are	met,	
the	details	of	size	and	design	are	nearly	infinite.			

A	koi	pond	is	more	than	a	hole	in	the	ground	with	a	plastic	liner.		In	order	to	have	a	healthy,	dynamic	
pond	environment	you	also	need	a	biological	filter,	a	source	of	aeration,	a	circulation	pump	and	
adequate	space.			

The	filtration	system	purifies	the	water	of	wastes,	bacteria	and	other	toxins.		An	aerator,	such	as	a	
waterfall,	pushes	air	into	the	water	so	the	fish	will	have	oxygen	and	the	water	does	not	stagnate.		The	
pump	moves	the	water	through	the	filter	and	aerator.		This	cycle	is	the	lifeblood	of	a	pond,	and	the	
ongoing	expenses	in	electricity	and	filter	materials	should	be	calculated	into	your	maintenance	schedule.		
I	would	definitely	recommend	consulting	an	expert	regarding	this	part	of	your	pond	design	so	that	you	
install	the	most	efficient	and	easily	maintained	system	possible.			

There	are	some	limitations	on	minimum	size	in	creating	a	healthy	living	space	for	the	koi.		A	depth	of	at	
least	three	feet	and	50	to	60	gallons	of	water	(or	a	square	yard	of	surface	area)	is	recommended	for	
each	eight	to	ten	inch	koi.		It	is	best	to	have	at	least	three	koi	since	they	are	communal	fish.		Your	koi	will	
not	grow	to	be	larger	than	the	pond	can	support	so	you	should	calculate	what	size	you	want	them	to	
attain	when	planning	the	size	of	the	pond	and	number	of	koi.		(Koi	are	an	eighth	of	an	inch	long	when	
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they	hatch	and	have	been	known	to	grow	up	to	five	feet	in	length.)	In	general,	if	you	plan	a	pond	that	is	
bigger	than	you	think	you	want,	it	will	turn	out	the	right	size.			

Choosing	plants	for	the	area	in	and	around	your	pond	is	another	important	concern.		Aquatic	plants	
should	be	surrounded	with	a	protective	barrier	because	the	koi	will	nibble	at	them.		Ground	plants	can	
be	used	to	camouflage	the	pump	and	filter.			

Once	complete,	you	can	then	choose	the	variety	and	color	of	koi	that	will	most	enhance	your	pond.		
Include	compatible	bottom	feeding	fish	or	snails	into	your	ecosystem	to	keep	the	pond	vital	and	
minimize	algae.		Koi	should	be	fed	as	much	as	they	can	eat	in	a	five	minute	span	twice	a	day.		Their	
appetite	will	vary	seasonally,	decreasing	with	colder	weather	and	increasing	when	the	weather	warms.		
Commercial	koi	food	and	spirulina	(an	algae	that	enhances	the	red	color	in	the	fish)	are	widely	available	
at	aquatic	pet	stores		

Like	a	fish	tank,	a	koi	pond	will	require	regular	cleaning	and	maintenance.		Uneaten	food	collects	at	the	
bottom	of	the	pond	and,	as	it	decays,	produces	chemicals	that	are	toxic	to	the	koi.		Skimming	uneaten	
food	off	the	surface	after	five	minutes	or	so	is	one	way	to	minimize	this	waste.		Draining	about	ten	
percent	of	the	water	from	the	pond	and	replacing	it	regularly	can	also	minimize	this.		The	water	you	
drain	from	the	pond	is	rich	in	fertilizer	for	your	house	and	garden	plants.			

Cats,	raccoons,	ducks	and	turtles	are	predators	of	your	koi.		Incorporate	hiding	places	for	the	koi	into	
your	pond.		Resist	the	urge	to	toss	pennies	or	coins	into	the	pond	as	if	it	were	a	wishing	well.		The	coins	
are	toxic	to	the	fish.		Chlorinated	water	is	also	very	hazardous	and	must	be	neutralized	before	being	
added	to	your	pond.		Koi	are	very	hardy,	provided	the	pond	environment	is	stable	and	healthy.		Illnesses	
are	rare	and	can	be	treated	easily.		If	a	koi	does	appear	ill,	(sluggish,	swimming	alone,	hugging	the	
bottom	of	the	pond),	place	it	in	a	separate	tank	until	treated.		Medications	for	common	fish	diseases	are	
available	at	aquatic	pet	stores.			

In	the	spring,	when	the	water	reaches	temperatures	of	sixty	degrees	or	more,	mature	koi	will	spawn.		
They	attach	the	eggs	to	plant	matter.		You	can	place	a	new	rag	mop	head	in	the	water	for	this	purpose.		
The	eggs	should	be	separated	from	the	pond	for	hatching	because	both	eggs	and	hatchlings	will	be	in	
jeopardy	of	becoming	a	snack	for	the	established	fish.		To	maximize	your	chances	of	creating	a	
successful	koi	pond,	join	a	koi	club	and	benefit	from	the	experiences	of	others	in	setting	up	an	
ecologically	sound	pond.		Once	your	pond	is	completed,	you	will	discover	the	pleasures	of	the	peaceful	
green	setting,	the	music	of	the	waterfall	and	the	beauty	of	the	koi.		Koi	will	respond	to	the	vibrations	of	
tapping	the	pond's	edge	or	walking	around	the	pond.		Often	they	will	follow	people	strolling	past.		And	
since	koi	live	for	a	long	time,	you	will	enjoy	their	company	for	years	to	come.	
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Koi	Pond	Planning	Resources:	

	

California	Koi	Farms	Inc.	

3360	Girard	Road,	Fallbrook,	CA	

619-728-1483	

	

Del	Mar	Pond	&	Water	Garden		

1101	–	B	Camino	Del	Mar,	Del	Mar,	CA	

619-259-0780		

	

Koi-Koi	Living	Jewels	

1480	Jamacha	Road,	El	Cajon,	CA	

619-441-9275	

	

Koi	Club	of	San	Diego	

Tom	Graham	

619-673-9651	
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BONSAI	
SAN	DIEGO	BONSAI	SOCIETY	

What	is	Bonsai?	(Pronounced	bone-sigh)	Bonsai	is	a	living	art	of	plant	in	its	natural	form	cultivated	and	
captured	in	a	small	vessel.		Bonsai	is	not	just	a	potted	tree.		When	we	speak	of	Bonsai,	we	are	referring	
to	the	miniature	trees.		Yet,	even	this	terminology	is	misleading	because	in	order	to	qualify	as	a	Bonsai,	
it	does	not	necessarily	have	to	belong	to	that	group	of	plants	botanically	known	as	trees.		Most	Bonsai	
that	are	created	belong	to	this	group	but	other	plants	like	shrubs,	junipers,	cotoneasters	and	azaleas,	to	
name	a	few,	are	used		

Basic	rules	in	nature	of	sun,	wind,	and	shade	are	kept	in	mind	when	training	trunk,	branches,	leaves,	and	
general	arrangement	in	group	planting.		Some	of	the	methods	of	training	are	wiring,	cutting,	bracing,	
nipping,	etc.			

One	of	the	most	common	errors	a	person	makes	when	he	buys	a	Bonsai	is	that	he	will	keep	it	indoors	
thinking	it	is	an	indoor	plant.		Bonsai	is	not	an	indoor	plant	and	must	be	kept	outdoors	except	for	short	
periods	of	time	for	display.			

Bonsai	is	a	very	interesting	hobby	in	understanding	nature	and	its	beauty.		If	you	are	interested	in	this	
wonderful	hobby	and	would	like	to	learn	how	to	make	Bonsai,	please	feel	free	to	join	us.			

The	San	Diego	Bonsai	Society	is	devoted	in	teaching	the	techniques	and	principle	knowledge	of	growing,	
designing,	potting	and	general	care	of	Bonsai.			

You	Be	the	Judge	
Any	Bonsai	viewer	evaluates	what	he	sees,	whether	he	realizes	it	or	not.		Often	the	viewer	does	not	
know	why	he	likes	or	dislikes	a	Bonsai.		It	is	more	of	an	impression,	or	an	intuitive	feeling,	that	is	hard	to	
explain.			

Bonsai	fall	into	several	basic	forms;	for	instance,	the	natural	shapes,	shapes	most	often	found	in	nature	
such	as	straight	trunk	pine	tree,	soft	irregular	elm,	maple	and	oak	shapes,	plus	Bonsai	representing	trees	
shaped	by	the	elements,	and	the	artist's	own	original	creations	which	might	represent	abstract	
impressions	or	interpretations	of	nature.		There	are	also	trees	that	flower	or	fruit,	the	fruit	or	flower	
being	as	important	or	more	important	than	the	configuration	of	the	Bonsai	itself.		This	is	not	to	say	the	
tree	should	not	have	shape	and	grace.		It	is	just	that	these	are	often	secondary	to	the	overall	effect.			

To	clarify	some	of	the	finer	points	in	judging	Bonsai,	one	must	be	aware	of	some	of	the	physical	aspects	
of	the	material	such	as	the	trunk,	root	s,	and	branches.			
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The	Trunk	
Actual	age	is	not	necessarily	the	all-important	feature	of	a	Bonsai,	but	the	impression	of	maturity	and	
age	are	important.		Therefore,	one	should	choose	material	that	will	give	the	appearance	of	a	tree	many	
years	old	at	an	early	age.			

One	of	the	features	that	contribute	to	an	aged	effect	is	a	strong	trunk	with	a	good	taper	from	base	to	tip.		
Another	is	the	use	of	materials	which	produce	a	crusty	bark	or	show	the	coloring	of	mature	bark	at	an	
early	age.			

How	the	trunk	enters	the	ground	is	also	important.		It	should	fatten	and	spread	showing	a	smooth	
transition	from	trunk	to	rootage.		It	should	not	be	narrower	at	the	ground	than	it	is	higher	up.		The	trunk	
should	not	plunge	into	the	ground	like	a	post,	giving	one	the	impression	that	it	is	going	straight	through	
the	pot.			

We	list	the	trunk	first	because	it	is	probably	the	one	feature	of	the	tree	that	is	hardest	to	correct;	
therefore,	one	should	select	raw	stock	with	the	least	number	of	trunk	defects.		The	judges	are	aware	of	
the	difficulty	in	acquiring	stock	with	potentially	good	trunks	and	will	look	with	favor	on	Bonsai	with	the	
fewest	trunk	problems.			

The	Rootage		
The	rootage	of	most	Bonsai	may	be	considered	almost	as	important	as	the	trunk.		It	too,	is	difficult	to	
correct	if	there	are	problems.			

Some	flaws	to	look	for	might	be	listed	as	follows:	No	apparent	surface	roots.		Roots	wound	around	and	
around,	indicating	the	tree	had	been	left	in	the	nursery	container	too	long.		Roots	that	grow	to	an	
imaginary	line	and	then	abruptly	plunge	into	the	ground	also	indicate	the	tree	was	left	in	the	original	
container	too	long	and	one	can	see	the	old	outline	of	it.		Roots	tangled	and	looping	up	out	of	the	soil	are	
sometimes	seen	also.			

A	good	root	system,	from	an	aesthetic	point	of	view,	is	one	where	the	roots	radiate	in	all	directions,	vary	
in	thickness	and	length,	and	flow	upward	into	the	base	of	the	trunk	in	a	natural	manner.			

Material	with	these	root	characteristics	is	hard	to	find	and	should	be	appreciated	when	the	Bonsai	is	
blessed	with	them.			

Branches		
Good	branching	can	be	cultivated	and	trained,	and	so	are	not	considered	as	important	as	the	trunk	and	
rootage	when	selecting	material.		But,	when	the	Bonsai	is	exhibited	for	viewing,	the	branches	are	
particularly	important	as	they	give	the	tree	its	final	shape	and	beauty.			

Branches	of	deciduous	trees	are	particularly	susceptible	to	criticism.		They	are	more	visible	than	many	
evergreen	trees	which	depend	a	great	deal	on	foliage	to	define	the	total	shape.			
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Deciduous	trees	should	have	a	good	network	of	heavy	limbs,	branches,	and	twigs.		Stumps	of	limbs	
should	be	minimized	or	skillfully	camouflaged	so	that	they	are	not	too	noticeable.		Of	course,	the	tree	
without	stumpy	branches	is	looked	on	with	favor.			

Evergreen	trees,	as	stated	above,	may	get	by	with	less	branch	structure	because	the	shape	or	style	can	
more	easily	utilize	foliage	to	emphasize	mass	and	outline.		If	the	tree	has	good	branch	structure,	
however,	it	will	usually	be	a	finer	specimen.			

Flowering	material,	unless	placed	in	a	separate	division,	such	as	a	section	for	azaleas,	is	difficult	to	judge	
along	with	other	non-flowering	materials	except,	of	course,	when	the	tree	is	competing	out	of	season	
and	is	entered	strictly	against	other	Bonsai	in	the	same	style	classification.			

All	trees	on	exhibit	should	look	their	very	best.		Grooming	a	Bonsai	means	there	is	proper	pruning,	
removing	dead	or	damaged	foliage,	and	removing	debris	from	the	surface	of	the	soil.			

There	are	usually	some	wires	on	Bonsai,	but	trees	on	exhibit	should	not	be	weighed	down	with	a	lot	of	
training	wire.		All	wire	should	be	unobtrusive	and	of	a	color	that	is	not	offensive	to	the	eye.			

Statues,	pagodas,	and	colorful	rocks	with	no	practical	purpose	should	be	removed	before	displaying.			

Consideration	is	given	to	how	difficult	the	material	is	to	develop.		For	instance,	a	black	pine	formal	
upright	is	much	harder	to	develop	than	some	of	the	junipers	used	most	often	for	this	style.		Styling	and	
form,	rare,	hard	to	find	material	should	not	impress	the	judging	unless	the	shape,	health	and	other	
factors	mentioned	are	present.			

Sick	or	diseased	trees	should	not	be	displayed.			

The	Pot		
First	of	all,	the	pot	should	be	complementary	to	the	tree,	both	in	color	and	shape.			

In	judging,	take	into	consideration	color	harmony	between	the	foliage	and	pot,	flower	and	pot	,	fall	color	
and	pot.		We	may	also	find	container	color	complementing	Bonsai	that	have	unusual	or	rugged	bark	of	
an	unusual	shade.			

The	shape	of	the	pot	most	often	will	depend	on	the	style	of	the	tree,	how	old	the	tree	is,	and	how	strong	
or	mature	it	is.		Containers	should	be	clean	and	free	of	mineral	scale.		Only	in	exceptional	cases	will	
repaired	or	chipped	pots	be	excused	by	the	judge.			

Tree	Placement		
As	a	viewer	taking	into	consideration	the	above,	you	will	almost	unconsciously	notice	how	the	tree	is	
planted	in	its	container;	is	the	tree	falling	backward?	Is	the	front	of	the	tree	facing	the	viewer?		

These	are	just	a	few	of	the	considerations	a	viewer	must	take	into	account	when	the	Bonsai	alone	is	
examined.			
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What	of	the	display	itself?	A	Bonsai	without	a	display	mat	or	table,	in	competition	with	trees	of	the	same	
caliber	which	are	displayed	properly,	will	not	be	likely	to	place	high.			

The	overall	effect	of	the	tree,	pot,	and	table	or	mat	should	be	as	perfect	as	the	artist	can	make	it.		The	
table	should	not	be	so	fancy	or	gaudy	as	to	be	more	noticeable	than	the	Bonsai.			

Accessories	should	not	pull	the	eye	away	from	the	Bonsai	but	should	add	to	the	total	effect.		Evaluate	
only	the	Bonsai.		Accessories	should	not	influence	your	judging.			

In	this	article	we	are	indicating	ideal	or	perfect	situations	and	materials.		Such	is	usually	not	the	case	
because	perfect	material	is	very	rare	and	hard	to	find.			

The	information	presented	here	should	help	you	be	more	aware	of	Bonsai	and	what	it	takes	to	create	
outstanding	specimens.	

You	are	the	judge.	
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SUISEKI/VIEWING	STONES	
Many	of	us,	as	we	walk	on	a	beach,	through	a	meadow,	or	up	a	mountain	trail,	cannot	resist	the	urge	to	
pick	up	a	small	stone	or	rock.		We	do	not	know	why	this	stone/rock	appeals	to	us.		We	put	it	in	a	pocket	
or	knapsack	and	take	it	home	with	us.		Then	we	don't	know	what	to	do	with	it	and	put	it	on	a	patio	
bench	or	some	such	place.		Visitors	say:	"Why	do	you	have	these	silly	rocks?	We	can't	explain:	Surely	it	is	
not	necessary	to	have	a	reason.		But	there	was	something	that	made	us	pick	up	those	rocks	in	the	first	
place:	They	reminded	us	of	scenery	in	nature	for	the	most	part;	some	may	have	made	us	think	of	a	
friend's	or	animal's	profile.		Without	realizing	it,	we	have	entered	the	Japanese	world	of	Suiseki/Viewing	
Stones.			

As	with	Bonsai,	Suiseki	arrived	in	Japan	from	China,	and	has	been	refined	over	many	hundreds	of	years,	
influenced	by	many	concepts	including	religion.			

Classification	of	Suiseki	can	become	quite	detailed;	and	one	must	always	consider	"the	eye	of	the	
beholder".		However,	some	of	the	most	often	seen	stones	will	call	to	mind	a	distant	mountain,	an	island,	
a	waterfall,	a	glacier,	a	thatched	hut,	or	an	animal.		There	are	also	stones	which	reminds	us	of	a	flower	…	
as	in	the	chrysanthemum	stones.		Other	stones	may	have	a	completely	abstract	connotation;	then	there	
are	those,	which	are	displayed	for	their	color;	for	example,	jasper	and	jade.			

Suiseki	are	usually	displayed	in	one	of	three	ways;	on	a	wooden	stand	that	has	been	carved	to	fit	the	
base	of	the	stone;	in	a	shallow	container	filled	with	water	…	island	stone;	in	a	shallow	container	filled	
with	sand	of	an	appropriate	color	and	texture	…	mountain	stone.		The	base	of	a	Suiseki	may	be	cut	or	
ground	to	fit	the	stand,	but	the	stone	may	not	be	altered	in	any	other	way.			

References:	Bonsai	Techniques	II,	John	Naka;	Japanese	Art	of	Stone	Appreciation,	Covello	and	Yoshimura.			

This	information	provided	by	the	San	Diego	Bonsai	Club	Inc.		P	O	Box	40037	San	Diego,	Ca	92164	Phone	
(619)	231-9899	
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IKEBANA:	The	Future	Projected	by	the	Past	
Progress	and	change	are	essential	elements	of	any	art,	any	technique.		As	a	plant	changes	from	a	hidden	
sprout	to	a	glorious	flower,	so	Ikebana,	the	traditional	Japanese	art	of	arranging	flowers,	has	sprouted,	
flourished,	and	changed.			

The	word	"Traditional"	is	used	here	in	the	sense	of	"long-established,"	for	Ikebana	in	various	phases	of	
its	development	has	eschewed	old	forms	in	a	dramatic	quest	for	new	statements,	new	ways	of	
expression.		Such	was	the	period	following	the	Meiji	Restoration	of	1868,	a	time	when	Japan,	long	
turned	inward,	began	to	reach	out	for	the	new.			

Modernization	breathed	fresh	life	into	the	traditional	arts,	and	schools	of	Ikebana	turned	from	imitation	
of	the	past	to	creation	of	the	future.		The	Ohara	School,	founded	by	Ohara	Unshin	(1861-1916),	was	in	
the	vanguard	of	the	movement.		Unshin	believed	that	flower	arrangements	should	have	a	low	visual	
center	of	gravity	to	stabilize	a	new,	more	naturalistic	expression.		To	that	end,	he	created	a	new,	
relatively	free	style	called	MORIBANA	which	brought	emancipation	to	the	world	of	Ikebana.		He	broke	
away	from	the	old	restrictive	unnatural	rules,	yet	building	on	the	traditional	principles	created	fresh	
effects	through	the	use	of	new	combination	of	materials	including	recently	imported	foreign	plants	and	
vessels.		Thanks	to	his	pioneering	efforts	and	those	of	his	followers,	Ikebana	belongs	to	the	world	as	a	
living	popular	art.			

Progress	and	change,	they	are	essential	in	Ikebana.		In	what	direction	does	it	lead?		

Ikebana	is	an	international	bridge,	but	language	can	be	a	barrier.		Realizing	this,	the	Ohara	School	has	
placed	great	emphasis	on	making	instructions	in	Ikebana	available	in	English.		It	has	opened	a	center	for	
non-Japanese	students	of	flower	arrangement.		It	is	the	only	school	which	has	published	a	step-by-step	
textbook	on	the	subject	in	English.			
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Association	of	Ideas	Through	Flowers	
In	Japanese	literature,	particularly	in	classical	works,	men	and	nature	have	close	relationships	and	the	
feelings	evoked	by	nature	bear	their	aesthetic	sentiments.			

Many	chapters	of	the	Tales	of	Genji	bear	titles	associated	with	the	beauty	of	nature	as	well	as	plants,	
such	as	Yugao	(moon	flower)	,	Aoi	(mallow),	Asago	(morning	glory),	Kobai	(red	ume	(plum)	blossom),	
and	Sa-warabi	(fern	shoots).		Some	are	named	after	seasonal	celebrations	of	nature,	Momoji-no-ga	(the	
festival	of	scarlet	maple	leaves)	and	Hana-utage	(the	cherry	blossom	banquet).		Some	chapters,	Matsu-
kaze	(wind	among	the	pines),	Fuji	Ura-ba	(rear	side	of	a	wisteria	leaf),	Hana-chiru-sato	(blossom-falling	
hamlet)	and	Yomogi-u	(mansion	overgrown	with	weeds),	are	entitled	after	rustic	tableaus	of	nature.			

The	chapters	named	after	flowers	involve	women	bearing	the	same	name.		Each	flower	is	suggestive	of	
both	the	woman's	character	and	the	plot	of	the	chapter.		This	use	of	symbolism	shows	the	author's	
aesthetic	and	delicate	awareness	of	nature.			

Numerous	references	to	flowers	in	classical	literature	reflect	the	tastes	the	people	of	the	time	had	for	
flowers.		Such	sensibilities	of	the	ancient	Japanese	led	to	a	heightened	appreciation	of	the	beauty	of	
flowers,	of	which	ikebana	was	born.			

Ikebana	is	not	a	mere	display	of	floral	beauty.		Ikebana	is	not	a	mere	floral	decoration.		Ikebana	is	the	art	
through	which	impressions	of	nature	are	expressed.		In	ikebana	the	elegance	of	a	branch	is	made	to	
convey	the	change	of	seasons.		A	single	flower	symbolizes	nature.		And	the	flower	is	inseparable	from	
the	history	of	the	Japanese	and	the	literature	of	Japan.		For	instance,	pine,	bamboo,	and	Japanese	
apricot	are	arranged	to	celebrate	the	New	Year.		Referred	to	as	the	"three	friends	of	winter"	in	ancient	
China,	the	three	plants	have	been	selected	for	New	Year's	arrangements	by	Japanese	since	olden	days.		
Pine	has	been	believed	to	be	the	abode	of	a	deity,	since	it	is	evergreen;	bamboo	the	symbol	of	integrity,	
since	it	does	not	bend;	and	Japanese	apricot	is	loved	for	its	fragrance	and	elegance.		These	beautiful	and	
symbolic	materials	are	gracefully	arranged	to	express	good	wishes	for	the	New	Year.			

In	addition	to	this	dignified	arrangement,	Amur	adonis,	a	small	plant	with	beautiful	yellow	flowers,	is	
arranged	in	a	more	casual	style.		The	Japanese	of	former	times,	seeing	that	Amur	adonis	was	the	first	
flower	to	bloom	in	early	spring,	believed	that	it	would	bring	good	luck	and	named	it	FUKUJU-SO	(herb	of	
fortune	and	longevity).	

The	following	episode	is	from	a	classic	book	on	ikebana.		After	enjoying	his	first	hunting	of	the	year,	
Toyotomi	Hideyoshi,	a	sixteenth-century	warlord,	visited	a	tea	master	called	Sen	no	Rikyu	and	saw	Amur	
adonis	arranged	in	a	bowl	of	snow	in	Rikyu’s	tea-ceremony	room.		Hideyoshi	was	deeply	impressed	by	it.			

Yellow	flowers	of	a	tiny	Amur	adonis	coming	out	of	the	snow	in	early	spring,	Rikyu's	aesthetic	sensibility	
is	unsurpassed.			

Ikebana	is	the	art	of	association	of	ideas	through	flowers.			
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RICE	HAS	A	SACRED	PLACE	IN	JAPANESE	MYTHOLOGY	
Although	the	Japanese	government	has	announced	its	new	rice	policy,	the	traditions	and	beliefs	among	
the	average	people	about	the	place	of	rice	continue	to	be	strong.			

Many	Japanese	still	fondly	remember	the	dying	Emperor	Hirohito,	drifting	in	and	out	of	consciousness,	
asking	his	chief	chamberlain	how	the	rice	crop	was	coming	along.			

Just	after	his	1988	operation	for	cancer	and	before	the	fatal	illness	finally	took	hold,	the	87-year-old	
Hirohito	had	insisted	on	ritually	planting	seeds	in	his	own	small	rice	paddy	in	the	Imperial	Palace.			

Now,	when	Japan	looks	like	being	forced	by	its	trading	partners	to	break	an	age-old	taboo	and	allow	in	
foreign	rice,	opponents	are	turning	to	sacred	myths	to	help	their	cause.			

"The	government	doesn't	realize	it	is	destroying	3,000	years	of	cherished	Japanese	tradition,"	said	Rissei	
university	professor	Kazuko	Tomiyama.			

"The	land	which	we	live	on	is	our	greatest	asset	and	a	testament	to	our	history	of	rice	planting,	even	in	
these	rapidly	developing	times,"	she	told	Kyodo	news	agency.			

Japan	once	called	itself	"the	nation	of	bountiful	rice	grains,"	and	traditionalists	see	a	deep,	spiritual	
connection	between	rice	and	the	animist	Shinto	religion	of	which	the	emperor	is	head.			

Every	November	the	"Niinamesai"	(festival	of	the	divine	repast),	the	holiest	of	annual	imperial	rites,	
takes	place	in	the	Tokyo	palace,	quietly,	in	the	dark	of	night.			

The	ritual	is	divided	into	two	parts,	one	on	either	side	of	midnight.			

The	emperor,	in	a	pure	white	robe,	enters	the	shrine	of	the	Sun	Goddess	Amaterasu.		Japan's	founding	
deity,	and	makes	sacred	offerings	of	newly	harvested	rice	as	well	as	dark	and	light	rice	wine	brewed	
from	the	year's	harvest.			

The	grains	are	a	mixture	of	rice	grown	in	special	paddies	blessed	by	Shinto	priests	across	the	nation,	and	
from	the	emperor's	own	harvest	in	the	palace	rice	paddy.			

After	offering	the	food	to	the	gods,	the	emperor	stays	and	eats	a	similar	meal	himself.		The	idea	is	that	
he	is	reborn	through	sharing	the	freshly	harvested	rice	with	the	goddess.			

The	prime	minister	and	his	cabinet	sit	and	watch	the	emperor	enter	the	chamber	from	an	antechamber	
nearby.			

Earlier	in	the	year,	in	October,	the	"Kannamesai"	festival	takes	place	at	the	Ise	Grand	Shrine	in	central	
Japan.		Here,	the	emperor	offers	Amaterasu	and	other	founding	gods	some	raw,	unprocessed	blades	of	
uprooted	rice	from	the	new	harvest.			

It	is	a	much	simpler	harvest	ceremony	than	the	transcendental	yearend	ritual	at	the	palace.			
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The	most	important	of	all	imperial	rice	rites,	though,	is	the	"Daijosai",	which	takes	place	only	after	one	
emperor	dies	and	just	before	his	heir	ascends	the	Chrysanthemum	throne.			

This	is	basically	a	grander	version	of	the	Niinamesai	but	the	significance	of	communing	with	the	gods	
through	eating	rice	together	is	much	stronger.			

Some	historians	believe	Hirohito,	the	last	Japanese	emperor	to	have	been	seen	as	a	god	may	also	have	
been	the	last	to	uphold	the	agrarian	mystique	of	the	imperial	system.			

His	son	Akihito	is	a	"post-industrial"	monarch,	they	say.		Modern	history	traces	Japanese	rice	harvesting	
back	3,000	years	to	the	close	of	the	Jomon	era	in	southern	Kyushu.			

"In	the	hunting-gathering	Jomon	era,	it	was	quite	common	to	eat	meat,	fish	and	mountain	plants,"	the	
author	Nobuo	Harada	writes	in	his	book	"Rice	and	Meat	in	Japanese	History."		

"It	was	only	later,	when	a	law-and-order	state	was	formed	around	the	emperor,	that	rice	and	other	
agricultural	products	became	seen	as	the	basis	of	national	identity."		
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THE	YEAR	OF	THE	DOG	
The	year	of	the	dog	ushers	in	a	year	of	serious	discussion	on	moral	issues.		Wealth	will	mean	less,	while	
good	intentions	and	honesty	are	rewarded	in	the	year	of	the	dog	(Inu)	according	to	Chinese	astrology.			

It's	a	time	for	greater	balance,	moderation,	unification	and	declaring	loyalties.		It's	a	time	for	
reformations,	both	good	and	bad.			

Historic	role	of	dogs:		

Dog	fights	and	dog	chasing	were	popular	sports	during	the	Kamakura	period	(1192-1333).		Hojo	Takatoki	
is	said	to	have	held	dog	fights	as	often	as	12	times	a	month.			

Tosa,	a	prefecture	in	Shikoku,	is	renowned	for	its	fighting	dogs	and	considered	the	official	dog	of	sumo.		
The	current	breed	is	a	result	of	crossing	the	Spitz-type	native	dogs	with	European	mastiffs.			

As	in	many	places	around	the	world,	dogs	were	also	used	with	hawks	for	hunting.		If	dogs	and	hawks	can	
work	together	for	a	common	goal,	so,	people	of	various	rank	and	occupations	should	assist	each	other	
and	work	together.			

But,	recognizing	that	the	rewards	are	rarely	equal,	another	proverb	(inu	honeotte,	taka	no	ejiki)	tells	
that	while	a	dog	works	hard,	it's	the	hawk	who	gets	the	food.			

Since	the	14th	century,	dogs	were	used	for	military	purposes.		According	to	legend,	Hata	Tokiyoshi	of	
the	Nitta	clan	owned	a	large	dog	he	called	Inu	Shishi,	or	lion	dog.		In	a	particular	battle	in	February	1339,	
Hata	found	his	small	forces	trapped	in	Takasu	Castle	by	a	large	Ashikaga	contingent.			

Sneaking	outside	the	castle,	Hata	sent	his	dog	to	spy	on	the	enemy.		Inu	Shishi	barked	once	to	signal	that	
the	enemy	was	still	awake,	but	returned	to	wake	his	sleeping	master	when	the	enemy	had	gone	to	sleep.			

Charging	the	surprised	enemy,	Hata	broke	the	lines	that	surrounded	the	castle.			

During	one	brief	time	span	in	the	Tokugawa	period,	people	much	envied	a	dog's	life.		The	fifth	Tokugawa	
shogun,	Tsunayoshi	(1646-1709),	was	born	in	a	dog	year	and	his	infamous	decree	really	made	Japan	go	
to	the	dogs.			

People	were	sentenced	to	death	or	exiled	for	killing	or	beating	dogs.		Whole	families	were	punished.		
Stray	dogs	were	kept	in	newly	established	pounds.		Doctors	were	appointed	by	the	government	to	keep	
the	dogs	healthy.			

Perhaps	this	is	when	the	saying	"if	you	become	a	dog,	turn	into	a	dog	of	a	wealthy	family	(inu	ni	naru	
nara	oodokoro	no	inu	ni	nare)"	came	into	being.		This	proverb	derives	from	feudal	relations	between	
master	and	servant	meaning	be	careful	to	choose	and	serve	a	rich	master,	thus	assuring	your	own	
happiness	and	success.			
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Another	related	saying	is	Tomu	ie	ni	yase	inu	nashi,	which	means	in	a	wealthy	man's	house	there	is	no	
lean	dog	-	or	like	master,	like	servant.		The	so-called	dog	shogun's	unusual	laws	were	rescinded	when	he	
died	in	January	1709.			

Famous	canines		

Besides	the	armor	wearing	warrior	dog	Inu	Shishi,	there	are	more	canine	legends	in	the	same	league	as	
Lassie	and	Rin	Tin	Tin.			

Shiro,	the	dog	of	famous	hunter	Sataroku,	is	remembered	in	the	Nambu	district	for	his	failed	attempt	to	
save	his	master.		Sataroku	was	so	skilled	at	hunting	that	the	lord	of	Nambu	gave	him	an	official	permit	to	
hunt	on	any	mountain	in	his	jurisdiction.			

But	one	fatal	day,	he	forgot	to	take	it	with	him.		After	killing	a	boar,	he	was	accosted	by	two	hunters.		
They	took	him	to	the	authorities	believing	him	to	be	a	poacher.			

Shiro	ran	home	and	barked	excitedly	until	Sataroku's	wife	understood	that	he	wanted	the	permit.		But	
Shiro	arrived	too	late	and	Sataroku	was	executed.		According	to	legend,	Shiro	barked	sadly	for	several	
days,	mourning	his	master	at	the	spot	of	his	execution.			

Today,	in	the	popular	Tokyo	shopping	district	of	Shibuya,	people	still	meet	near	the	statue	
commemorating	the	ever	patient	and	ever	faithful	Hachiko.		Hachiko,	an	Akita,	accompanied	his	master	
every	day	to	the	busy	train	station	and	waited	for	his	return.			

When	his	master	died	at	work,	never	returning	home,	Hachiko	patiently	waited	12	years	for	his	beloved	
master.		Now	a	statue	keeps	his	lonely	vigil	and	friends	and	lovers	can	be	seen	waiting	in	great	crowds	
around	it.			

Both	Shiro	and	Hachiko	were	Akitas.		While	the	Akita	is	probably	the	best	known	Japanese	breed,	it	is	
not	the	only	one.		There	are	also	the	Japanese	Chin,	Japanese	Terrier,	Shiba,	Tosa,	Hokkaido	dog,	Koshi,	
Kai,	Kishu	and	Shikoku.			

In	Japan,	dogs	are	a	traditional	symbol	of	good	health	in	children	because	puppies	grow	rapidly	and	are	
always	active.		People	wish	their	children	will	be	heal	thy	as	puppies.			

Dogs	were	once	considered	to	be	able	to	expel	evil	and	at	one	time,	the	Chinese	character	for	Inu	was	
written	on	the	forehead	of	babies	for	protection.			

As	early	as	the	eighth	century,	pregnant	women	were	given	charms	resembling	dogs	to	ward	off	labor	
pains	because	bitches	giving	birth	appear	to	suffer	no	pain	even	though	they	deliver	many	puppies	at	
one	time.			

Once,	a	pair	of	box-like	toy	dogs	(Inu	Hariko	-	paper-maché	dogs)	was	included	in	a	bride's	trousseau	
when	she	went	to	her	new	home.			
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Clinton:	Just	one	of	the	dogs		

President	Bill	Clinton	will	be	in	the	limelight	on	the	world	stage	as	will	fellow	famous	"Dogs",	pop	
superstar	Michael	Jackson	and	actress	Cher.		Other	celebrities’	“Dogs”	include	Pierre	Cardin,	Zsa-Zsa	
Gabor,	Sylvester	Stallone,	Mother	Teresa,	Charlton	Heston,	Sophia	Loren,	and	Charles	Manson.			

Former	sex	goddess	and	current	animal	activist	Brigitte	Bardot	was	also	born	in	a	dog	year	as	well	as	the	
late	dog	trainer	Barbara	Woodhouse.			

People	born	in	this	year	are	faithful,	but	rarely	successful	unless	pushed	by	others.		Generally	loveable,	
people	born	in	the	dog	year	need	a	strong-willed	partner.			

People	born	under	this	Chinese	zodiac	sign	are	most	compatible	with	the	tiger	and	pig.		Horses	are	also	
good	allies.		Surprisingly,	those	born	under	the	cat	(rabbit	in	the	Japanese	version	of	the	zodiac)	and	dog	
are	also	suitable	partners.			

But	Ox,	Dragon,	and	Goat	year	people	are	the	least	compatible	with	the	dog	year	people.			

While	dog	year	people	will	be	at	their	best	this	year,	Pig	(1959)	and	Dragon	year	people	will	also	do	well.		
However,	people	born	in	Ox,	Rooster	or	Sheep	years	will	face	rough	times	in	1994.			

The	Rat	(1960,1972	and	1984)	is	considered	the	beginning	of	the	twelve	year	cycle	followed	by	the	Ox	
(1985),	Tiger	(1986),	Rabbit	(1987),	Dragon	(1988),	Snake	(1989),	Horse	(1990),	Sheep	(1991),	Monkey	
(1992),	Rooster	(1993),	Dog	(1994)	,	and	lastly,	the	Wild	Pig	(1995).			

Puppy	Proverbs	
As	in	the	west,	loyalty	is	a	dog's	most	admired	feature	in	Japan.		A	betrayal	by	a	friend	or	loved	one	is	
compared	to	being	bitten	by	your	pet	dog.		(Kai-inu	ni	t	e	wo	kamareru).			

Comparisons	are	also	made	between	dogs	and	cats.		Keep	a	dog	for	three	days	and	he	will	not	forget	
your	kindness,	but	a	cat	will	forget	three	years	of	kindness	in	three	days	(Inu	wa	mikka	kaeba	on	wo	
wasurezu,	neko	wa	sannen	no	on	wo	mikka	ni	wasureru).			

Describing	antagonistic	human	relationships,	Japanese,	like	Americans	have	their	sayings	-"Like	cats	and	
dogs"	(Inu	to	neko	no	naka).			

According	to	one	Japanese	folk	tale,	the	dog's	dishonesty	was	the	start	of	this	mutual	enmity.		A	long	
time	ago,	a	boatman	saved	a	snake,	dog	and	cat	from	children	who	were	beating	them.		As	it	turns	out,	
the	snake	was	in	reality	a	princess	of	the	sea.			

In	reward	for	his	kindness,	the	snake	gave	the	man	a	ring	which	would	grant	him	his	every	wish.		But	an	
Osaka	man	stole	the	ring,	reducing	the	boatman	to	poverty.			
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On	a	mission	to	retrieve	the	ring,	the	cat	and	dog	found	the	ring	was	hidden	in	a	big	jar	at	the	thief's	
house.		Neither	the	cat	nor	the	dog	could	reach	it,	but	the	cat	caught	a	mouse	and	forced	it	to	bring	up	
the	ring.			

But	the	ring	was	lost	again	when	the	dog	dropped	it	in	a	river	while	it	fought	with	another	dog	on	the	
journey	home.			

The	cat	again	came	to	the	rescue,	forcing	a	crab	to	recover	the	ring.		Yet,	when	the	pair	reached	home,	
the	dog	told	the	boatman	that	he	had	been	responsible	for	retrieving	the	ring.		The	angry	cat	told	the	
truth	and	the	boatman	punished	the	dog	by	always	feeding	the	dog	outside	the	house	while	the	cat	
could	eat	within.			

Yet	it's	still	hard	to	resist	the	wagging	tail	of	any	dog	no	matter	what	mischief	may	have	been	done:	"The	
dog	that	wags	its	tail	cannot	be	beaten	(0	wo	furu	inu	wa	tatakarezu)."		

And	their	courage	is	admired	although	sometimes	slightly	suspect:	"A	scrawny	dog	before	his	master's	
house	(Uchi	no	mae	no	yase-inu)"	appears	brave,	as	an	ordinary	person	is	important	at	home.			

In	other	proverbs	dogs	are	affectionately	criticized.		Inu	no	kawabata	aruki	describes	the	meandering	
sniffling	walk	of	a	dog	and	compares	it	to	an	aimless	stroll	of	a	person	who	wanders	about	the	streets	
without	purchasing	anything.			

Braggarts	are	as	harmless	as	barking	dogs	because	neither	will	bite	(Hoeru	inu	wa	kamanu).		And	in	
another	version,	"A	barking	dog	is	weak	(Hoeru	inu	wa	yowai)."		

Yet	the	barking	of	one	dog	can	set	many	dogs	into	vocal	but	meaningless	action,	just	as	one	person	
repeating	a	false	rumor	will	have	thousands	spreading	it	around	as	the	truth.			

While	a	dog	will	eat	almost	anything,	it	will	not	touch	such	odious	things	as	a	marital	dispute	(Fuufu	
genka	wa	inu	mo	kuwanu).		Yet	apparently,	when	someone	wants	to	get	drunk,	neither	dog	nor	wife	is	
good	company.		"When	you	sit	down	with	wine	you	dislike	dogs,	cats	and	old	women	(Sake	no	seki	ni	wa	
chin,	neko,	baba)."		
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THE	BEGONIA	
The	begonia,	coming	into	flower	in	autumn,	signals	the	start	of	a	long	spell	of	rainy	weather.			

The	begonia	is	acquainted	

	With	the	pathos		

Of	rain		

The	preceding	haiku	by	Goto	Himo,	a	poet	of	the	Showa	Era	(1926-89),	depicts	the	serene	figure	of	the	
begonia	blooming	in	a	long	period	of	autumn	rain.		The	author	must	have	been	moved	to	pity	by	the	
sight	of	the	begonia	exposed	to	the	rain	all	day	long.		However,	he	portrayed	the	begonia	as	something	
familiar	with	the	pathos	of	rain,	instead	of	expressing	his	own	feelings	about	the	begonia.		This	is	where	
the	inexplicable	charm	of	the	poem	and	the	literary	prowess	of	the	author	lie.			

The	begonia,	which	is	native	to	China,	is	said	to	have	been	introduced	to	Japan	through	Nagasaki	during	
the	Kan'ei	Period	(1603-1867).		The	simple	beauty	of	the	flower	won	the	hearts	of	the	cultured	people	of	
Edo.		The	begonia	is	often	displayed	in	the	alcove	of	a	tea	room.		It	is	generally	cultivated,	but	in	some	
districts	can	be	found	growing	wild	in	the	mountains.			

The	begonia	is	about	sixty	centimeters	tall.		Light	red	flowers	hang	down	from	its	stalk.		The	joints	where	
the	stalks	branch	off	are	red.		Each	leaf	is	shaped	like	a	distorted	heart,	which	is	probably	why	the	
begonia	is	viewed	as	being	symbolic	of	unrequited	love.		The	begonia	thrives	in	moist	ground,	and	is	
adversely	affected	by	a	long	dry	spell.		The	light	red	flower	blooming	in	an	autumn	breeze	is	so	lovely	
that	it	is	often	likened	to	the	simple	beauty	of	a	woman's	unadorned	face.			

In	the	world	of	Ikebana	it	has	lo~	been	said	that	the	most	important	part	of	the	begonia	is	in	its	leaves.		
Indeed,	the	charm	of	the	begonia	lies	in	the	figures	of	its	leaves.		In	Ikebana,	the	arrangement	of	the	
begonia's	leaves	is	more	important	than	that	of	its	flowers	and	stalks.		The	begonia	is	generally	arranged	
alone	in	order	to	emphasize	its	beauty.		It	is	desirable	that	the	begonia	be	arranged	naturally,	but	it	may	
become	necessary	to	remove	some	of	its	excess	flowers	and	leaves.		If	another	material	is	combined	
with	the	begonia,	it	should	be	subtle	enough	that	it	does	not	detract	from	the	begonia's	elegance.		
Ensuring	that	the	colors	of	the	flowers	and	the	leaves	are	in	harmony	is	another	key	to	the	successful	
arrangement	of	the	begonia.		The	color	and	shape	of	the	begonia's	container	also	greatly	influences	its	
appearance.		In	addition,	is	important	in	ikebana	to	be	careful	not	to	lose	the	delicate	charm	of	the	
flower.	

Falling	rain	

A	sudden	concert		

Played	on	the	begonia		
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This	haiku	was	composed	by	Nagai	Tomonkyo,	the	Era.		The	author	says	that	the	raindrops	that	have	just	
begun	to	fall	are	lightly	beating	against	the	tender	leaves	and	delicate	light	red	flowers	of	the	begonia,	
producing	a	soft,	pleasant	sound.		The	poem	is	indicative	of	the	author's	extraordinary	gentleness.			

This	pensive-looking	flower	that	blooms	autumn	is	now	quite	popular	in	Japan.		The	begonia	is	a	feast	to	
the	eyes	of	all	who	gaze	upon	it.			
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JAPANESE	WINDOWS	
Sometimes	the	windows	are	called	the	"eyes	of	the	house."	When	speaking	of	the	human	body,	eyes	are	
known	as	"windows	to	the	soul."	The	eyes	are	the	windows	to	the	soul,	revealing	the	essence	of	a	
person,	in	the	same	way	that	windows	are	the	eyes	of	a	house,	revealing	the	essence	of	the	home.			

Windows	were	introduced	to	Japan	from	China.		In	time,	windows	developed	into	decorative	or	artistic	
objects	in	addition	to	being	installations	for	use	in	daily	life.		Those	windows	were	installed	not	only	in	
consideration	of	lighting	and	ventilation,	but	also	with	regard	to	the	effect	of	shadows,	which	people	in	
the	house	could	enjoy.		The	names	given	to	each	of	those	windows	of	Japan	are	artistic	works	
themselves.		Windows	have	developed	exceptionally	well	in	Japan.			

Windows	of	Japan	
It	is	said	that	Mado	(window)	probably	originated	from	"door	in	between."	In	the	Nara	Period	(710-93),	
when	the	window	came	to	Japan	from	the	nation	of	T'ang,	the	Japanese	read	the	character	for	it	as	
"mado."	"Ma"	of	"mado"	has	two	meanings:	"between	pillars"	and	"room."	This	may	mean	that	"mado"	
means	"a	door	between	pillars"	or	"a	door	of	a	room,"	but	it	is	not	certain.		It	is	said	that	"ma"	might	
merely	be	a	prefix.		In	any	case,	it	seems	that	until	windows	were	introduced	from	China,	Japanese	
people	had	regarded	such	a	thing	as	a	kind	of	door.			

The	first	type	of	window	to	be	used	in	Japan	was	the	Shitomido	(type	of	door	similar	to	a	window).		A	
shitomido	had	many	functions.		Its	structure	was	different	from	the	Hikichigaimado	(window	with	two	
sliding	doors)	and	the	Hirakimado	(window	that	slides	open),	two	types	commonly	seen	today.		A	
shitomido	was	a	shoji	(paper	screen)	hung	by	a	hinge	fixed	to	a	lintel,	and	could	be	pushed	outward	and	
held	open	with	a	stick	braced	against	the	sill	or	by	attaching	it	to	a	metal	rod	hung	from	the	eaves	of	the	
house.		In	the	days	when	there	was	no	paper,	not	to	mention	glass,	shitomido	were	made	of	straw	or	
board.		In	this	sense,	a	shitomido	was	a	kind	of	door	or	movable	wall.		On	the	other	hand,	when	pushed	
outward,	it	functioned	as	a	window	because	it	let	in	light	and	air.		The	amount	of	light	and	air	let	in	
could	be	easily	controlled.		Although	its	structure	was	simple,	a	shitomido	functioned	as	a	facility	to	
regulate	ventilation	and	the	amount	of	light.		Another	advantage	was	that	when	it	was	pushed	out,	it	
offered	protection	from	rain	and	sun.		When	closed,	it	kept	out	intruders	as	well	as	light.		A	shitomido	
functioned	as	an	installation	which	could	be	opened	or	closed.			

Windows	of	A	Tearoom	
In	the	history	of	Japanese	architecture,	windows	were	not	considered	important	until	the	creation	of	the	
Soan	(a	humble	thatched	cottage)	tearoom.		As	tearooms	began	to	be	built,	an	idea	was	conceived	to	
design	windows	for	the	purpose	of	giving	tearooms	a	simpler	and	humbler	look.			

In	the	opening	days	of	the	tea	ceremony,	that	is,	the	days	of	Murata	Juko	(1423-1502)	and	Takeno	Joho	
(1504-55),	there	were	no	windows	in	tearooms.		Light	entered	only	through	a	shoji	installed	between	
the	tearoom	and	veranda,	lighting	the	room	in	a	simple	way.		All	that	was	considered	during	
construction		
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was	the	direction	the	tearoom	was	to	face.		Then	in	the	days	of	Sen	no	Rikyu	(1521-91),	tearooms	were	
changed.		The	veranda	was	removed,	the	room	was	narrowed	to	an	area	equal	to	four	and	a	half	tatami	
mats,	and	the	room	itself	became	more	enclosed	because	the	shoji	was	replaced	by	another	clay	wall.		It	
was	the	walls	that	provided	the	space	where	windows	of	less	restrictive	shape	and	size	could	be	
installed.		They	also	allowed	for	flexibility	in	designing	the	most	suitable	window	for	the	tearoom.			

As	a	rule,	when	designing	a	tearoom,	tea	masters	placed	a	window	wherever	they	felt	one	was	needed,	
regardless	of	the	make-up	of	the	room.		Although	the	walls	were	thin,	they	were	strong	enough	to	
support	all	but	the	largest	windows.		This	idea	of	windows	that	had	emerged	in	the	world	of	tearooms	
was	perfected	by	Rikyu.		The	window	was	produced	according	to	the	taste	of	individual	designers.		It	
was	believed	that	if	the	designer	had	good	taste,	everything	would	be	done	correctly.		Having	said	this,	
however,	there	were	a	few	rules	when	installing	windows.		For	instance,	a	window	was	installed	in	the	
lower	part	of	the	room	to	allow	light	to	pass	over	the	hands	of	the	person	conducting	the	tea	ceremony,	
and	also	to	work	as	a	ventilator.		One	was	constructed	in	a	high	part	of	the	room	to	throw	light	over	the	
shoulder	of	a	guest.		Another	important	point	that	must	not	be	overlooked	is	that	tearooms	were	not	
built	by	professional	architects.		They	were	constructed	according	to	the	creativity	of	the	tea	masters,	as	
a	place	where	they	expressed	their	thoughts.		Thus,	windows	produced	an	intriguing	combination	of	
light	and	dark	which	defined	the	subtle	elegance	of	the	tearoom.			

Window	Designs	
Windows	are	categorized	according	to	their	purpose,	shape,	and	position,	and	some	Japanese	windows	
are	also	categorized	according	to	their	structure	and	designer.		Each	has	its	own	name.			

The	windows	categorized	by	their	purpose	are	divided	into	"lighting	windows,"	"ventilation	windows,"	
and	"peeping	windows."	Japanese	windows	of	this	type	include	the	Bokuseki-mado	(ink-marked	
window),	installed	in	the	wall	of	a	Tokonoma	(alcove)	because	its	primary	goal	is	to	throw	light	on	a	
hanging	scroll;	the	Hanaakari-mado	(flower-light	window),	which	holds	flowers	in	a	container	nailed	to	
its	bamboo	frame;	the	Yukimi-mado	(snow-viewing	window),	installed	to	enjoy	from	inside	the	house	
the	elegance	of	snow	falling	in	a	garden;	the	Tsukimi-mado	(moon-viewing	window)	,	for	the	occupants	
of	a	house	to	view	their	favorite	outside	scene	from	inside	as	if	it	were	a	picture	hanging	on	the	wall;	the	
Monomi-mado	(things-viewing	window),	used	to	observe	the	stage	of	a	Noh	play	or	a	Kabuki	drama;	and	
the	Musha-mado	(warrior	window),	which,	having	been	installed	in	row	houses	of	a	daimyo's	residence,	
had	thick,	vertical	lattices	for	observing,	defending,	and	attacking.			

Windows	categorized	by	shape	include	square	windows	and	circular	windows.		In	addition	to	these	are	
Japanese-style	windows	such	as	the	Kate-mado	(firelight	window),	the	upper	part	of	which	is	curved	so	
that	it	resembles	a	flame;	the	Tanzaku-mado	(narrow-paper	window),	which	has	a	long	and	narrow	
shape;	the	Inome-mado	(boar's	eye	window),	which	is	in	the	shape	of	a	wild	boar's	eye;	the	Shikishi-
mado	(square-paper	window),	the	name	of	which	was	given	because	the	window,	which	is	always	found	
in	pairs,	is	shaped	similar	to	Shikishi,	a	traditional	Japanese	piece	of	paper	which	is	square;	the	Yabure-
mada	(broken	window),	which	is	designed	by	purposely	leaving	the	window	unfinished	to	show	the	
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beauty	in	its	incompleteness;	and	the	Rokkaku-mado	(hexagonal	window)	and	Hakkaku-mado	
(octagonal	window),	the	corners	of	which	are	cut	out.			

Windows	categorized	by	shape	are	high	windows,	which	are	installed	in	the	upper	part	of	a	wall	close	to	
the	ceiling,	skylights,	transom	windows,	and	bay	windows.		Among	the	Japanese	styles	of	this	type	of	
window	are	the	Hakidashi-mada	(sweeping-out	window),	which	is	on	the	ground	level;	the	Furosaki-
mado	(tea-stove	front	window),	installed	in	the	wall	of	a	tearoom,	in	front	of	which	a	tea-ceremony	
stove	for	summer	use	is	set;	the	Meoto-mado	(husband-and-wife	window),	which	is	a	pair	of	windows	
mainly	seen	in	the	tearoom;	and	the	Shoin-mada	(study-room	window),	installed	in	the	main	room	of	
shoin-style	houses	or	in	other	rooms.			

Japanese	windows	categorized	by	structure	include	the	Fuchinashi-mado	(no-frame	window);	the	
Kakushikamachi-mado	(hidden-frame	window);	the	Muso-mado	(two-way	window),	which	has	lattices	
and	openings	but,	when	closed,	appears	as	one	wooden	board	because	lattices	and	openings	in	the	wall	
block	those	in	the	window;	the	Renji-mado	(latticed	window),	which	contains	many	vertical	lattices	of	a	
window;	the	Shitaji-mado,	in	which	the	upper	part	of	the	wall	is	unfinished,	making	the	laths,	the	
foundation	materials	of	the	wall,	look	like	lattices	of	a	window;	and	the	Mushiko-mado	(insect-basket	
window),	which	has	very	thin	lattices	like	those	of	a	basket	that	holds	insects.			

Japanese	windows	are	also	named	according	to	their	designers,	episodes	about	them,	or	the	history	of	
them.		Tea	master	Uraku	(1547-1621),	the	younger	brother	of	Oda	Nobunaga,	developed	many	different	
types	of	windows,	one	of	which	is	the	Uraku-mado,	a	type	of	Renji-mado,	installed	in	the	tea-room	he	
built	at	Kennin-ji	temple	in	Kyoto.		The	Korin-mado	is	a	type	of	Shitaji-mado	which	was	installed	in	a	
stylish	tearoom	of	Ninna-ji	temple	in	Kyoto	according	to	the	taste	of	Ogata	Korin	(1658-1716),	who	was	
an	artist	of	Edo.		The	Yoshino-mada	is	said	to	have	been	designed	by	Yoshino-dayu	(1601-31),	a	
prominent	geisha.		The	Yoshino-mado	is	a	type	of	circular	window	occupying	one	of	the	walls	of	the	
tearoom	of	Kodai-ji	temple	in	Kyoto.		The	Genji-mado	is	so	named	because	it	was	installed	in	the	Genji-
no-ma	(room	of	Genji)	of	Ishiyama-dera	in	Omi	(present	Shiga	Prefecture).		The	Yamato-mado	is	
installed	in	a	roof	to	let	the	smoke	from	a	sunken	hearth	or	oven	out	of	the	house	and	to	allow	in	light.		
This	window	is	called	Yamato-mado	for	the	following	reason.		Because	it	expels	smoke	and	permits	light	
to	enter,	it	is	called	Hi-no-moto	(origin	of	fire).		This	suggests	the	word	Hi-no-moto	(origin	of	the	sun),	
which	means	"Japan"	when	it	is	written	in	Chinese	characters,	and	Japan	was	called	"Yamato"	in	ancient	
times,	thus	the	name	"Yamato-mado."		
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THE	BEAUTY	OF	JAPANESE	ARCHITECTURE	

Tradition	and	Creation	
The	Japanese	have	built	their	homes	to	be	in	harmony	with	nature.		Their	method	is	a	sharp	contrast	to	
Western	architecture,	which	emphasizes	mathematical	and	geometrical	rules	in	its	design.		Typical	
Japanese	architecture	is	characterized	by	wooden	houses	arranged	to	blend	in	with	the	natural	
surroundings.		The	materials	used	in	construction	are	kept	as	close	as	possible	to	their	natural	state.		
This	style	produces	the	beauty	of	Japanese	architecture,	expressing	subtle	and	profound	wabi	(the	
simple	and	quiet)	and	sabi	(elegant	simplicity).			

This	article	will	introduce	you	to	the	beauty	of	Japanese	architecture	by	looking	at	minka	(private	
houses),	and	the	beauty	of	lattices,	which	most	people	relate	with	the	Japanese.			

Minka	
The	term	"Minka"	brings	various	images	to	mind	for	the	Japanese.		For	some,	it	may	be	a	picture	of	a	
house	with	a	large	thatched	roof	or	a	veranda	lined	with	shoji	(a	type	of	tategu).		Or	the	house	may	have	
a	fire	burning	in	the	hearth.		Although	each	person	may	describe	a	different	image,	each	sees	his	or	her	
image	as	the	ideal	Minka.			

"Minka"	means	private	houses	of	the	common	people,	such	as	farmhouses	and	town	houses.		Generally	
speaking,	minka	refer	to	traditional	Japanese	houses.		However,	since	very	few	houses	constructed	
before	the	Muromachi	Period	(1333¬1573)	remain,	minka	also	refer	to	houses	of	today.			

One	of	the	remarkable	characteristics	of	minka	is	the	effect	that	the	local	environment	has	on	their	
construction.		It	is	natural	that	minka	have	been	influenced	by	their	surroundings	since	the	materials	
used	in	construction	were	produced	locally,	the	technique	of	building	was	fostered	locally,	and	the	
craftsmen	were	local	citizens.		For	example,	bamboo	roofs	and	doors	are	characteristic	of	minka	in	the	
southern	part	of	Kyushu.		This	is	because	this	area	contains	a	great	amount	of	bamboo.		The	eaves	of	the	
main	houses,	the	roofs	of	huts,	the	floors	of	living	rooms,	and	the	doors	of	buildings	are	al	l	made	out	of	
bamboo.		Nowhere	else	in	Japan	is	bamboo	so	widely	used	in	t	he	construction	of	minka.		Another	
example	of	local	influence	comes	from	the	fact	that	thatch,	the	ideal	material	used	for	making	roofs,	
was	not	easily	available.		So	in	mountainous	regions	where	timber	materials	were	easily	available,	many	
shingle	roofs	can	be	found,	and	in	districts	with	volcanic	ashes	lacking	cl	ay,	thatched	walls	and	shingles	
are	common.			

Another	characteristic	of	minka	is	the	influence	that	the	feudal	system	had	on	their	design.		This	was	
inevitable	since	the	idea	for	minka	was	formed	in	a	society	with	an	800-year-old	feudal	system.		The	
minka,	therefore,	show	differences	according	to	rank.		Those	of	higher	rank	had	larger	minka	which	had	
roofs	with	long	ridges	containing	many	crests.		Gates,	porches,	and	horizontal	pieces	of	timber	of	these	
minka	were	much	more	elaborate	than	those	owned	by	people	of	lower	rank.		Within	the	minka	
themselves	was	evidence	of	the	feudal	system.		There	were	four	different	floor	levels	in	each	minka,	and	
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people	sat	according	to	their	ranks,	with	the	highest	ranks	at	the	top.		The	four	levels,	from	highest	to	
lowest,	consisted	of	a	raised	floor,	a	straw-matted	floor,	a	floor	covered	with	planks,	and	an	earthen	
floor.			

The	term	"minka"	is	first	found	in	an	ancient	Chinese	document	called	Shih	Chi	(Historical	Memories),	by	
Ssu-ma	Chien	(145-?	B.C.),	a	famous	historian	of	the	Earlier	Han	Period	(202	B.C.-	8	A.D.).		Minka	is	also	
referred	to	in	a	collection	of	Chinese	poems	from	the	Sung	dynasty	(960-1279).		Azuma	Kagami	(The	
Mirror	of	the	East),	a	historical	record	of	the	Kamakura	Period	(1192-1333),	described	minka	for	the	first	
time	in	Japan.		It	says	that	on	May	15,	1186,	during	a	battle	between	the	Minamoto	and	the	Taira,	
Minamoto-no-Yukiie	(?	-	1186),	the	general	of	the	Minamoto,	escaped	his	pursuers	by	hiding	in	"a	place	
above	the	second	story	of	a	minka."	From	the	end	of	the	Heian	Period	(794-1185)	to	the	beginning	of	
the	Kamakura,	minka	was	not	the	only	term	used;	"minya"	was	also	used	frequently.		For	example,	Heiji	
Monogatari	(Heiji	Story),	a	military	story	written	in	the	Kamakura	Period,	says	that	when	the	house	of	
Fujiwara-no	Shinzei	(?-1159),	a	famous	scholar,	was	set	on	fire,	"many	minya	were	destroyed."		

"Minya"	cannot	be	found	in	any	Japanese	dictionary	of	the	early	Muromachi	Period.		However,	in	the	
Japanese	dictionary	Shogengaku	Koetsu	Yoshu,	published	in	1698,	both	minka	and	minya	appear.		Minka	
became	the	sole	term	when	pioneer	ethnologists	of	the	Taisho	Era	(1912-1926)	began	to	use	minka	
exclusively.			

There	is	no	English	equivalent	for	minka.		Frequently	"a	rural	house"	is	used	as	a	translation.		However,	
minka	means	"a	nonurban	house,"	excluding	a	town	house.		"The	people's	house"	has	a	broader	
meaning	and	"the	public's	house"	means	a	pub	in	England	and	is	called	a	bar	in	America.		Although	a	
farmhouse	and	a	town	house	can	be	used,	"the	common	people's	house"	seems	to	be	the	most	proper	
translation	of	minka.		Since	this	term	originated	in	Japan	and	has	been	polished	throughout	its	long	
history,	it	may	be	impossible	to	translate	it	precisely	into	one	word.			

Role	of	Tategu		
Tategu	is	a	general	term	for	structures	that	divide	a	house	into	rooms.		Shoji,	fusuma,	glass	doors,	and	
wooden	doors	are	all	examples	of	tategu.		Tategu	create	a	stage	on	which	the	family	members	of	a	
house	live	their	lives.		Tategu	also	play	an	important	part	in	adjusting	space	while	adding	to	the	beauty	
of	Japanese	architecture.			

Most	roams	are	divided	with	tategu	such	as	shoji	and	fusuma.		An	interesting	characteristic	of	Japanese	
architecture	is	that	when	these	tategu	are	removed,	the	whole	house	becomes	one	room.		Shoji	best	
express	the	beauty	of	Japanese	architecture.		Shoji	were	once	called	"light	shoji"	because	they	were	
designed	to	take	in	and	spread	light.		Generally,	they	are	used	to	divide	a	veranda	from	a	room	or	are	
used	in	exterior	rooms.		It	is	necessary	to	protect	these	shoji	from	rain.		A	shoji	that	is	planked	for	
protection	against	rain	is	called	a	Koshitsuki-shoji	(shoji	with	a	waist).		A	shoji	that	has	a	waist	with	a	
height	of	sixty	centimeters	or	more	is	called	a	Koshidaka-shoji	(shoji	with	a	high	waist).		The	papered	
shoji	of	today	are	said	to	have	originated	in	the	Heian	Period	in	houses	of	aristocrats.		Before	then,	
Tsuitate	(single-leaf	screens)	had	been	called	tsuitate	shoji	and	fusuma	were	called	fusuma	shoji;	thus,	
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all	partitions	were	called	shoji.		Shoji	paper	was	first	imported	from	China.		It	was	generally	thick	and	
tore	easily.		Japanese	paper	was	soon	developed	that	was	thin	and	strong.		As	it	began	to	be	used	for	
tategu,	it	was	simply	called	shoji.			

Today,	the	best	shoji	paper	in	Mino	paper.		Mino	paper	is	characterized	by	its	strength	and	excellent	
optical	performance.		Its	superior	optical	characteristics	include	high	permeability,	which	permits	light	to	
pass	through	the	paper,	as	well	as	a	remarkable	ability	to	diffuse	light.		About	half	of	the	light	which	
strikes	shoji	paper	is	reflected,	so	shoji	looks	white	from	every	direction.		Shoji	paper	differs	from	
frosted	glass,	which	does	not	reflect	light	well	and	has	poor	permeability,	causing	it	to	look	gray	from	
the	inside	of	the	room.		Mino	paper	also	diffuses	light	evenly.		Therefore,	inside	of	a	room	equipped	
with	shoji	is	filled	with	a	dim	and	soft	light.		When	something	is	placed	outside	a	shoji,	its	form	cannot	
be	identified	through	the	paper.		With	respect	to	these	properties	of	light,	a	shoji	is	far	superior	to	a	
glass	door.		In	addition,	although	it	is	constructed	with	only	a	thin	paper,	shoji	have	considerable	heat	
retention.		A	shoji	has	good	air	permeability,	another	characteristic	that	a	glass	door	doesn't	have.		
Moreover,	when	it	is	stained	or	torn,	a	shoji	can	be	papered	again.		With	shoji,	Japanese	architecture	
succeeded	in	dividing	rooms	so	as	to	allow	a	soft	and	gentle	diffusion	of	light.			

A	fusuma	also	divides	rooms,	but	both	sides	of	the	wooden	frame	are	covered	with	a	thick	Japanese	
paper	or	cloth.		A	fusuma	is	stronger	than	a	shoji,	but	it	shuts	out	light	entirely.		It	can	be	used	as	a	
partition,	a	closet	door,	or	a	door	of	a	shelf.		Fusuma	are	also	called	Karakami	(Chinese	Paper).		In	
ancient	times,	paper	introduced	from	China	was	attached	to	a	door.		A	Japanese	house	became	capable	
of	separating	or	combining	two	rooms	by	using	fusuma,	which	slid	easily	between	the	lintel	and	the	
doorsill.		The	secret	of	the	fusuma's	light	weight	lies	in	the	utilization	of	the	tensile	force	of	the	paper.		
The	thin,	wooden	frame,	similar	to	a	shoji's,	has	several	sheets	of	paper	placed	on	both	sides.		A	fusuma	
retains	its	shape	because	of	the	tension	of	the	paper,	not	because	of	the	strength	of	the	frame.		This	can	
be	seen	when	a	frame	becomes	distorted	and	unreliable	after	all	the	paper	is	removed.		With	the	
combination	of	the	frame	and	the	tensile	force	of	the	paper,	the	fusuma	always	keeps	its	original	form.		
It	seems	likely	that	no	Western	structure	utilizes	paper	in	this	way.		This	idea	is	based	on	the	long	
experience	of	the	Japanese.		In	addition,	a	fusuma,	like	a	shoji,	is	quite	good	at	trapping	heat.		In	this	
respect,	fusuma	are	far	better	than	wooden	doors.			

In	addition	to	shoji	and	fusuma,	other	tategu	include	ita-do	wooden	doors,	and	screens.		The	history	of	
tategu	starts	with	ita-do.		They	are	constructed	with	wood	from	planks	of	wood.		Ita-do	constructed	with	
wood	from	Japanese	cedar	are	called	sugi-do.		When	wood	is	taken	from	a	tree	that	is	over	one	
thousand	years	old,	the	tree's	growth	rings	make	the	door	look	spectacular.		Ita-do	are	usually	used	for	
partitioning	a	veranda	or	for	dividing	a	veranda	from	a	corridor.		They	are	used	as	an	entrance	and	exit	
of	a	room	with	a	water	supply.		Reed	screens	a	used	in	the	summer	to	allow	good	ventilation	and	to	
control	sunlight.		Reed	screens	are	constructed	with	ditch	reed,	cattail,	bamboo,	or	similar	materials,	
instead	of	the	Japanese	paper	that	is	used	in	shoji	and	fusuma.		A	reed	screen	fitted	with	a	thin,	split	
bamboo	crosspiece	is	much	cooler	than	a	shoji	or	a	fusuma.		Some	reed	screens,	like	some	shoji,	are	
planked	and	have	waists.		They	can	create	cool	rooms	in	which	work	can	performed	in	the	heat	of	
summer.			
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When	Western	people	hear	that	Japanese	houses	are	made	of	wood	and	paper,	they	imagine	that	they	
must	look	cheap.		But	when	they	actually	see	a	grand	hall	of	several	hundred	tatami	connected	with	
paper,	they	express	their	surprise.		An	amazing	aspect	of	the	Japanese	architecture	lies	in	the	fact	that	
the	Japanese	have	transformed	a	sheet	of	paper	into	a	wall	in	a	country	that	is	frequently	ravaged	by	
monsoons.			

The	Beauty	of	a	Lattice	
A	street	lined	with	lattice	is	full	of	beauty	and	emotion.		Lattices	are	also	called	"lattice	windows."	A	
lattice	combines	vertical	pieces,	known	as	Koshiko,	with	horizontal	pieces,	known	as	Nuki.		A	lattice	
which	has	more	vertical	than	horizontal	pieces	is	called	Renji.		A	typical	lattice	of	today	is	one	in	which	
the	width	of	each	koshiko	is	the	same	distance	as	the	distance	between	each	koshiko.		Good	materials	
for	making	these	lattices	include	Hinoki	(pine)	and	Sugi	(cedar).			

An	interesting	aspect	of	lattice	lies	in	the	connection	between	inside	and	outside.		On	the	hot	days	of	
summer,	a	cool	wind	passes	through	a	lattice.		When	taking	a	nap,	a	person	sleeping	behind	a	lattice	
cannot	be	seen	from	outside.		The	same	is	not	true	if	there	is	no	lattice.		Also,	since	it	is	darker	in	a	
house	than	on	a	street	during	the	day,	the	outside	can	be	seen	much	easier	than	the	inside.		Someone	in	
a	room	behind	a	lattice	can	choose	to	speak	to	people	walking	by	or	disregard	them.		At	night,	the	
opposite	holds	true.		If	people	inside	the	house	do	not	wish	to	be	seen,	however,	they	have	only	to	shut	
a	shoji.		It	is	enjoyable	to	watch	a	dimly	lit	street	while	light	comes	into	your	room	through	a	shoji.			

In	Kyoto	during	the	Warring	States	Period	(1477-1573)	lattices	began	to	be	used	in	minka,	which	had	
developed	in	the	beginning	of	the	era.		Almost	all	tradesmen's	houses	in	Kyoto,	which	were	destroyed	
during	the	Onin	War	(1467-77)	were	restored	with	lattices.		This	was	not,	however,	the	first	time	a	
lattice	appeared.		Its	origins	can	be	traced	back	to	the	Heian	Period.		At	this	time	only	high-ranking	
aristocrats	were	permitted	to	have	lattices.		A	lattice	made	it	possible	for	those	of	high	rank	to	converse	
with	those	of	low	rank	without	showing	their	faces.		In	1184,	during	a	battle	between	the	Minamoto	and	
the	Tiara	around	Kyoto,	Yoshitsune,	the	general	of	the	Minamoto,	visited	the	retired	emperor	Go-
Shirakawa	(1127-92).		During	their	meeting,	however,	Yoshitsune	could	not	see	the	ex-emperor's	face	
since	there	was	a	lattice	between	them.		Thus,	a	lattice	in	the	age	of	aristocrats	was	a	symbol	of	social	
status.		However,	over	the	next	400	years,	commoners	gradually	began	using	lattices	to	enhance	the	
comfort	and	beauty	of	their	homes.			

One	of	the	most	popular	lattices	was	the	Kyo-goshi	(lattice	of	Kyoto)	The	term	was	created	by	people	of	
the	Heian	Period	who	longed	for	an	urban	style.		The	Kyo-goshi	lattice	is	a	subtle,	wooden	lattice	which	
can	be	attached	to,	or	removed	from,	a	house.		These	interlocking	Kyo-goshi	are	also	referred	to	as	
Bengara-goshi	(red-ocher	lattices)	because	each	lattice	has	a	dark	red	coating	of	colcothar,	which	is	used	
to	prevent	corrosion.		A	row	of	lattices	on	a	street	of	Kyoto	portrays	the	beauty	and	atmosphere	of	the	
city.		There	are	many	Kyo-goshi	styles.		One	which	gives	an	extremely	beautiful	impression	visually	is	
Senbon-goshi	(lattice	of	one	thousand	Koshiko);	the	Koshiko	are	close	and	especially	narrow.		Needless	
to	say,	there	are	a	great	number	of	Koshiko,	not	really	one	thousand.			In	addition	to	Kyo-goshi,	we	
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occasionally	see	square	or	rectangular	lattices	made	of	thin	materials.		Such	lattices	are	interlocking,	
making	them	similar	to	Kyo-goshi,	but	the	squares	created	by	the	Koshiko	and	nuki	are	larger.		Although	
they	are	in	the	minority	in	Kyoto,	such	lattices	are	often	seen	in	Takayama,	Gifu	Prefecture.		Presumably	
these	lattices	came	to	Takayama	as	people	moved	there	from	Kyoto.		When	these	lattices	began	to	
disappear	from	Kyoto,	they	remained	in	Takayama.		This	theory	is	supported	by	the	fact	that	Takayama	
lies	in	a	mountainous	district,	and	the	delicate	beauty	of	the	lattices	seems	out	of	place	in	this	rugged	
area.			

When	carefully	studying	a	tradesman's	house	in	Kyoto	possessing	these	lattices	with	larger	squares,	we	
can	see	marks	which	have	worn	down	the	lattice's	frame.		These	marks	are	where	bridles	for	oxen	and	
horses	were	fastened.		In	tradesman's	houses,	lattices	such	as	Komeya-koshi	(lattices	of	a	rice	store),	
Sumiya-koshi	(lattices	of	a	charcoal	dealer),	and	Sakaya-koshi	(lattices	of	a	sake	dealer),	which	had	wide	
and	thick	koshiko,	were	used	to	fasten	oxen	and	horses	that	carried	merchandise	for	trade.		Maruta-
koshi	(log-lattices),	which	are	made	of	split	logs,	belong	to	this	group	as	well.		These	lattices	are	not	
interlocking	like	the	Kyo-goshi	,	but	instead	are	directly	fixed	to	the	body	of	a	house.		Such	lattices	are	
called	Dai-koshi.		Most	of	these	can	be	opened	or	closed	depending	on	the	time	of	day	or	the	weather.		
Other	examples	include	Take-goshi,	which	are	constructed	of	bamboo;	Kuroki-goshi,	lattices	which	form	
a	wave	pattern;	and	Uzu-goshi,	lattices	with	irregularly	arranged	crosspieces,	giving	them	the	impression	
of	a	rolled-up	scroll.		Indeed,	there	are	various	designs	used	in	the	construction	of	lattices.		It	is	
interesting	to	note	that	while	a	lattice	is	very	simple	and	ordinary	in	its	design,	its	great	beauty	makes	it	
an	important	part	of	Japanese	architecture.			
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YAKIMO	JAPANESE	POTTERY	
Both	the	Ogata	brothers	greatly	influenced	the	arts	of	Japan,	each	in	his	own	field:	Kenzan	(1663-1743)	
was	a	renowned	potter	and	Korin	(1658-1716),	the	representative	painter	of	the	Edo	Period	(1603-1867).		
Ogata	Kenzan	wrote	in	his	book	Tohodensho,	"There	is	no	Japanese	clay	which	is	unsuitable	for	making	
pottery."	This	statement;	expressed	his	deep	confidence	in	the	quality	of	Japanese	pottery	and	at	the	
same	time	indicated	his	belief	that	the	clay	suitable	for	making	pottery	was	easily	available	almost	
anywhere	in	Japan.			

Some	four	hundred	pottery	workshops	with	kilns	are	scattered	throughout	all	parts	of	the	Japanese	
islands.		Despite	the	fact	that	the	art	of	making	pottery	was	greatly	influenced	by	that	made	in	China	and	
Korea,	the	pottery	baked	in	Japanese	kilns	today	excels	mainland	Asian	pottery	in	technique.		
Production	figures	exceed	those	of	any	other	country	in	the	world:	Last	year	alone	the	pottery	industry	
sold	1.2	trillion	yen-worth	(US	$4	billion).		With	exports	far	in	excess	of	any	other	country,	it	is	no	
exaggeration	to	say	that	Japan	is	the	pottery	capital	of	the	world,	for	the	quality	and	variety	of	Japanese	
pottery	is	unsurpassed	world-wide.			

The	Japanese	have	used	pottery	since	the	dawn	of	Japanese	history,	so	it	can	be	said	that	pottery	is	
essential	to	everyday	life.		The	huge	number	of	Japanese	potters,	their	highly-developed	techniques,	and	
diversified	styles,	has	attracted	attention	both	in	the	domestic	market	and	in	other	countries.		
Consequently,	many	people	come	to	Japan	to	study	the	art	of	ceramics	as	well	as	the	pottery	business.		
Many	foreigners	even	apprentice	themselves	to	Japanese	pottery	masters	to	learn	the	trade	firsthand.			

What	are	the	characteristics	peculiar	to	Japanese	pottery?	Mr.		Koyama	Fujiyo,	an	expert	on	both	
Chinese	and	Japanese	ware,	explains	one	characteristic	peculiar	to	Japanese	pottery	and	compares	it	
with	the	Chinese.		"{A	noticeable	characteristic	is	that}	Japanese	pottery	echoes	nature."		In	other	words,	
the	surface	of	most	Japanese	pottery	is	reminiscent	of	the	shape	of	rocks	and	of	the	trunks	of	trees,	
giving	the	impression	of	being	fashioned	by	nature	rather	than	by	man.		Chinese	pottery,	which	can	
boast	a	4,000-year-old	history,	not	only	has	its	own	particular	beauty	but	also	evinces	a	dexterity	and	
consummate	skill	developed	over	the	ages.		It	is,	however,	more	formal	than	the	Japanese	varieties,	
which,	being	closer	to	nature,	express	softness,	warmth	and	tenderness.		Because	Japanese	pottery	
places	less	emphasis	upon	artificial	coloring,	shape	and	design,	its	distinguishing	characteristic	is	its	
natural	beauty:	Japanese	potters	make	full	use	of	the	intrinsic	characteristics	and	properties	of	the	clay	
to	bring	out	the	beauty	in	the	body	of	the	work.			

The	Long	History	of	Pottery-Making	in	Japan		
It	has	been	said	that	the	potter’s	art	began	around	5,000	B.C.	in	Egypt	and	Mesopotamania,	but	in	Asia	
its	origin	can	be	traced	back	to	the	Jomon	Period	(ca.		8000	B.C.-3rd	century	B.C.)	in	Japan.		Jomon	
Period	pottery	is	easily	identifiable	by	its	straw	rope	pattern.		Some	Japanese	earthenware	has	even	
been	proven	to	be	over	10.000	years	old,	thus	being	the	oldest	known	pottery	in	the	world.			
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Chinese	and	Korean	potters	had	developed	more	advanced	techniques	much	earlier	than	their	
counterparts	in	Japan.		They	were	glazing	earthenware	as	early	as	the	Yin	Dynasty	(1350	B.C.-1027	B.C.),	
but	the	Japanese	were	not;	it	was	as	late	as	the	Old	Tomb	Period	(4th-6th	century	A.D.)	that	Sue	pottery	
was	glazed,	inadvertently,	while	it	was	being	fired.		The	Japanese	did	not	begin	to	apply	an	artificial	glaze	
to	their	pottery	until	the	8th	century;	therefore,	in	glazing	techniques,	they	lagged	some	2000	years	
behind	the	Chinese	and	about	1000	years	behind	the	Koreans.			

Japanese	culture	reached	a	peak,	especially	in	such	fields	as	painting,	sculpture	and	literature,	in	the	
Nara	(710-793A.D.)	and	the	Heian	(794-1191)	Periods,	the	time	of	the	ancient	nobles.		However,	the	
pottery	of	those	periods	neither	prized	nor	technically	advanced.		Even	though	the	Chinese	were	
producing	such	ceramics	as	decorous	celadon	and	gorgeously	colored	and	patterned	porcelain	during	
these	periods,	the	Japanese	seemed	to	be	unwilling	or	unable	to	improve	upon	the	Sue	ware,	which	was	
inferior	to	the	Chinese	both	in	quality	and	technique.			

Perhaps	one	reason	that	the	Japanese	lagged	behind	the	Chinese	in	developing	pottery	was	that	in	
those	long-ago	days	wooden	ware,	especially	Lacquer,	was	far	more	popular	for	everyday	use,	probably	
due	in	large	part	to	the	high-quality	wood	in	the	abundant	forests.		The	nobles,	however,	wanted	
pottery	of	a	quality	and	beauty	comparable	to	Chinese	ware,	and	continuously	attempted	to	influence	
the	potters	accordingly.		The	result	was	Sansai	ware,	pottery	glazed	in	three	colors,	which,	although	a	
copy	of	the	Chinese	To-sansai,	was	inferior	to	it.		But	the	pressure	that	the	nobles	exercised	on	the	
potters	certainly	contributed	to	the	emergence	of	a	new	era	of	the	potter's	art,	which	was	imbued	with	
the	spirit,	feeling	and	taste	of	the	Japanese	people.			

The	Rokkoyo--The	Six	Old	Kilns	of	Japan		
It	was	not	until	the	12th	century	that	the	Japanese	potters	began	to	fire	the	clay	in	the	accepted	manner	
in	such	areas	as	Rokkoyo,	which	means	"six	old	pottery	making	areas."		These	areas	include	Seto	and	
Tokoname	(Aichi	Prefecture);	Echizen	(Fukui);	Tanba	(Hyogyo);	Bizen	(Okayama);	and	Shigaraki	(Shiga).		
Most	of	the	pottery	consisted	of	everyday	articles	needed	by	farmers	such	as	pots,	jars,	and	bowls.		The	
earthenware	produced	in	this	area	(with	the	exception	of	Seto)	was	never	artificially	glazed,	but	
sometimes	in	the	act	of	firing	became	accidently	glazed	due	to	the	action	of	the	ashes;	the	firing	
rendered	it	completely	water-tight.		Many	sentimental	lovers	of	Rokkoyo	pottery	are	attracted	to	it	
because	of	its	simple,	unpretentious	beauty	

Shigaraki,	one	of	the	Rokkoyo	pottery-making	areas,	is	located	in	the	low	mountainous	region	south	of	
Lake	Biwa,	which	is	today	a	center	of	production	of	beautiful	ceramic	flowerpots,	garden	and	cooking	
utensils.		Owing	its	fame	primarily	to	the	rare	and	priceless	pottery	produced	during	the	Kamakura	and	
Muromachi	Periods	(roughly	from	1192-1573),	the	name	Shigaraki	still	elicits	respect	from	pottery	
connoisseurs	throughout	Japan.			

Shigaraki	pots	are	roughly	classified	into	two	sizes:	large,	over	one	meter	in	height,	and	small,	twenty	to	
thirty	centimeters	in	height,	which	are	usually	called	Uzukumaru		(“to	crouch")	because	their	shape	
resembles	a	man	in	a	crouching	position.		These	smaller	pots	were	originally	used	by	farmers	as	a	
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receptacle	for	holding	seeds,	but	later	on	in	history,	when	Sado,	the	tea	ceremony,	became	popular,	the	
simple,	unpretentious	beauty	of	such	pots	was	highly	appreciated	by	such	distinguished	tea	masters	as	
Sen	no	Rikyu.		The	Shigaraki	pot	then	came	to	be	used	as	a	flower	vase	or	a	water	jug	in	the	tea	
ceremony,	thus	making	rapid	strides	up	the	ladder	of	fame.			

Today	many	pottery	lovers	informally	place	such	a	pot	on	a	rock	which	they	have	moved	from	the	
garden	or	entrance	hall	of	the	house	or	proudly	exhibit	it	in	the	Tokonoma,	the	alcove	in	the	guest	living	
room,	together	with	a	seasonal	flower	arrangement.		If	a	guest	were	to	make	even	one	appreciative	
remark	about	the	pottery,	the	host	would	surely	beam	as	though	his	first	grandson	were	being	admired	
and	praised.			

Added	to	the	beauty	of	Shigaraki	ware	is	the	charm	of	its	unglazed	surface.		The	earth	used	for	making	
Shigaraki	is	a	coarse,	granular	type	which	contains	white	granite	sand.		When	the	unglazed	pottery	is	
fired	in	a	kiln,	a	dull	color	emerges.		Sometimes	the	pottery	acquires	a	reddish-brown	luster.		When	the	
greenish-colored	ashes	streak	the	surface,	they	form	the	diverse	natural	patterns	which	characterize	
Shigaraki	ware.		When	a	Japanese	looks	at	Shigaraki	ware,	in	his	mind's	eye	he	imagines	distant	
mountain	peaks	ringed	by	wispy	clouds	or	jagged	rocks	in	a	clear	mountain	stream	being	sprayed	by	a	
waterfall.			

Just	as	Shigaraki	ware	brings	to	mind	a	cool	mountain	scene,	Bizen	ware,	another	variety	of	Rokkoyo,	
can	be	said	to	exude	the	flavor	of	the	earth	itself.		Many	of	the	foreigners	who	visit	Japan	in	order	to	
learn	the	secrets	of	Japanese	pottery	by-pass	Seto,	the	most	famous	pottery-producing	area,	where	
distinguished	potters	with	superb	techniques	work	in	various	kinds	of	clays	and	glazes,	and	head	straight	
for	Bizen,	where	the	dark	brown	pottery	gives	the	impression	of	calm	strength.			

Whereas	most	potters	use	mountain	clay,	Bizen	potters	are	unique	in	their	use	of	the	black	earth	of	the	
paddy	fields.		A	true	lover	of	pottery	will	upend	an	object	in	order	to	examine	the	elevation	at	the	
bottom,	because	he	will	then	be	able	to	see	the	material	of	which	it	is	made,	even	though	it	is	glazed,	
since	the	base	material	determines	the	quality	and	characteristics	of	any	piece	of	pottery.		Bizen	ware,	
which	is	so	full	of	the	flavor	of	the	earth,	is	especially	subject	to	this	careful	examination.		Accordingly,	
the	people	in	and	around	the	Okayama	area	where	Bizen	is	produced	would	search	for	and	procure	their	
superior	quality	earth	for	such	distinguished	potters	as	the	late	Kaneshige	Toyo,	who,	as	an	expert	on	
contemporary	Bizen	ware,	would	buy	it	for	his	own	work	no	matter	what	the	price.			

The	longer	the	earth	for	making	pottery	is	preserved,	the	more	excellent	it	becomes.		Therefore,	the	
families	who	have	been	potters	for	generations	preserve	the	earth	for	generations	before	molding	it	
into	a	work	of	art.		This	is	especially	true	of	Bizen	ware,	which,	made	from	Okayama	earth,	must	be	fired	
in	the	kiln	at	a	low	temperature	for	a	long	time	because	it	is	particularly	sensitive	to	heat.		In	the	same	
way	as	Shigaraki	ware,	Bizen,	after	emerging	from	the	kiln,	exhibits	various	distinctive	patterns.		Since	
Bizen	ware	does	not	use	any	glaze	at	all,	the	natural	patterns	which	appear	on	the	surface	are	due	
entirely	to	the	changes	in	the	temperature	of	the	kiln	and	the	variances	in	the	action	of	the	flames.		For	
example,	the	flames	will	vary	with	the	temperature	and	the	amount	of	air	in	the	kiln,	forming	reddish-
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brown	lines	called	Hidasuki.		Even	a	slight	change	in	temperature	contributes	to	the	formation	of	a	
bluish	or	wine-red	pattern,	called	Sangiri,	on	the	dark	brown	surf	ace.			

Nowadays	pottery,	which	is	made	not	only	in	the	Rokkoyo	areas,	but	also	in	many	other	places,	ranges	
from	tableware,	pots	and	vases,	to	drain	pipes	and	bricks.		Some	of	these	are	excellent,	others	are	not.		
It	is	the	pottery	produced	from	the	12th	to	the	14th	centuries	which	is	most	highly	appreciated	as	the	
flowering	of	Japanese	ceramic	arts.			

The	Further	Development	of	Japanese	Pottery		
The	period	from	the	unification	of	Japan	by	the	warlord	Oda	Nobunaga	in	1576,	to	the	adopt	ion	of	the	
isolation	policy	by	the	Shogun	Tokugawa	Iemitsu	in	1639,	was	revolutionary	in	many	fields,	including	
politics,	economics	and	culture.			

In	this	period	the	distinguished	rulers	Oda	Nobunaga,	Toyotomi	Hideyoshi	and	Tokugawa	Ieyasu	
successively	tightened	their	military	power	until	1603,	when	the	Tokugawa	family	and	their	satellite	
samurai	gained	absolute	control	of	the	government.		While	these	rulers	were	battling	to	unify	the	
government,	they	also	concentrated	on	trade	with	China	and	Southeast	Asia.		One	lord	in	Kyushu	even	
sent	a	delegation	as	far	as	Rome.			

Of	the	three,	only	Toyotomi	Hideyoshi	harbored	the	grandiose,	but	abortive,	ambition	to	conquer	
foreign	lands.		To	realize	this	dream,	Hideyoshi	twice	sent	his	army	to	the	Korean	peninsula,	but	his	
original	ambition	was	far	grander	"To	conquer	Korea	and	then	China,	to	put	the	[then]	Japanese	
Emperor	on	the	Chinese	throne	to	rule	over	China	with	my	nephew	as	his	prime	minister,	to	promote	
the	Crown	Prince	or	his	uncle	to	the	throne	of	Japan	as	Emperor,	and	to	station	my	devoted	retainers	at	
the	border	between	China	and	India.		I	myself	will	reside	in	Japan	to	issue	orders	to	all	three	countries."	
But	his	dreams	ended	unfulfilled	when	he	died	of	illness	in	1598.			

Even	though	he	failed	to	conquer	the	Eastern	world,	his	ambition	and	grandeur	were	reflected	in	the	
culture	of	his	era.		Huge	castles	and	imposing	mansions	were	built	and	ornamented	with	exquisite	
paintings	and	other	works	of	art.		It	was	an	era	in	which	spectacular	beauty	held	sway.		During	this	era	
the	Cha-no-yu,	tea	ceremony,	one	of	the	traditional	Japanese	accomplishments,	became	a	widely-
practiced	cultural	art.		It	had	at	first	became	popular	among	warlords	and	neither	Hideyoshi	nor	
Nobunaga	was	an	exception.		They	loved	and	cherished	the	decorous	Cha-wan,	tea	bowl,	which	had	
been	imported	from	China.		Hideyoshi,	who	was	excessively	fond	of	display,	used	articles	of	pure	gold	
for	the	tea	ceremony.			

But	not	everyone	concurred	with	Hideyoshi's	conception	of	the	tea	ceremony	as	an	ostentatious	
spectacle.		The	famous	tea	master	Sen-no-Rikyu,	preferring	a	quiet,	sober	and	deeply	profound	
ceremony,	established	the	Wabi-cha,	the	more	refined	ceremony	from	which	the	tea	ceremony	as	it	is	
practiced	today	has	developed.		Sen-no-Rykyu	expressed	his	fundamental	concept	of	the	tea	ceremony,	
"The	[real]	Cha-no-yu	is	[found]	in	a	hermitage."	To	express	this	philosophy,	he	abandoned	the	ornate	
utensils	revered	by	Hideyoshi	for	the	simple	and	unpretentious	as	exemplified	by	Shigaraki	wares.		He	is	
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even	reported	to	have	used	an	ordinary	earthenware	Korean	rice	bowl	to	serve	as	a	tea	bowl	in	the	tea	
ceremony.			

With	the	impetus	given	it	by	the	preferences	of	the	master	of	the	tea	ceremony,	Sen-no-Rykyu,	
Japanese	pottery	reached	what	is	considered	its	golden	age.		In	the	entire	history	of	Japanese	pottery,	
that	of	the	age	of	Sen¬no-Rykyu	is	the	most	vital,	the	most	varied	in	shape	and	pattern,	softness	and	
warmth.		It	is	the	pottery	of	this	age	that	makes	us	feel	“This	is	the	age	of	true	Japanese	pottery.”		

The	center	of	pottery	making	at	that	time	was	Mino	(present-day	Gifu	Prefecture).		Mino	ware,	as	it	is	
generally	called,	includes	the	famous	Shino	and	Oribe	wares.		The	Nobel	prizewinner	for	literature,	the	
late	Kawabata	Yasunari,	who	had	vast	knowledge	of	the	arts,	refers	to	Shino	ware	in	his	book	Senbazuru,	
Thousand	Cranes.		The	Shino	tea	bowl	itself	becomes	personified	as	a	minor	character	in	his	
masterpiece:	“He	saw	his	escape	in	the	Shino	water	jar.		He	knelt	before	it	and	looked	at	it	appraisingly,	
as	one	looks	at	tea	vessels.”	

“A	faint	red	floated	up	from	the	white	glaze.		Kikuji	reached	to	touch	the	voluptuous	and	warmly	cool	
surface.		‘Soft,	like	a	dream,	even	when	you	know	as	little	as	I	do	you	can	appreciate	good	Shino.’			Like	a	
dream	of	a	woman,	he	had	thought,	but	he	had	suppressed	the	last	words...In	the	three	or	four	hundred	
years	before	it	became	the	property	of	Mrs.		Ota,	it	had	passed	through	the	hands	of	people	with	what	
strange	careers?	‘Beside	the	iron	kettle,	the	Shino	looks	even	more	like	a	beautiful	woman,’	Kikuji	said	to	
Fumioko.		‘But	it's	strong	enough	to	hold	its	own	against	the	iron.’	The	luster	glowed	quietly	from	the	
white	depths.”		It	is	said	that	the	price	of	Shino	tea	bowls	rose	sharply	as	a	result	of	the	popularity	and	
fame	of	his	book.		Whether	this	is	true	or	not,	the	fact	remains	that	these	tea	bowls,	especially	the	old	
ones,	are	extraordinarily	expensive.		Even	a	chipped	bowl	is	said	to	cost	two	million	yen	(US$20,000).		
Some	old	bowls	which	have	been	loved	and	treasured	from	generation	to	generation	are	estimated	to	
be	worth	no	less	than	ten	million	yen	($100,000).		Nowadays	in	Mino,	besides	tea	bowls,	various	other	
types	of	tableware	are	produced.		Its	warm	reception	can	probably	be	attributed	to	an	impression	of	
intimacy	which	appeals	to	the	taste	of	the	Japanese	people.			

Another	pottery	that	is	representative	of	the	Mino	area	is	Oribe.		In	sharp	contrast	to	the	calm,	mild	
Shino	ware,	Oribe	ware	gives	the	impression	of	boldness	and	daring.		The	pottery	was	named	after	its	
originator,	the	warlord	and	tea	master	Furuta	Oribe,	who	possessed	and	excellent	aesthetic	sense.		It	
was	not	unusual	for	him	to	slash	and	destroy	a	lovely	scroll	hanging	in	the	the	alcove,	complaining,	"It's	
ill-shaped,"	or	to	purposely	break	an	expensive	flawless	tea	bowl	or	tea	canister	only	to	mend	it,	the	
better	to	enjoy	it.		Since	the	founder	of	Oribe	ware	had	particular	tastes	and	a	forceful	personality,	the	
beauty	of	his	pottery	lies	in	its	daring	dark-green	patterns	and	distorted	shapes,	making	it	the	avant-
garde	of	Japanese	ceramic	wares.			

Exactly	what	kind	of	tea	bowls	did	Sen-no-Rykyu,	Oribe's	mentor	and	founder	of	today's	tea	ceremony,	
prefer?		He	taught	that,	"A	house	to	be	sufficient	for	a	dwelling	must	have	no	leaks	and	a	meal	must	
merely	prevent	hunger.		This	is	a	teaching	of	the	Buddha.		[Likewise]	Cha-no-yu	is	nothing	but	boiling	
water,	making	tea	and	drinking	it."	Naturally,	the	most	appropriate	type	of	tea	bowl	was	one	of	
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simplicity	and	serenity.		Thus,	Raku	ware	was	born.		It	is	still	popularly	said	that,	"In	tea	bowls,	Raku	is	
the	best,	Hagi	is	the	second	best	and	Karatsu	the	third	best."		Consequently,	Raku	tea	bowls	are	
considered	to	be	the	ones	most	suitable	for	enjoying	the	tea	ceremony	in	a	comfortable	natural	
atmosphere,	because	the	warmth	which	the	cup	generates	seems	to	caress	the	hands	of	the	bearer	so	
gently	that	he	is	loathe	to	surrender	it	at	the	end	of	the	tea	ceremony.		The	orthodox	Raku	ware,	which	
dates	back	four	hundred	years	to	the	age	of	Sen-no-Rykyu,	has	been	produced	exclusively	by	the	Raku	
family	in	Kyoto.		The	characteristics	of	Raku	ware	are:		

(1)	Only	tea	utensils	are	fired;	(2)	a	potter's	wheel	is	not	used-Raku	ware	is	made	completely	by	hand;	
and	(3)	only	red	and	black	glazes	are	used.		Among	successive	potters	of	the	Raku	family,	Chojiro,	the	
originator,	and	his	grandson	Donyu	are	the	most	famous.			

Because	the	method	used	to	make	Raku	ware	is	simple,	this	type	of	pottery	was	imitated	in	other	areas	
of	Japan	early	in	its	history.		But	if	kilns	other	than	the	one	in	Kyoto	are	used,	they	are	referred	to	as	
Wakigama,	subordinate	or	minor	kilns.		Wakigama	were	owned	by	feudal	lords,	the	descendents	of	
court	nobles,	painters,	Zen	priests	and	the	masters	of	a	number	of	tea	ceremony	schools,	including	the	
master	of	the	Sen	School.		Among	them	the	artists	Honami	Koetsu	(1663-1737)	and	Ogata	Kenzan	(1663-
1743)	are	particularly	famous	for	their	exquisite	Raku	ware.			

Over	the	years,	some	Raku	ware	has	been	so	corrupted	from	the	original,	however,	that	it	hardly	
deserves	to	bear	the	name.		It	has	degenerated	so	much	that	often	a	crowd	of	Yukata-(bathrobe)	
clothed	tourists	can	be	seen	outside	a	souvenir	shop	which	displays	the	shingle	"Raku	ware"	in	a	hot	
spring	resort	gaily	painting	their	own	designs	on	“Raku”	pottery	to	take	home	with	them.			

Other	excellent	wares	which	originated	at	this	same	time	were	Karatsu,	Hagi	and	Satsuma,	all	of	which	
are	still	popular	today.		The	techniques	for	making	these	wares	were	learned	from	Koreans	during	the	
Civil	Wars	Period	in	the	15th	century,	when	the	warlord	Hideyoshi	sent	his	army	to	invade	the	Korean	
peninsula.		It	was	a	tragic	war,	waged	at	the	cost	of	a	great	amount	of	money,	the	killing	of	an	enormous	
number	of	soldiers	on	both	sides,	and	the	causing	of	agonizing	suffering	to	the	people	of	Korea;	and	it	
ended	having	accomplished	nothing	except	to	bring	the	knowledge	of	how	to	make	Korean	pottery	to	
Japan.		Therefore,	some	potters	and	pottery	lovers	have	gone	so	far	as	to	call	the	ill-begotten	invasion	
"the	Pottery	War."		

At	the	time	of	the	invasion,	a	considerable	number	of	Koreans	collaborated	with	the	Japanese	army	by	
guiding	them	or	offering	them	transportation.		When	the	war	was	over,	many	of	these	Koreans	returned	
with	the	Japanese	army	to	Japan	under	threats	of	being	tried	for	treason	if	they	remained	in	Korea.		
Among	these	men	were	many	potters	who	continued	their	occupation	in	Japan	either	on	their	own	or	
under	the	patronage	of	the	feudal	lords	in	such	provinces	as	Karatsu,	Hagi	and	Satsuma.		This,	then,	is	
the	origin	of	the	wares	of	the	same	names.			

The	earth	used	for	Karatsu	ware	is	generally	black	and	granular,	containing	traces	of	iron	which,	when	
baked,	gives	it	the	hard	dark	grey	appearance	of	a	stone	or	rock.		Since	it	was	originated	by	Koreans,	
Karatsu	ware	is	very	similar	to	the	quiet,	simple	Korean	pottery	of	that	time.			
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In	contrast	to	Karatsu,	Hagi	ware,	which	also	was	originated	by	Koreans,	gives	an	impression	of	softness	
and	tenderness	because	it	has,	to	a	great	extent,	been	Japanized.		The	surface	is	a	naturally	greenish	
yellow	color	which	is	thinly	glazed	with	white.		Since	many	small	spots	form	in	the	baking	of	this	ware,	
each	piece	has	a	different	but	distinctive	pattern	that	makes	it	unique.		Consequently,	it	is	mainly	used	
to	make	tea	utensils,	sake	cups	and	bottles,	which	the	Japanese	love	and	treasure.		Over	a	long	period	of	
time,	their	color	gradually	darkens.		This	process	of	change	is	called	"Seven	Mutations	of	Hagi	Ware."		

About	fifty	kilns	are	dotted	over	Kagoshima	Prefecture	on	the	southernmost	tip	of	Kyushu.		The	pottery	
baked	in	those	kilns	is	called	Satsuma	after	the	old	name	of	the	province.		The	generic	name	of	Satsuma	
Pottery	includes	two	major	groups:	Kuromono	and	Shiromono.		Kuromono	is	made	of	red	clay	with	black	
glaze.		Shiromono	is	made	of	white	clay	glazed	with	a	special	transparent	glaze	and	then	fired	until	
minute	cracks	appear	on	the	surface.		At	first	glance,	Kuromono,	which	is	used	for	miscellaneous	objects	
such	as	pots,	bowls,	jars	and	jugs,	shows	no	special	attractive	features	and	brings	to	mind	a	rustic,	
brusque,	weather-beaten	farmer.		However,	on	further	inspection,	you	unexpectedly	find	something	
very	special	in	the	bulky,	heavy	pottery.		Until	about	forty	years	ago,	more	Kuranono	had	been	produced	
than	Shironono,	but	now	it	is	baked	in	only	four	of	the	fifty	or	so	Satsuma	kilns.		Despite	its	having	won	
first	prize	for	its	superior	design	in	an	American	pottery	exhibit	recently,	it	is	feared	that	the	remaining	
four	kilns	which	produce	Kuromono	may	be	phased	out	in	the	near	future.			

Shiromono	pottery	has	been	produced	by	many	successive	generations	of	the	Chinjukan	family.		The	
pottery,	called	Nishikide,	has	a	white	background	on	which	colorful	pictures	are	painted	in	gold.		The	
grace	and	elegance	of	this	pottery	can	be	traced	to	its	origin:	the	lord	Shimazu,	the	patron	of	the	family	
of	potters,	sponsored	them	for	study	in	Kyoto,	the	capital	of	that	time.		Because	they	internalize	the	
elegant	culture	of	the	court	nobles	in	their	designs,	Shiromono	is	considered	the	most	refined	of	all	
styles	of	Japanese	pottery.			

This	article	concentrates	on	Toki,	Japanese	pottery,	since	it	is	the	earthiness	and	naturalness	of	this	type	
of	ware	which	has	become	most	ingrained	in	Japanese	culture.			
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HISTORY	OF	FAMILY	CRESTS		
In	Japan,	a	"crest"	is	virtually	the	same	as	a	"coat	of	arms."	In	short,	the	crest	is	a	figure	which	is	used	as	
a	symbol	of	a	family,	and	is	handed	down	from	generation	to	generation.		One	interesting	aspect	of	
crests	is	that	they	are	only	seen	in	Japan	and	Europe.		A	coat	of	arms	in	Europe	represents	an	individual;	
in	one	family,	each	member	is	represented	by	a	different	coat	of	arms.		In	Japan,	however,	one	crest	is	
used	by	an	entire	family.		Therefore,	in	a	sense,	the	crest	is	unique	to	Japan.			

Two	aspects	about	how	the	crests	originated	should	be	understood.		The	first	has	to	do	with	the	origin	
of	the	designs	of	the	crests.		It	is	known	that	the	original	crest	designs	came	from	patterns	which	
depicted	things	found	in	nature.		In	the	sixth	century	in	particular,	many	beautiful	designs	appear	on	
imported	Buddhist	images	and	altar	fittings.		Some	of	the	earliest	crest	design	came	from	these.		In	
other	words,	foreign	cultures	had	an	influence	on	the	early	family	crests.		The	second	aspect	that	should	
be	understood	is	how	each	particular	pattern	developed	as	the	symbol	of	a	family.		However,	there	is	no	
clear	reason	for	this,	so	we	will	introduce	the	most	widely	accepted	explanation.			

The	original	crests	used	by	court	nobles	differ	from	those	used	by	the	samurai	class.		On	special	
occasions	during	the	Heian	Period	(794-1191),	court	nobles	came	to	the	Imperial	Court	in	ox-drawn	
carriages.		The	garden	of	the	Imperial	Court,	where	the	nobles	parked	their	carriages,	was	often	so	
crowded	that	people	became	confused	about	which	carriage	belonged	to	whom.		Around	the	eleventh	
century,	people	began	to	identify	the	owners	by	the	patterns	which	had	been	put	on	the	carriages	as	
decorations.		These	patterns	are	the	original	crests	used	by	court	nobles.			

Interestingly	enough,	the	crests	of	samurai	were	said	to	have	been	established	in	a	similar	way	around	
the	same	time.		When	samurai	from	different	regions	assembled,	the	patterns	each	samurai	family	put	
on	their	war	flags	and	camp	curtains	were	converted	to	crests.			

Japan	then	entered	the	age	of	feudalism	when	the	samurai	was	a	main	character.		To	survive	in	these	
chaotic	times,	samurai	needed	to	whip	up	the	fighting	spirit	of	their	vassals.		They	used	their	crests	as	a	
symbol	behind	which	their	vassals	could	unite.		The	crests	became	popular	among	samurai.		In	the	Edo	
Period	(1603-1867),	the	crest	was	considered	very	important	as	a	symbol	of	authority	of	each	samurai	
family.		Also	during	this	time,	merchants	and	commoners	began	using	crests	mainly	as	decorations.		This	
was	the	golden	age	of	family	crests,	when	various	designs	developed	in	response	to	an	increase	in	
demand.		However,	the	Meiji	Restoration	of	1868	put	an	end	to	the	samurai's	control.		The	culture	was	
westernized	and	the	role	of	the	crests	became	limited.		Today	they	are	mainly	used	for	formal	events	
and	decorating	tombstones.			

Family	Crests	Today		
There	are	about	20,000	different	crests	that	are	recognized	today.		They	are	classified	by	motif.		One	
type	of	crest	shows	designs	of	natural	phenomena	such	as	a	chrysanthemum,	wisteria	flower,	and	
hollyhock.		Animal	designs,	such	as	horses,	dragons,	and	cranes,	appear	on	other	family	crests.		Some	
display	items	used	in	everyday	life,	like	patterns	of	arrows,	coaches,	and	coins.		Designs	of	Chinese	
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characters	such	as	one,	mountain,	and	big	can	be	found	on	some	family	crests.		And	classical	designs	are	
displayed	on	others,	such	as	comma-shaped	patterns,	water	chestnuts,	and	hexagonal	patterns.		A	
curious	point	is	that	with	all	of	these	crests;	it	isn't	known	who	designed	them.			

As	mentioned	before,	in	society	of	today,	crests	are	mainly	used	on	important	ritual	occasions	such	as	
weddings	and	funerals.		This	seems	to	imply	that	the	Japanese	still	consider	crests	to	be	a	vital	part	of	
their	lives,	something	which	confirms	their	loyalty	to	their	families.			

Apart	from	the	practical	aspects	of	the	crests,	people	recently	are	the	beginning	to	give	a	renewed	
significance	to	crests	as	cultural	and	artistic	assets.		Most	Western	coats	of	arms	are	realistic,	while	
Japanese	family	crests	are	abstract.		Some	Japanese	crests	are	so	sophisticated	that	they	are	used	as	
trademarks	of	certain	companies.		The	crests	are	not	only	attractive	works	of	art,	but	also	have	the	
potential	to	be	sources	of	inspiration,	inviting	a	new	kind	of	art.			
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LUCKY	CHARMS		
"Keep	this	with	you	always.		It	protects	you	from	harm."		

Saying	this,	the	parent	hangs	a	long	string	with	an	Ornamori	(lucky	charm)	bag	around	the	child's	neck.		
This	bag	contains	a	piece	of	paper	with	the	child’s	name	and	address	in	case	the	child	gets	lost.		This	
small	piece	of	paper	is	a	symbol	of	the	parents'	love	for	their	child.			

Many	Japanese	can	remember	receiving	an	Ornamori	bag	from	their	parents.		Although	there	aren't	
many	children	who	carry	them	today,	many	kinds	of	Ornamori	still	exist.		For	instance,	people	still	use	
Ofuda	(a	lucky	charm	in	the	form	of	a	card)	with	words	such	as	Hi	no	yojin	(beware	of	fire)	and	Shobai	
hanjo	(good	luck	of	business).		Ofuda	are	placed	on	walls	and	entrances	of	buildings.		For	traffic	safety,	
Japanese	people	put	Ornamori	bags	and	mascot	dolls	in	their	cars.		In	fact,	most	of	the	cars	you	see	in	
Japan	contain	Ornamori	bags	and	mascot	dolls.			

The	popularity	of	Omamori	may	give	you	the	impression	that	Japan,	a	country	with	state-of-the-art	
technology,	still	values	unscientific	things	and	you	may	laugh	at	the	anachronism.		Fukuzawa	Yukichi	
(1835-1901),	a	great	philosopher	of	the	Meiji	Era	(1868-1912),	wrote	in	his	autobiography,	"I	once	used	
an	Ofuda	as	a	tissue,	but	nothing	bad	happened."		We	wouldn't	expect	an	intellectual	like	Fukuzawa	to	
give	much	credence	to	the	power	of	Ornamori.		Why	after	so	many	years	are	Ornamori	still	widely	used	
in	Japan?	The	truth	is,	Omamori	do	not	simply	represent	belief	in	superstition	or	magic.			

Mascot	dolls	originated	in	the	early	1930s.		They	began	to	be	used	in	cars	for	the	following	reason.		A	
taxi	picked	up	a	customer	in	Aoyama	Cemetery	in	Tokyo	at	midnight.		After	a	while,	the	driver	looked	in	
the	backseat	and	found	nobody	there.		With	horror	the	taxi	driver	realized	that	the	customer	had	been	a	
ghost.		Shivering	with	fear,	the	driver	decided	that	it	would	be	a	good	idea	to	put	a	doll	in	the	taxi	when	
he	had	no	fare.		A	ghost	might	mistake	the	doll	for	a	customer	and	wait	for	another	cab.		Since	then,	it	
became	popular	to	carry	mascot	dolls	in	cars.		This	may	sound	like	a	ridiculous	story,	but	it	helps	us	to	
understand	the	thinking	behind	Ornamori.			

The	Ornamori	bag	and	mascot	doll	are	similar	in	purpose.		People	don’t	pay	much	attention	to	Omamori	
bags	when	they	are	with	others.		However,	when	someone	is	alone,	the	presence	of	the	bag	is	
reassuring.		With	nobody	else	around,	people	suddenly	value	the	existence	of	an	Ornamori	bag.		It	is	a	
valuable	companion	which	saves	a	person	from	being	alone.			

However,	it	is	not	only	the	lack	of	companions	that	causes	the	insecurity	that	people	feel	when	they	are	
alone.		It	seems	that	everyone	lives	with	an	inborn	sense	of	insecurity.		This	insecurity	comes	from	the	
fact	that	people	cannot	control	their	destinies.		You	could	be	run	over	by	a	truck	while	crossing	the	
street.		Or	a	girder	may	fall	on	you	while	you	pass	a	construction	site.		The	more	that	civilization	
advances,	the	more	likely	you	are	to	have	an	accident.		Nobody	is	completely	safe	from	accidents,	no	
matter	what	the	situation.		So	how	can	you	laugh	at	the	purification	ritual	performed	by	a	priest	at	the	
opening	ceremony	of	a	Japanese	nuclear	power	plant?		
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In	pre-Meiji	Japan,	Omamori	were	thought	to	be	magical.		Fukuzawa	Yuki	chi	sneered	at	the	mystical	
powers	of	Omarnori.		However,	with	the	rapid	advances	of	the	Meiji	Era,	the	function	of	Omamori	was	
transformed.		As	already	mentioned,	many	cars	today	contain	omamori	bags	and	mascot	dolls.		But	did	
wagons	carry	omamori	in	the	feudal	era,	probably	not.		The	rise	of	modern	civilization	gave	a	new	
meaning	to	Ornamori.		It	is	significant	that	the	mascot	doll	originated	at	the	beginning	of	the	Showa	Era	
(1926-89).		It	connects	the	pre-Meiji	Omamori	with	the	Omamori	of	today.			

Omamori	have	maintained	their	original	appearance.		They	are	blessed	by	a	Shinto	or	Buddhist	priest	
and	given	to	commoners	so	that	they	may	share	in	the	spiritual	power	of	the	Shinto	gods	and	Buddha.		
Most	Japanese	lucky	charms	are	omamori	bags.		Unlike	mascot	dolls,	there	are	not	a	wide	variety	of	
Omamori	bags.		They	are	all	in	the	form	of	a	small	bag	and	are	all	roughly	the	same	shape.		However,	
Ornamori	bags	serve	many	different	purposes.		For	example,	a	student	might	carry	one	for	good	luck	on	
an	exam,	or	a	pregnant	woman	may	have	one	for	an	easy	delivery.			

An	Ornamori	combats	the	insecurity	of	everyday	life.		Needless	to	say,	nobody	believes	that	having	an	
Omamori	for	success	on	an	exam	means	you	don't	have	to	study,	or	having	an	Omarnori	for	an	easy	
delivery	means	you	don't	have	to	see	a	doctor.		The	purpose	of	an	Omarnori	is	to	reassure	its	owner.		
Although	an	Ornarnori	has	no	value	scientifically,	emotionally	it	is	priceless.			

These	days,	many	female	high	school	students	carry	Omamori	bags.		What	do	young	Japanese	high	
school	girls	have	to	fear?		
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THE	TEA	CADDY	
As	valuable	as	a	castle	

Among	the	utensils	used	in	the	tea	ceremony,	the	one	whose	artistic	value	is	said	to	be	the	most	difficult	
to	estimate	is	the	tea	caddy.		One	reason	for	this	is	that	there	are	so	many	tea	caddies	that	people	
hardly	have	a	chance	to	look	at	each	one.		Another	reason	is	that	in	old	textbooks,	descriptions	of	tea	
caddies	are	unscientific,	unorganized,	and	difficult	to	understand.		The	descriptions	were	vague	because	
the	tea	caddies	were	locked	away	in	the	vaults	of	the	shogunate	or	daimyos,	so	people	could	only	learn	
about	them	through	oral	descriptions	without	actually	having	seen	them.		This	is	why	those	who	taught	
about	tea	caddies	as	well	as	those	who	were	taught	did	not	know	enough	about	them.		It	was	not	until	
the	beginning	of	the	Taisho	Era	(1912-26)	that	the	superb	tea	caddies	of	the	daimyos,	along	with	
detailed	explanations	about	them,	were	revealed	to	the	public.			

Tea	caddies	were	the	most	treasured	of	all	the	tea	utensils.		Even	in	the	age	when	people	said,	"nothing	
is	more	precious	than	a	Kakemomo	(a	hanging	picture),	tea	caddies	were	highly	cherished,	and	were	
next	in	value	only	to	the	castle	of	a	domain.			

We	would	like	to	look	at	the	charms	of	tea	caddies	and	introduce	one	tea	caddy	from	the	collection	of	
the	MOA	Museum	of	Art.			

From	a	Small	Pot	to	Tea	Caddy		
A	tea	caddy	is	a	container	for	powdered	tea.		In	Japan,	Chaire	(tea	caddy)	is	both	broadly	and	narrowly	
defined.		The	broad	definition	of	Chaire	is	a	vessel	which	is	designed	to	contain	powdered	tea	and	is	
made	from	wood,	bamboo,	or	another	material,	which	may	be	lacquered.		In	its	narrow	meaning,	Chaire	
refers	to	an	earthenware	container	for	powdered	tea,	and	it	is	with	this	meaning	that	the	term	is	
understood	in	the	world	of	the	tea	ceremony.		Many	earthenware	tea	caddies	are	coated	with	a	brown	
or	black	glaze	made	from	iron.			

The	first	earthenware	tea	caddies	were	small	pots	known	as	Kotsubo.		Kotsubo	originated	in	China	and	
were	used	there	and	in	Japan	to	hold	medicine,	spices,	and	cosmetics.		So	at	first,	Kotsubo	had	nothing	
to	do	with	tea.		It	is	said	that	the	first	time	a	Kotsubo	was	used	to	hold	tea	was	when	Eisai	(1141¬1215),	
a	Zen	priest,	used	one	to	hold	tea	seeds	during	his	return	from	China.		The	Kotsubo	he	used	is	preserved	
in	a	temple	in	Kyoto.			

Kotsubo	began	to	be	used	as	tea	containers	after	Murata	Juko	(1422-1502)	established	the	tea	
ceremony	in	the	Muromachi	Period	(1333-1573).		From	that	time	to	the	early	Edo	Period	(1603-1867)	,	
the	tea	ceremony	flourished	and	daimyos	began	to	compete	with	each	other	to	collect	the	best	Kotsubo.		
It	was	in	those	days	that	the	containers	began	to	be	called	Chaire.		Tea	caddies	came	to	be	regarded	as	a	
symbol	of	a	daimyo's	power.			
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As	Valuable	as	a	Castle	
It	was	Oda	Nobunaga	(1534-82),	the	unifier	of	Japan,	who	took	a	small	container	used	to	hold	tea	and	
transformed	it	into	a	possession	as	valuable	as	a	castle.		As	soon	as	he	became	the	leader	of	the	nation,	
Nobunaga	gathered	all	the	tea	caddies	from	across	the	land,	confiscated	everyone	that	had	been	
treasured	by	the	wealthy,	and	gave	them	to	warriors	as	rewards	for	distinguished	service.		He	did	the	
same	with	tea	bowls,	Kakernono,	and	other	tea	utensils.		Thus,	tea	caddies	came	to	be	regarded	as	
treasures,	equal	in	value	to	a	castle.		The	following	are	examples	of	Nobunaga's	strategy.			

Nobunaga	obtained	a	tea	caddy	called	Hatsuhanakatatsuki	(newly	bloomed	flowers	and	protruding	
shoulders),	which	was	regarded	as	the	greatest	tea	caddy	in	the	world,	from	Daimonjiya	Eiho	of	Kyoto.		
Nobunaga	awarded	it	to	Nobutada	(1557-82),	his	son	and	successor,	for	Nobutada's	distinguished	
service	in	the	victory	over	Lord	Matsunaga.		Nobunaga	also	presented	the	Ichimonjigoki	tea	bowl,	which	
had	been	imported	from	Korea,	to	Hongan-ji	as	a	gift	upon	making	peace	with	the	temple	after	thirteen	
years	of	fighting.		Toyotomi	Hideyoshi	(1537-98)	also	made	wide	use	of	this	strategy.		Instead	of	
rewarding	a	loyal	subject	with	a	fiefdom	called	Banshu	(located	in	western	Hyogo	Prefecture),	he	
actually	gave	him	a	teakettle	instead.			

Nobunaga's	strategy	was	adopted	by	the	Tokugawa	government.		Ieyasu	(1542¬1616)	himself	did	not	
care	for	tea	and	had	no	appreciation	for	tea	utensils.		He	made	great	use	of	them	as	gifts,	but	unlike	
Nobunaga	or	Hideyoshi,	he	did	not	treasure	tea	utensils.		For	instance,	Ieyasu	obtained	
Hatsuhanakatatsuki	from	a	warrior	named	Matsudaira	Nensei	(1553-1604).		Soon	after,	Ieyasu	
presented	it	to	Hideyoshi	to	congratulate	him	for	his	victory	over	Lord	Shibata.		Another	incident	which	
highlights	the	value	of	tea	caddies	occurred	in	1600.		While	awaiting	battle	with	Lord	Uesugi	of	the	kanto	
district,	Ieyasu	and	his	men	were	informed	that	Ishida	Mitsunari	(1560-1600),	a	warrior	from	the	Kansai	
district,	had	also	rebelled.		One	of	Ieyasu's	chief	vassals	immediately	said,	"Let's	fight	the	Kansai	warriors	
now!		This	is	a	golden	opportunity	to	acquire	many	superior	tea	caddies!"		

In	addition,	when	Osaka	Castle	fell	in	1615,	Ieyasu	had	nine	exquisite	tea	caddies	picked	out	of	the	ruins	
of	the	castle	and	gave	them	to	his	warriors	as	mementoes	just	before	he	died	the	following	year		

The	second	Tokugawa	shogun,	Hidetada	(1579-1632),	and	his	successor,	Iemitsu	(1604-51),	frequently	
made	use	of	giving	gifts	to	win	the	favor	of	daimyos.		This	policy	seems	to	have	continued	through	the	
reign	of	the	fifth	Tokugawa	shogun,	Tsunayoshi	(1648-1709).			

Kinds	of	Tea	Caddies	
Tea	caddies	are	roughly	divided	into	three	types:	Kararnono,	which	were	introduced	from	China;	
Warnono,	which	were	fired	in	Japan;	and	Shimarnono,	which	were	from	other	countries	other	than	
China.		Many	highly	regarded	tea	caddies	are	of	the	Kararnono	type.		Kararnono	tea	caddies	were	mainly	
produced	in	Zhejiang,	a	coastal	province	of	China.		Zhejiang	was	known	as	a	tea-producing	district,	
where	there	was	great	demand	for	tea,	and	where	many	tea	caddies	were	made.		Tea	caddies	from	this	
district	were	brought	to	Japan	by	Japanese	priests	returning	from	their	studies	in	China.			
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Most	earthenware	tea	caddies	were	named	for	the	areas	that	produced	them.		However,	Karamono	tea	
caddies	were	named	for	their	shapes.		These	names	include	Nasu	(eggplant),	so	named	because	it	is	
shaped	like	an	eggplant;	Katatsuki	(stuck	out	shoulders),	named	after	its	protruding	shoulders;	Bunrin	(a	
kind	of	apple),	which	resembles	an	apple;	Marutsubo	(round	pot),	named	after	its	round	shape	similar	to	
a	steam	pot;	Taikai	(large	sea),	which	has	a	large	opening	and	a	big	capacity;	Tsurukubi	(crane	neck),	
named	after	its	long	neck;	Shiribukura	(bulge	bottom),	which	has	a	bulge	in	its	bottom;	and	Anko	(angler	
fish)	,	named	after	its	wide	opening.		Tea	masters	chose	common	names	that	people	could	easily	
remember.			

Superior	tea	utensils	that	have	their	own	particular	histories	are	called	Meibutsu	(masterpieces)	and	
have	been	treasured	for	a	long	time.		There	are	three	kinds	of	Meibutsu:	Orneibutsu,	the	grand	
masterpieces	done	before	the	time	of	the	tea	master	Rikyu	(1521-91);	Meibutsu,	those	masterpieces	
made	during	the	time	of	Rikyu;	and	Chuko-meibutsu,	the	masterpieces	which	were	selected	by	Kobori	
Enshu	(1579-1647)	after	the	death	of	Rikyu.		Although	some	tea	utensils	such	as	tea	bowls	and	
teakettles	are	designated	as	Meibutsu,	most	Meibutsu	are	tea	caddies.			

Points	of	Interest	
To	have	an	appreciation	of	tea	caddies,	you	must	know	about	their	structure,	the	names	of	their	parts,	
and	their	specific	points	of	interest.			

Each	tea	caddy	has	its	own	particular	name,	such	as	Hatsuhana	(newly	bloomed	flower),	Aburaya	(oil	
shop),	and	Kitano	(north	field).		These	names	can	indicate	such	things	as	the	shape	of	the	tea	caddy	or	a	
location.			

The	sizes	and	weights	of	tea	caddies	vary	to	such	a	degree	that	it	is	impossible	to	group	them	together.		
They	range	from	fifty-two	millimeters	to	fifteen	centimeters	in	height.			

When	judging	the	quality	of	a	tea	caddy,	it	goes	without	saying	that	its	shape	and	the	graduation	of	its	
glazed	surface	should	be	examined	first.		Then	the	unglazed	portion	at	the	base	of	the	tea	caddy	should	
be	scrutinized	along	with	any	attached	accessories.		Finally,	its	history	should	be	reviewed.		An	
evaluation	of	a	tea	caddy	should	be	based	on	these	criteria.			

In	regards	to	shape,	a	tea	caddy	should	first	be	evaluated	as	a	whole.		Then	the	Kuchizukuri	(mouth	
shape),	Kata	(shoulders),	and	Soko	(bottom)	should	be	closely	observed	one	after	another	and	point	by	
point	.		Each	part	of	a	tea	caddy	has	points	of	interest,	which	differ	according	to	observer.		However,	one	
point	that	everyone	agrees	is	essential	is	the	Soko	-	also	called	Tatamitsuki	(touching	tatami)	or	Bontsuki	
(touching	the	tray).		There	are	several	different	kinds	of	Soko.		One	occurs	when	the	potter	uses	a	piece	
of	string	to	detach	the	tea	caddy	from	the	wheel.		This	process	creates	a	whorl	pattern,	also	known	as	
Itokirizoko	(string-cut	bottom),	on	the	bottom	of	the	tea	caddy.		Itokirizoko	are	not	found	on	tea	caddies	
shaped	on	a	wooden	board	without	the	use	of	a	wheel.		This	method	produces	a	flat	bottom,	known	as	
Itaokoshizoko	(board-rise	bottom).		Other	tea	caddies	have	bottoms	shaped	like	round	seats	and	are	
called	Enzazoko	(round-seat	bottom).	
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To	appreciate	the	glaze	of	a	tea	caddy,	one	must	study	the	color	of	the	basic	glaze,	the	color	of	the	glaze	
which	covers	the	basic	glaze,	and	how	these	glazes	mix	with	each	other.		The	Nadare	-	the	glaze	which	
has	run	down	from	the	shoulders	-	is	the	most	important	part	of	a	tea	caddy	because	it	is	the	aspect	
which	determines	the	true	value	of	the	tea	caddy.		The	place	on	the	tea	caddy	where	Nadare	occurs	is	
called	Okigata.		Okigata	is	the	essence	of	a	tea	caddy.		A	tea	caddy	with	a	marvelous	Okigata	was	assured	
of	becoming	a	Meibutsu.		Generally,	there	is	one	Okigata	per	tea	caddy.		However,	some	tea	caddies	
bear	a	full	variety,	so	they	are	evaluated	in	a	different	way.			

One	final	aspect	which	should	be	evaluated	is	the	lower	part	of	the	tea	caddy,	known	as	the	Tsuchimi	
(earth	view).		This	part	is	not	covered	by	glaze.			

Shifuku	
Tea	caddies	cannot	be	used	alone.		They	are	accompanied	by	various	accessories	which	are	important	
for	evaluating	them.		Accessories	can	double	a	tea	caddy's	value	or	reduce	it	by	half.		Of	the	accessories,	
bags	are	the	most	important.		Bags	which	hold	tea	caddies	are	called	Shifuku	(tailored	cover).		It	is	
common	for	some	tea	caddies,	such	as	those	with	particularly	significant	histories,	to	have	two	or	more	
Shifuku.		Bags	are	chosen	according	to	the	quality	of	the	tea	caddy	and	the	taste	of	its	owner.			

Imported	materials	which	were	woven	in	the	days	of	the	Sung,	Yuan,	and	Ming	dynasties,	called	
Meibutsugire	(masterpiece	cloth),	should	be	used	to	cover	tea	caddies,	especially	Meibutsu	tea	caddies.		
Just	as	a	person	wears	casual	or	formal	clothes	as	the	occasion	demands,	some	tea	caddies	have	a	
number	of	Shifuku	for	different	occasions.			

Each	Shifuku	is	tailored	to	fit	a	specific	tea	caddy.		It	is	very	demanding	work	to	measure	the	crucial	
points	of	each	tea	caddy	one	by	one	and	then	cut	out	the	patterns,	which	are	subtly	different	from	tea	
caddy	to	tea	caddy,	so	that	the	Shifuku	can	be	tailored	to	an	exact	fit.		There	are	families	that	have	been	
making	Shifuku	for	generations.			

The	kinds	of	materials	for	Shifuku	include	Kinran	(gold	brocade)	and	Donsu	(figured	cloth).		Although	
Kinran	is	usually	thought	to	be	the	best	material,	this	is	not	always	the	case.		Generally,	both	Kinran	and	
Donsu	are	regarded	as	top	materials.			

We	would	now	like	to	introduce	one	excellent	tea	caddy	from	the	collection	of	the	MOA	Museum	of	Art.			

Omeibutsu	Heramekatatsukichaire		

(Spatula	shoulder	tea	caddy)		

Origin:	Sung	or	Yuan	Dynasty	of	China		

Overall	height:	9.8	cm.			

Body	diameter:	5.		2	cm.			
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Shifuku:	Umebachikarakusadonsu	Ichimatsufutsu		

This	tea	caddy	was	given	the	name	Heramekatatsuki	because	its	body	has	six	vertical	lines	marked	by	a	
spatula.		It	is	also	called	Kiidotaka	(kii	body).		This	name	came	from	the	fact	that	it	had	been	owned	by	
the	Tokugawa	of	Kii	(now	Wakayama	prefecture).		It	known	that	this	tea	caddy	was	made	in	China,	but	it	
is	not	known	when	it	was	made	or	which	part	of	China	it	came	from.		It	is	reasonable	to	believe	that	it	
was	made	during	either	the	Sung	or	Yuan	dynasty.		This	tea	caddy	was	first	owned	by	Beniya	Soyo,	a	
townsman	in	Sakai.		It	was	passed	on	to	Shioya	Soetsu,	also	of	Sakai,	until	it	was	ultimately	obtained	by	
Imai	Sokun	(1552-1627),	from	Sakai	as	well.		Sodon,	the	son	of	Imai	Sokun,	presented	this	tea	caddy	to	
Tokugawa	Ieyasu.		Ieyasu	gave	it	to	Yorinobu	(1602¬71),	the	first	lord	of	the	Tokugawa	of	Kii.		This	tea	
caddy	belonged	to	the	Tokugawa	of	Kishu	for	hundreds	of	years.			

This	tea	caddy	is	large	with	high	shoulders.		Showing	vertical	grooves	created	by	a	spatula,	the	tea	caddy	
is	reminiscent	of	an	Akoda	melon,	which	is	covered	with	vertical	stripes.		The	mouth	of	the	tea	caddy	is	
large	and	its	Hinerikaeshi	(lip)	is	a	prominent	feature.		Its	overall	color	is	dark	amber,	with	splashes	of	
gray	from	the	glaze.		The	Tsuchimi	reveals	the	red	earth	color	typical	of	Karamono	tea	caddies.		The	Soko	
is	of	the	Itaokoshizoko	type.		It	can	be	said	that	this	tea	caddy	is	unique	among	Karamonokatatsuki	tea	
caddies	in	its	shape,	color	and	design.			

The	materials	used	for	the	Shifuku	of	this	tea	caddy	are	Donsu	and	Futsu	(a	kind	of	double	woven	silk).		
Donsu	is	used	the	most	frequently	because	it	is	soft	and	easy	to	handle.		If	Kinran	is	considered	to	be	the	
best	cloth,	then	Donsu	may	be	called	a	casual	cloth	of	good	quality.		Together	these	cloths	proclaim	the	
presence	of	a	great	work	of	art.			
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NETSUKE	
If	most	Japanese	youth	were	asked	what	Netsuke	is	they	will	probably	answer	"I	have	never	heard	of	it!"	
As	some	might	already	know,	Netsuke	is	a	small	carving	worn	above	the	girdle	to	hold	a	money	pouch,	
tobacco	pouch,	or	Inro,	(medicine	case),	in	place.		Netsuke	which	was	popular	with	the	townfolk	of	the	
Edo	Period	(1603-1867)	are	made	of	such	various	materials	as	ivory,	horn,	crystal,	agate,	coral,	boxwood	
and	cedar.		The	principal	subjects	carved	on	Netsuke	are	animals	and	legendary	figures.		After	this	
explanation	the	majority	of	Japanese	youth	will	nod	their	heads	saying	"Oh,	is	that	Netsuke?	Then	I	did	
know	what	it	was	after	all."		

Even	though	a	considerably	large	number	of	Japanese	are	avid	collectors	of	such	items	as	pottery,	
swords,	paintings	and	calligraphy,	not	even	Japanese	of	older	generations	have	shown	an	interest	in	
collecting	Netsuke.		As	a	matter	of	fact,	excellent	commentaries	on	Netsuke	in	the	language	of	its	origin	
are	not	published.		To	our	surprise,	however,	the	interest	in	Netsuke	is	reported	to	be	on	a	rapid	
increase	among	not	Japanese,	but	antique	collectors	in	Britain	where	Netsuke	has	allegedly	become	a	
popular	item.			

According	to	some	reports,	there	are	twelve	or	thirteen	curio	shops	dealing	with	Japanese	antiques	in	
London.		Four	of	those	shops	focus	on	Netsuke.		During	the	auction	season	which	starts	in	October	and	
lasts	until	July	of	the	following	year,	auction	sales	of	Japanese	antiques	and	art	works	are	held	about	
twenty	times.		Several	of	those	auction	sales	are	reported	to	be	held	exclusively	for	Netsuke.		In	the	
1930's	when	Netsuke	first	came	under	the	auctioneer's	gavel	in	Britain,	Netsuke	attracted	the	attention	
of	a	very	limited	number	of	antique	collectors.			

It	was	not	until	the	late	1960s	that	Netsuke	began	to	be	spotlighted.		Since	then,	the	final	bids	for	
Netsuke	have	risen	more	than	ten	times.		For	example,	in	the	late	1960s	even	extremely	expensive	
Netsuke	were	priced	from	about	$100	to	at	most	$450.		But	now	(1975)	those	same	Netsuke	are	sold	at	
prices	of	$4,500	to	$7,000.		An	extremely	elaborate	Netsuke	carved	by	a	Netsuke	master	is	reported	to	
have	been	auctioned	at	the	record	price	of	$23,000.		Many	Japanese	lovers	of	antiques	and	artistic	
works	collect	calligraphy,	paintings,	wood-block	prints,	ceramics,	lacquerware,	Buddhist	images,	armour,	
helmets,	swords,	Noh	masks,	Noh	costumes,	etc.,	but	little	interest	has	been	shown	in	Netsuke.		We	
cannot	understand	the	reason	for	such	little	interest	here	in	Japan	where	Netsuke	originated	and	has	
been	carved.		Therefore	most	Netsuke	of	good	quality	are	now	in	foreign	countries,	particularly	
European	countries	and	the	United	States.		If	enthusiasm	for	Netsuke	were	to	increase	in	Japan	in	the	
future,	all	those	who	want	to	acquire	Netsuke	will	be	destined	to	cross	the	seas	to	countries	half	way	
around	the	world	for	it.			
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A	MURDER	CAUSED	BY	THE	ABSENCE	OF	KEIGO	
Murder	cases	are	not	unknown	in	the	Tokyo	of	today	but	they	occur	far	less	often	than	in	New	York.		
Recently	an	unusual	murder	happened	which	could	be	called	a	"murder	caused	by	the	absence	of	Keigo”.		
On	a	day	late	in	May,	Mr.	Okabe,	27,	an	employee	of	the	Nikkei	Aluminum	Sales	Co.	located	on	the	
Ginza,	Tokyo,	was	talking	with	his	superior	over	a	glass	of	whiskey	shortly	past	five	in	the	afternoon	after	
their	work	had	already	been	finished.		As	they	were	drinking	in	the	company	cafeteria,	Mr.	Fukuda,	30,	
an	employee	of	the	same	company	who	works	in	a	different	section,	entered	with	his	superior	and	
joined	the	first	two.		After	finishing	a	bottle	of	whiskey,	the	four	employees	left	the	cafeteria	to	continue	
drinking	in	a	small	tavern.		Once	they	got	there,	Okabe	and	Fukuda	began	to	argue.		One	complained,	
"You	hand	me	order	forms	too	late."	The	other	replied,	"It's	you	who	is	careless	in	your	business	affairs."	
Even	the	core	of	the	conversation	of	these	two	diligent	working	bees	was	related	to	their	work.		Since	
the	argument	between	the	two	had	heightened	to	a	furious	pitch,	the	two	superiors	became	completely	
fed	up	with	their	inferiors	and	went	home.		But	the	argument	continued	to	become	hotter	and	hotter.		
Fukuda	shouted,	"Listen,	you	are	three	years	younger	than	me.		How	do	you	dare	call	me	just	Fukuda,	
without	adding	a	suitable	suffix	to	my	name?		You're	rude	beyond	belief."	Okabe	replied,	"Don't	be	
ridiculous.		I’ve	been	working	there	longer	than	you.		Calling	you	Fukuda	is	perfectly	all	right!"		

Although	Fukuda	is	three	years	older	than	Okabe,	Okabe's	term	of	employment	being	three	years	longer	
than	Fukuda's	should	enable	him	to	call	Fukuda	by	his	last	name	only.		This	was	however,	unbearable	to	
Fukuda.			

This	was	the	first	time	for	these	two	employees	to	drink	together.		Since	the	alcohol	had	loosed	his	
tongue	and	his	pent-up	emotions,	Fukuda	probably	wanted	to	satisfy	his	resentment	at	what	he	thought	
was	insolence.		During	their	argument,	every	time	Okabe	called	Fukuda	by	his	last	name	only,	Fukuda	
warned	him	against	continuing	this	habit.			

After	each	of	them	had	had	four	glasses	of	whiskey	and	water,	they	really	became	total	nuisances	to	the	
other	customers	and	to	the	employees	of	the	tavern	because	their	strident	voices	carried	throughout	
the	establishment.		They	left	at	a	little	past	nine.		When	they	approached	Yurakucho	Station	at	the	
western	end	of	Ginza,	Fukuda	shoved	Okabe,	allegedly	stating,	"You	are	not	a	human	being	if	you	call	a	
person	older	than	yourself	by	his	last	name	only!"		According	to	Fukuda's	statement	for	which	we	have	
no	verification	now	that	Okabe	is	dead,	Okabe	shouted	"Shut	up"	and	slapped	Fukuda.		In	a	frenzy	of	
passion,	Fukuda	punched	Okabe	in	the	face.		Okabe	fell	to	the	ground	and	lost	consciousness.		
Astounded,	Fukuda	ran	away	from	the	spot.		Passer-by	who	witnessed	the	fight	immediately	reported	
the	incident	to	the	police,	but	by	the	time	policemen	had	rushed	to	the	scene,	Okabe	had	already	died	
of	a	cerebral	hemorrhage.		Immediately	after	Fukuda	returned	to	his	home	in	Urawa	City,	he	was	
arrested	on	a	charge	of	manslaughter.			

Apprehended,	Fukuda	turned	pale	and	said	regretfully	to	the	police,	"I	have	done	a	terrible	thing.		.		.		
But,	I	just	couldn't	bear	him	calling	me	by	my	last	name	only."	
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Although	this	incident	happened	under	the	influence	of	alcohol,	the	fight	between	the	two	poor	salaried	
men	is	quite	ridiculous.		It	is	a	pity	that	Okabe	was	killed,	but	I	hesitate	to	sympathize	with	the	two	of	
them.			

This	incident	is	a	graphic	example	which	proves	how	important	the	role	Keigo	expressions	really	play	in	
Japanese	conversation.		In	addition	this	case	also	shows	us	that	the	usage	of	Keigo	is	not	a	constant	but,	
instead,	it	is	becoming	more	disorganized	as	society	becomes	more	complicated	and	as	business	
practices	become	more	modernized.			

The	absence	of	Keigo	expressions	-	for	example,	a	person	calling	someone	older	than	himself	by	his	last	
name	only	-	can	develop	into	a	grudge	in	Japan.		Probably	such	a	situation	could	happen	only	in	the	
Japanese	language	and	is	beyond	the	imagination	of	non-Japanese.			
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SQUID	AND	OCTOPI	-	JAPANESE	KITES	
Kite	flying	is	now	generally	considered	children's	play	during	the	New	Year	season.		Kites,	classic	
playthings	made	of	paper	and	bamboo,	have	always	been	put	on	sale	at	the	first	fair	of	the	New	Year	
which	today	is	held	in	such	contemporary	locations	as	department	stores.		It	is	very	difficult,	however,	to	
find	any	open	space	for	flying	kites	today.		Needless	to	say,	you	never	would	be	able	to	fly	a	kite	on	a	
street	because	of	the	hazardous	conditions.		When	New	Year's	approaches,	it	is	a	familiar	sight	
throughout	Japan	to	see	kites	hanging	in	neighborhood	confectionary	stores,	waiting	for	little	customers	
to	buy	them.			

Kite	flying	season,	however,	is	not	necessarily	limited	to	the	New	Year	holidays.		Kite	flying	is	also	an	
amusement	for	sunny	spring	days	and	in	fact	is	often	used	in	Haiku	poems	as	a	symbol	of	the	spring	
season.		Even	today	kites	can	be	seen	in	great	numbers	gracing	Japanese	skies	around	Boy's	Day	(May	
5th».		Special	kite-flying	competitions,	where	all	the	townsfolk	gather,	are	held	in	Nagasaki	in	April;	in	
Hamamatsu	in	May;	in	Sanjo,	Niigata	in	June;	and	in	Matsuyama	in	October.		Seasonal	winds	blow	over	
the	gently	curved	Japanese	archipelago	all	year	round	so	that	in	any	season	you	can	see	kites	dancing	in	
the	wind	somewhere	in	the	country.			

It	was	not	until	the	Edo	Period	when	kite	flying	became	popular	as	an	amusement	for	boys	during	the	
New	Year	holidays	that	the	custom	of	flying	kites	on	New	Year's	was	born.		As	with	almost	all	toys	in	
Japan,	kites	first	became	popular	in	the	Kyoto-Osaka	area	and	then	were	introduced	to	Edo	(Tokyo).		
Shutei-Manko,	a	book	published	in	1853	to	discuss	the	various	toys	of	the	times,	mentioned	the	proper	
times	for	flying	kites	as	follows:	"In	Osaka	from	the	end	of	January	through	February	with	the	peak	
around	the	first	'Horse'	Day	of	February	[Some	time	during	the	first	twelve	days	of	the	month];	in	Edo	
until	early	spring	[according	to	the	lunar	calendar,	by	the	solar	calendar	January]	with	the	15th	and	16th	
of	the	month	the	most	popular.		Since	young	apprentices	receive	time	off	from	their	jobs	in	Edo	and	its	
environs	on	the	15th	and	16th,	they	often	return	to	their	parents	homes	where	they	relax	by	flying	
kites."		Therefore	in	Kansai	the	peak	was	the	first	'Horse'	Day	in	February	while	in	Kanto	the	Yabuiri	days	
of	January	(15,	16)	were	the	height	of	kite	flying	season.		In	Edo	apprentices	who	worked	for	merchants	
were	allowed	to	return	home	at	this	time	after	many	months	of	hard	work	and	so	they	merrily	enjoyed	
flying	kites	without	a	care	in	the	world.			

The	author	of	the	Shutei-manko	also	wrote	as	follows	in	the	preface	to	his	book:	"I	have	completed	the	
writing	of	this	book	and	although	I	was	planning	to	check	it,	the	world	has	been	thrown	into	an	upheaval	
by	the	arrival	of	foreign	ships	on	Japanese	shores.		Since	I	cannot	be	self-composed,	I	will	leave	this	book	
and	all	my	earthly	possessions	to	my	relatives	in	Kawagoe	[Saitama	Prefecture].		I	hope	one	of	my	
descendants	will	amend	any	errors	in	the	future."	Although	we	can	glimpse	at	this	period	of	upheaval	
through	this	book,	even	in	that	period	the	people	of	Edo	probably	continued	enjoying	flying	kites	
decorated	with	pictures	and	writing	during	the	New	Year	season.			

The	Japanese	word	for	kite,	Tako,	is	of	relatively	recent	origin.		Before	Japanese	used	the	word	Taka	
(which	also	means	octopus),	kites	had	been	called	Ika	(squid).		In	the	past,	kite	flying	was	not	only	a	
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child's	sport.		In	fact,	kites	were	originally	used	in	religious	events	to	predict	the	size	of	each	year's	
harvest.		Kites	were	introduced	from	China	sometime	before	the	beginning	of	the	Heian	Period	(794-
1191).		In	Wamyo-rui-jusho,	a	book	written	by	Minamoto	no	Shitago	in	the	Shohei	Era	(931-38),	kites	
were	referred	to	as	Shiroshi	(old	paper	owls).		Shiroshi	were	said	to	resemble	a	hawk	made	of	paper,	
flying	in	the	sky.		An	alternative	name	for	Shiroshi	was	Kamitobi	(paper	hawk).		These	ancient	Japanese	
kites	probably	resembled	hawk	kites	which	can	still	be	seen	in	the	skies	of	China	today.		During	the	
Heian	Period,	kite	flying	was	not	an	amusement	but	rather	an	art.		As	time	passed,	kite	flying	was	
transformed	from	a	pastime	of	the	aristocracy	to	one	for	the	samurai.		Only	then	did	the	common	
people	partake	in	the	pleasure	of	flying	kites.		During	the	Edo	Period	the	popularity	of	kites	reached	its	
peak.			

As	the	popularity	of	kites	spread	during	the	Edo	Period	each	province	produced	its	own	distinctive	type	
of	kite.		Even	within	a	single	district	the	name	of	a	kite	would	differ	from	town	to	town.		According	to	
Butsurui-Shoko,	written	in	1775	by	Koshigaya	Gozan,	“In	Kinai	[Osaka,	Kyoto,	Nara)	kites	were	called	Ika	
[squid);	in	Kanto	[Tokyo	and	its	environs)	Tako	[octopus);	in	Chugoku	[Hiroshima,	Okayama)	Tatsu	
[dragon)	or	Furyu	[wind	dragon);	in	Karatsu	[Kyushu)	Tako;	in	Nagasaki	Hata	[flag);	in	Nagano	and	
Gumma	Taka	[falcon];	in	Tohoku	Tengubata;	in	Kochi	[Shikoku]	Tako;…"The	reason	why	kites	are	called	
Ika	or	Tako	is	because	their	streamers	resemble	the	tentacles	of	squid	or	octopus.			

In	a	poem	composed	by	Buson,	a	famous	poet	of	the	Edo	Period	who	lived	in	Kansai	for	most	of	his	life,	
the	word	Ika	referring	to	kites	appears:		

An	Ika	aloft		

In	the	same	spot	in	the	sky		

As	just	yesterday.			

In	China	the	word	for	kite	is	sometimes	written	with	two	characters.		The	Japanese	produced	a	new	
character	by	combining	the	two	Chinese	characters.		This	is	the	character	which	is	now	popularly	used	
for	kite	in	Japan.			

When	kite-flying	was	transmitted	from	the	Kansai	district	where	kites	were	called	Ika	(squid),	the	people	
of	Edo	gave	them	the	name	Tako	(octopus)	principally	because	of	the	conscious	rivalry	between	the	two	
areas.		The	expression,	"Since	it	is	called	Ika	in	Kansai	we	in	Edo	will	give	it	a	new	name,	Tako,"	reflects	
the	temperament	of	the	townsfolk	of	Edo,	old	Tokyo.		Around	New	Year's	the	kite	retailers	in	Edo	would	
hang	a	basket	upside	down	from	the	eaves	of	their	shops.		After	pasting	red	paper	on	the	basket	and	
drawing	eyes	on	the	paper,	they	would	hang	eight	strips	of	paper	from	the	inside	of	the	basket	to	look	
like	the	tentacles	of	an	octopus.		This	humorous	shape	was	nicknamed	"tako	no	tako"	(kite	made	of	an	
octopus).		This	advertisement	could	be	seen	in	front	of	kite	stores	around	Nihonbashi	,	Tokyo,	until	the	
middle	of	the	Meiji	Period		

Ehon-Edo-Fuzoku-Orai,	a	book	illustrating	the	customs	of	Edo	Period	(1603-1867)	describes	the	
kite	shops	of	the	time	as	follows:	"There	are	seven	kite	wholesalers	in	Edo.			Of	the	seven,	the	one	which	
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sells	the	highest	quality	kites	is	Iseya	Hanbe's	in	Kamiya-Cho,	Nishikubo.		Children	call	the	store	"Tako-
Han"		

[Tako	meaning	kite	and	Hanan	abbreviation	for	Hanbe]	The	kites	which	fly	best	are	the	Horiryu	(moat	
dragon)	Fukinuki	(streamer)	both	of	which	are	available	at	the	Shitaya	wholesaler	and	Shirauo	
(whitefish)	available	at	the	Kyobashi	wholesaler.		Sons	of	feudal	lords	or	Hatamoto	[direct	retainers	of	
the	Shogun]	have	a	room	called	Tako-beya	[kite	room]	to	store	their	kites.		Therefore,	very	prosperous	
kite	wholesalers	are	not	at	all	unusual.		Wherever	you	go,	you	can	find	an	employee	of	a	kite	wholesaler	
on	his	way	to	retailers	scattered	everywhere	in	Edo.		He	carries	big	baskets	of	tanned	paper	[full	of	kites]	
on	a	pole."		These	comments	show	us	that	there	were	many	kite	manufacturers	and	that	all	people	of	all	
classes,	both	children	of	samurai,	and	those	of	merchants	and	townsfolk,	were	fanatically	flying	kites.			

The	popularity	of	kite	flying,	however,	was	inversely	related	to	the	advance	of	urbanization	in	Japan	in	
the	Meiji	(1868-1912)	and	later	periods.		In	1874	when	a	telegraph	office	was	built	in	Nihonbashi,	Tokyo,	
a	regulation	prohibiting	people	from	flying	large	kites	was	issued	by	the	Tokyo	Municipal	Office	in	order	
to	protect	overhead	telegraph	wires.		Furthermore,	regulations	issued	in	1877	stipulated	that	those	who	
fly	kites	as	large	as,	or	larger	than,	adults	and	therefore	block	traffic,	will	be	punished.		Because	kites	
might	interfere	with	telegraph	wires	or	rickshaws	and	carriages,	pressures	against	kite	flying	intensified	
in	Tokyo.		Since	that	time	about	one	century	has	passed…	And	now,	both	Tako	and	Ika	have	almost	
disappeared	from	the	skies	of	Japanese	urban	centers.			

"On	January	10,	a	balmy	day,	the	'Fourth	Kite	Competition	of	Toride	City'	was	held	in	the	dry	riverbed	of	
the	Tone	River	in	Toride	City,	Ibaraki	Prefecture.		About	six	thousand	people	from	as	far	away	as	Tokyo	
and	Chiba	Prefectures	came	to	Toride	on	family	outings	to	enjoy	the	spectacle	of	the	flying	kites.		There	
were	even	kites	dedicated	to	traffic	safety	with	slogans	such	as	'passing	and	speeding	are	detrimental	to	
life'	written	on	them."	(Asahi	Shinbun	January	11,	1971)		

Kites	which	had	been	prohibited	because	of	traffic	conditions	are	now	launching	a	counter-attack	by	
advertising	appeals	for	traffic	safety	from	the	sky.		This	phenomenon	certainly	reflects	how	time	can	
reverse	itself.			

Recently	Japan	has	been	hit	by	a	kite	revival	which	does	not	limit	kites	to	just	being	playthings	of	
children.		Kites	which	are	displayed	in	such	places	as	the	folk-art	section	of	department	stores	are	
popular	handmade	crafts	which	remind	us	of	the	current	slogan	"Discover	Japan."		Nowadays,	using	
kites	as	interior	decoration	has	become	a	fad.		They	are	often	featured	in	the	‘decorating	ideas	section’	
of	fashion	and	women's	magazines.		From	flying	in	the	sky,	kites	have	been	transformed	into	interior	
decorations,	thus	making	their	debut	in	an	entirely	new	sphere.		In	the	summer	of	1971	a	“mini-kite	
which	you	can	fly	while	you	sleep"	was	placed	on	sale.		This	kite	was	8cm	(2.8	in.)	in	length	and	6cm	
(2.4in.)	in	width.		Both	a	spool	and	twine	were	included	in	the	price.			

During	sweltering	summer	holidays	it	is	a	great	pleasure	for	Japanese	husbands	to	take	a	nap	in	front	of	
an	electric	fan.		This	mini-kite	was	devised	so	that	those	husbands	could	play	in	their	sleep	with	this	kite	
flying	on	the	air	currents	generated	by	the	fan.		If	you	are	coordinated,	you	can	make	the	mini-kite	fly	as	
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high	as	the	ceiling.		Kites	originally	flew	on	the	cold	winter	winds	but	now	they	go	hand	in	hand	with	
electric	fans	in	summer	-	an	extraordinary	change	in	the	sense	of	seasons.			

Even	in	the	world	of	children,	flying	kites	has	managed	to	revive.		People	from	urban	districts	are	
reportedly	using	kites	in	both	traditional	and	revolutionary	ways.			

"In	Tokyo	where	there	is	no	open	space,	kites	are	flown	from	roofs	of	buildings	…	A	friendly	kite	flying	
contest	was	recently	held	on	the	roof	of	Nihonbashi	Mitsukoshi	Department	Store.		About	thirty	children	
participated,	but	no	matter	how	fast	the	children	ran,	the	kites	simply	bounced	after	them,	never	going	
up	into	the	air.		Spectator	mothers	and	competition	assistants	in	their	red	blazers	gave	the	children	a	
hand	and	finally	to	the	cheers	of	the	crowd	one	or	two	kites	were	aloft.		The	children	were	totally	
absorbed	in	the	kites	despite	their	failure.		All	of	the	mothers	said,	'It	is	so	pathetic.		Even	if	we	buy	a	kite	
at	a	department	store	and	take	it	home,	it	will	only	be	a	decoration.		We	need	a	wide	place	where	you	
can	fly	kites	freely.		(Yomiuri	Shimbun	Dec.		27,	1971)		

On	the	same	day	there	was	an	article	in	the	Asahi	Shinbun	(newspaper)	which	said,	"When	looking	at	
kites,	parents	become	nostalgic	and	children	all	say,	'Gee,	Pop,	did	you	really	do	this	kind	of	thing	over	
New	Year	when	you	were	young?'		

Children	do	not	only	play	with	kites	during	exhibitions	on	the	floor	of	department	stores	but	also	in	the	
playgrounds	of	elementary	schools	in	the	country.			

"On	the	17th,	eighty	fifth-graders	of	Nishi	Elementary	School	in	Nagota	City,	Fukuoka,	flew	kites	in	the	
school	grounds.		All	of	the	kites	they	flew	were	Suruga	kites	which	originated	in	Shizuoka	Prefecture.		
About	three	weeks	ago,	all	the	fifth	graders	started	to	make	their	own	kites,	saying,	'Instead	of	buying	
kites,	let's	try	to	make	them!'•••During	their	art	class	and	after	school,	they	continued	making	their	new	
kites.		On	the	afternoon	of	the	17th,	they	finished.		When	Suruga	kites	fly,	they	roar	in	the	wind	because	
there	is	special	paper	affixed	to	the	back	of	the	kite.		The	playground	was	full	of	kites	of	all	colors.		The	
children	with	their	rosy	cheeks	ran	around	and	around	with	their	kites."		(Asahi	Shimbun,	December	18,	
1971)		

Children	fly	kites	innocently	but	others	fly	kites	for	various	reasons.		"Seventy	people	from	Kyoto	and	
Fukuoka	who	belong	to	the	Peace	in	Vietnam	Association	held	a	kite	flying	contest	on	the	5th	near	a	
runway	of	the	American	Air	Force	base	in	Iwakuni,	Yamaguchi	Prefecture.		Their	slogan	was,	'Let	kites	
down	phantoms!'		Their	hand-made	kites	which	read	'Get	out	of	Vietnam	now'	and	'Cooperate	with	the	
U.S.		soldiers	against	the	war',	flew100	meters	into	the	air…	A	leader	of	this	protest	group,	Tsururni	
Shunsuke	said,	'We	got	this	idea	originally	from	a	U.S.		soldier	on	this	base.		Since	it’s	been	successful,	
we	plan	to	continue	it	in	the	future.'"	(Asahi	Shirnbun,	May	6,	1971)		

A	photograph	of	a	kite	with	"GRUDGE"	written	on	it	appeared	with	the	article.		This	flying	grudge	kite	
was	a	demonstration	against	army	planes	taking	off	from	Japanese	soil.		These	kites	are	completely	
different	from	those	depicted	on	colorful	woodblock	prints	of	the	Edo	Period	when	kites	were	decorated	
with	colorful	pictures	or	congratulatory	New	Year	symbols,	such	as	happiness,	dragon,	glory.			
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Elsewhere	we	found	the	following	article:	"The	Fuji,	a	Japanese	vessel	observing	Antarctica,	was	stuck	in	
a	sea	of	ice	floes,	320km.	northeast	of	the	Japanese	research	station	on	Antarctica.		The	Fuji	crew	
members	flew	kites	to	pray	for	favorable	winds."	(Asahi,	Jan.		28,	1971).		According	to	this	paper,	the	
point	where	the	Fuji	was	stuck	was	a	place	where	the	ice	rarely	melts	because	it	is	in	the	shadow	of	a	
huge	iceberg.		In	a	photo	one	sailor	was	holding	a	spool	of	twine,	and	another	a	kite	with	the	characters	
"Southern	Winds."		The	characters	had	been	written	by	the	crew	to	pray	for	escape.		From	this	we	can	
see	that	the	traditional	concept	of	flying	kites	to	pray	for	luck	and	auspicious	omens	has	not	been	
abandoned	even	in	this	age	of	technology.																																																																																																							
From	Nihon	no	Omocha	Asobi	(Asahi	Shtmbunsha)		
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HANTEN		

Conveying	the	Chicness	of	Edo	
Many	unique	folk	crafts	from	the	Edo	Period	(1603-1867)	were	plain	everyday	items	made	by	craftsmen.		
These	items	are	received	with	wonder	by	the	rest	of	the	world.		A	particularly	popular	folk	craft	from	
this	time	is	the	Hanten	(a	short	coat	worn	over	a	kimono),	one	of	the	most	beautiful	items	of	the	Edo	
Period.		Hanten	continue	to	convey	the	chicness	of	Edo.			

The	Hanten	is	the	commoner's	version	of	the	Happi,	which	many	foreigners	take	home	as	souvenirs.		
The	Happi	was	worn	by	a	low-class	warrior	as	a	casual	jacket.		It	reaches	down	to	the	waist	and	is	closed	
with	strings.		It	has	a	rectangular	shape	and	a	narrow	sash-like	lapel.			

Farmers	and	workers	wore	Hanten,	usually	with	trousers.		For	the	sake	of	mobility,	carpenters	wore	
snug	Hanten	with	short	sleeves	instead	of	the	loose-fitting	Happi.			

The	most	famous	type	of	Hanten	is	the	Shirushi-banten	(Hanten	with	a	sign	on	the	back)	worn	by	Edo	
firemen.		Even	today,	"Hanten,"	in	a	narrow	sense	of	the	word,	means	"Shirushi-banten."	A	"Shirushi"	is	
the	mark	on	the	back	of	the	Hanten.		Throughout	the	seventeenth	and	eighteenth	centuries,	the	
population	of	Edo	(now	Tokyo)	increased	dramatically.		Residential	areas	were	packed	with	wooden	
houses.		When	fire	broke	out,	large	areas	were	usually	destroyed.		Shirushi-banten	were	invented	to	
give	firemen	a	garment	that	provided	freedom	of	movement	and	could	absorb	enough	water	to	prevent	
it	from	catching	fire.		A	fireman's	rank	could	be	easily	recognized	by	the	cloth	used	for	the	
Shirushi¬banten.		Senior	firemen	wore	Hanten	made	of	leather,	while	junior	firemen	wore	quilted	
cotton	Hanten.		The	mark	on	the	back	of	a	Hanten	identified	the	fireman's	role	as	well	as	his	unit.			

The	charm	of	Hanten	lies	in	the	combination	of	their	elaborate	designs	and	simple	colors.			

Hanten	were	created	as	a	result	of	shogunate	policy.		The	shogunate	decided	that	silk	was	a	luxury	and	
forbade	commoners	to	use	it.		At	the	same	time,	the	shogunate	limited	the	types	of	material	and	the	
number	of	colors	that	commoners	could	use	for	their	clothes.		For	example,	farmers	and	merchants	
were	permitted	to	own	clothes	made	of	cotton,	jute,	linen,	or	flax.		Cotton	was	introduced	from	China	in	
the	fifteenth	century	and	was	widely	cultivated	in	southern	and	central	Japan.		But	in	the	north,	where	
the	weather	was	too	cold	to	grow	cotton,	people	had	to	purchase	cotton	cloth.			

The	shogunate	also	regulated	how	cotton	was	woven.		High-class	people	were	permitted	to	wear	closely	
woven	cloth	that	felt	like	silk.		Commoners	were	restricted	to	simple	twilled	clothing	dyed	a	solid	color.		
After	a	while,	clothes	were	dyed	by	stenciling	with	wax.			

The	dyeing	technique	using	wax	was	introduced	to	Japan	in	the	Momoyama	Period	(1582-1600).		
Because	wax	repels	water,	this	technique	made	it	possible	to	dye	only	certain	parts	of	the	cloth.		
However,	since	it	was	hard	to	remove	the	wax	after	dyeing,	Japanese	invented	a	special	method	of	
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dyeing	that	took	advantage	of	their	cultivating	rice.		Starch	from	non-glutinous	rice	was	used	as	a	
substitute	for	wax.		The	advantage	of	this	unique	method	was	that	starch	washed	away	easier	than	wax.			

Most	Hanten	are	dyed	indigo.		Indigo's	deep	shade	of	blue	is	distinctive	and	is	said	to	be	the	color	of	the	
ocean	surrounding	the	Japanese	archipelago.		It	is	a	beautiful	color	that	reminds	Japanese	of	their	
ancestors	who	crossed	the	ocean.		Indigo	can	also	be	used	to	dye	Hanten	pink,	gray,	and	blue-black.		
Purple	is	a	popular	color	as	well.		Clothes	that	have	just	been	dyed	indigo	have	a	unique	scent	that	works	
as	an	insect	repellent.			

Hanten	are	never	washed.		They	should	be	frayed	and	discolored.		Japanese	have	always	felt	the	same	
about	their	worn-out	Hanten	as	today's	young	people	feel	about	their	worn-out	jeans.		In	addition,	a	
sash	should	not	be	worn	with	a	Hanten,	and	it	is	unstylish	to	wear	a	Hanten	loosely.		The	fashionable	
way	to	wear	one	is	to	have	it	fit	your	body	tightly.			

During	the	Edo	Period,	Hanten	were	adopted	as	the	uniform	of	people	who	carry	Mikoshi	(portable	
shrines)	during	festivals	by	means	of	four	long	handles.		And	they	are	still	worn	today.		The	biggest	
festival	in	Tokyo	is	the	Sanja	festival	of	Asakusa	Shrine	held	every	May.		The	most	exciting	part	of	the	
festival	occurs	when	the	Mikoshi	leave	the	shrine.		At	six	in	the	morning,	three	Mikoshi	are	carried	out	of	
the	shrine,	through	Nakamise	Street	of	Senso-ji	temple,	and	past	Kaminari	Gate.		Their	great	weight	is	
shared	by	dozens	of	enthusiastic	people	from	different	parts	of	Tokyo.		The	Edo	characters	and	patterns	
on	the	backs	of	their	Hanten	show	where	they	are	from	and	seem	to	dance	in	rhythm	with	their	
movements.		This	festival	displays	the	style	and	gallantry	of	fashion	of	the	Edo	Period.			
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THE	NARCISSUS		

A	Lovely	Flower	of	the	Coldest	Season	
The	Narcissus	puts	forth	lovely	flowers	during	winter.		It	is	marked	by	simple	elegance	and	a	refreshing	
fragrance	and	is	symbolic	of	the	purity	of	the	New	Year.		The	drooping	flower	suggests	the	image	of	
Narcissus,	the	beautiful	youth	in	Greek	mythology	who	fell	in	love	with	his	reflection	in	the	water	of	a	
spring.		He	dove	into	the	spring	and	drowned.		A	flower	sprang	up	next	to	the	water	and	was	named	
after	him.			

The	Chinese	gave	the	narcissus	a	name	meaning	"wizard	in	the	water."		The	Japanese	pronounced	the	
Chinese	characters	"Suisen."		In	Japan,	the	narcissus	is	dubbed	"flower	in	the	snow"	because	it	blooms	in	
winter.		It	is	regarded	as	a	symbol	of	pride.			

The	Narcissus	is	a	flower		

Beautiful	enough		

To	be	arranged	alone		

This	Haiku,	written	by	Ohashi	Atsuko,	a	contemporary	poet,	aptly	expresses	the	nature	of	the	Narcissus.			

There	are	various	types	of	narcisso.		The	most	popular	among	the	Japanese	is	the	Fusazaki	narcissus,	
whose	botanical	name	N.		tazetta	("small	cup	narcissus").		The	flowers	of	the	Fusazaki	narcissus	are	
white	and	rather	small.		Its	colors	and	the	figures	of	its	leaves	and	flowers	impart	pure	beauty.		The	
narcissus	described	in	the	preceding	Haiku	is	the	Fusazaki	narcissus,	which	cuts	such	a	fine	figure	that	it	
can	be	arranged	by	itself.			

The	narcissus	is	one	of	the	most	important	flowers	for	winter	ikebana.		It	has	been	used	for	ikebana	
since	the	Muromachi	Period	(1338-1573),	when	the	art	of	flower	arranging	was	born.		The	secret	to	
arranging	the	narcissus	lies	in	achieving	balance	between	the	long	stalk	and	the	flowers,	which	are	small,	
soft,	and	vulnerable.		Both	leaves	and	stalk	are	silver	green	and	seem	to	be	coated	with	powder.		The	
utmost	care	is	required	when	arranging	the	narcissus	to	preserve	its	unique	beauty.		In	the	world	of	
ikebana,	it	is	taboo	to	sprinkle	the	narcissus	with	water,	for	this	will	mar	the	natural	beauty	of	the	leaves	
and	stalk.			

The	sight	of	the	narcissus	putting	forth	its	lovely	flowers	in	the	severe	cold	reminds	one	of	the	mysteries	
of	life.			
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BONSAI	

Plant	Guide	
Every	culture	has	strived	to	inspire	beauty	and	excellence	among	its	people.		Roman	art,	American	
literature,	Viennese	opera	all	have	blossomed	as	a	result	of	individual	talent	and	courage.		The	Japanese,	
too,	have	made	a	lasting	contribution	in	their	genteel	and	exquisite	sense	of	nature.		Their	love	of	
natural	artistic	beauty	has	led	to	the	creation	of	the	artificial	dwarfing	of	trees	in	the	bonsai.		The	bonsai	
creates	aesthetic	sentiment	by	suggesting	a	piece	of	scenery;	it	expresses	the	beauty	of	nature	by	
reproducing	a	landscape	in	miniature	form.		A	bonsai	hardly	a	foot	high	may,	for	instance,	conjure	up	an	
aged	giant	tree	in	any	setting	imaginable.			

In	the	Far	Eastern	corner	of	the	world	the	skill	involved	in	the	bonsai	has	been	developing	for	many	
years.		The	poor	farmer	squats	in	the	mud	of	his	tiny	plot	of	land.		He	possesses	no	machinery,	no	
modern	techniques.		However,	one	valuable	possession	is	his	which	foreigners	throughout	the	world	
envy	-	his	creative	hands.		The	oriental	has	the	ability	to	make	so	much	out	of	so	little.		A	small	field,	
probably	less	than	an	acre,	is	his	primary	possession.		Here,	small	trees	and	shrubs	may	be	raised	for	
prospective	bonsai	material.			

The	shrubs	are	dwarfed	by	one	of	three	main	methods.		When	a	bonsai	without	a	stout	trunk	is	needed,	
the	thick	branch	of	some	species	of	tree	is	picked	for	cutting.		The	cuttings	are	planted	and	take	root	
while	being	watched	with	care	and	skill.		Another	method	is	grafting.		A	root	is	grafted	to	a	twig	cut	off	a	
desirable	tree	-	thus	a	new	tree	is	created.		The	last	process	is	most	difficult.		From	a	seed	a	plant	is	
slowly	raised	and	trained	into	a	dwarfed	bonsai.			

Stunted	growth	is	not	the	only	requisite	of	a	good	bonsai.		If	such	specimens	do	not	have	grace	and	
beauty,	they	are	of	no	use.		Here	is	where	the	true	art	of	the	bonsai	maker	comes	in.		The	way	to	bend	a	
stem	or	branch	is	to	wind	a	wire	around	it	spirally,	keeping	the	branch	in	the	desired	shape.		The	wire	is	
later	taken	off	leaving	the	branch	artistically	shaped.		The	branches,	leaves,	and	roots	of	a	tree	must	be	
in	proper	proportion	in	order	to	give	the	bonsai	a	natural	appearance.		In	order	that	the	branches	
harmonize	with	the	trunk	in	length	and	thickness,	pruning	is	usually	necessary.			

Trees	with	naturally	small	leaves	are	generally	used	as	to	keep	in	balance	with	the	rest	of	the	plant.		The	
trimming	of	a	bonsai	aims	not	so	much	at	symmetry	as	at	the	beauty	of	balance	in	hidden	asymmetry.		
Trees	in	their	natural	state	are	seldom	symmetrical	in	shape.		In	the	bonsai,	beauty	arises	from	artistic	
violation	of	symmetry.			

After	two	or	three	years,	the	prospective	bonsai	are	ready	to	have	their	training	begun	to	suit	one’s	
taste.		First	they	are	placed	singly	in	containers	that	seem	a	little	too	small	for	them.		Sometimes	a	
miniature	forest	is	desired	and	several	bonsai	are	placed	together	in	a	shallower	and	wider	container.		
The	soil	used	is	a	kind	that	is	very	porous	and	poor	in	nourishment	-	Japan's	soil	fits	this	requirement	
perfectly.		It	is	never	enriched;	sharp	sand	is	literally	added	to	it	and	well	mixed	with	it.		Over	the	sharp	
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sand	some	of	the	prepared	soil	is	added.		The	long	root	of	the	plant	is	then	trimmed.		The	pot	must	then	
be	watered	thoroughly.			

The	pot	is	one	of	the	most	essential	elements	of	the	bonsai.		It	must	help	bring	out	the	beauty,	elegance,	
and	sublimity	of	the	tree.		Every	bonsai	must	have	a	pot	which	suits	it.		An	antique	pot	does	not	
harmonize	with	a	young	fresh	plant	any	more	than	a	new	shiny	pot	fits	with	an	aged	plant.		Since	the	
object	of	the	bonsai	is	to	suggest	a	landscape,	the	color	of	the	pot	should	be	symbolic	of	the	earth	or	the	
rocks.		For	this	reason	dark	colors	are	usually	used.		Often	shallow	bonsai	trays	are	used	rather	than	pots.		
They	are	designed	to	suggest	an	expanse	of	water	like	the	sea	or	a	lake;	therefore,	it	has	water,	and	
usually	rocks,	in	it.			

It	is	surprising	how	a	bonsai	can	live	throughout	life	times	and	gratify	man's	love	of	nature.		Only	one	
who	nurses	it	by	pruning	and	watering	can	fully	appreciate	the	pleasures	derived	in	a	miniature	tree.		
The	bonsai,	as	all	specimens	of	beauty	need	to	be	treated	with	affection	and	care.			

In	bonsai	cultivation,	the	important	thing	is	to	bring	out	the	greatest	effect	with	the	use	of	the	least	
amount	of	soil.		Water	is	quickly	absorbed	in	the	soil	and	transported	throughout	the	plants.		Thus,	
frequent	watering	should	not	be	neglected.			

During	the	summer,	it	is	necessary	to	water	the	bonsai	daily	to	keep	the	soil	porous	and	to	prevent	
dryness.		In	spring	and	autumn	all	that	is	needed	is	to	sprinkle	water	over	the	soil	whenever	it	shows	
signs	of	dryness.		From	spring	through	early	summer	all	plants	pass	through	a	period	of	vigorous	growth.		
During	this	time	bonsai	should	not	be	overwatered.		Excessive	moisture	during	this	period	is	liable	to	
stimulate	an	overgrowth	of	foliage,	to	the	detriment	of	the	outward	appearance	of	the	plant.		In	
addition	to	watering	the	bonsai	soil,	it	is	sometimes	necessary	to	water	the	foliage	with	a	sprinkler	or	
spray.		This	prevents	dust	and	soot	from	gathering	on	the	branches	which	lead	to	harmful	diseases	likely	
to	kill	the	plant.			

Fertilizers	are	very	important	in	bonsai	culture	as	the	plant	lives	in	a	minimum	amount	of	soil.		When	
manured	too	much,	the	growth	of	bonsai	will	be	affected	adversely	and	the	plant	will	become	sickly.		
Confined	as	it	is,	within	the	narrow	scope	of	a	pot	it	must	show	a	balanced	growth	of	trunk,	branches	
and	leaves	in	order	to	possess	the	desired	effect.		Therefore,	manure	bonsai	in	moderation	to	prevent	
overgrowth.		Animal	or	vegetable	manure	is	more	effective	than	chemical	fertilizers.		Each	bonsai	should	
be	manured	twice	or	three	times	a	year	from	autumn	until	about	the	middle	of	November	-	this	gives	
them	sufficient	nutrition	to	enable	them	to	pass	the	winter.		Another	important	element	of	bonsai	care	
is	pruning.		Flowering	plants	put	forth	flowers	from	twigs	near	the	base	after	the	blossoms	are	gone.		
The	pine	tree	and	other	trees	of	this	kind	first	put	forth	shoots	at	the	tips	of	their	branches	from	which	
later	on	needles	will	sprout.		To	check	overgrowth,	the	usual	practice	is	to	pinch	the	longer	ones	with	
the	finger	tips.		The	shoots	must	not	be	pruned	off	in	the	fruit-bearing	trees,	lest	they	lose	their	buds	for	
the	year.		After	these	trees	bear	their	shoots,	unnecessary	twigs	may	be	clipped	off	leaving	the	buds	
behind.		In	such	trees	as	the	maple	and	elm	bonsai,	the	process	is	opposite	as	the	shoots	are	pruned	
completely	off.			
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Another	requisite	of	bonsai	care	is	transplantation.		The	roots	of	trees	in	their	natural	state	usually	
radiate	unrestricted	in	all	directions,	but	they	cannot	do	that	in	the	limited	space	of	a	bonsai	tray.		Soil	
confined	within	a	small	pot	will	lose	its	nourishing	power	in	a	short	time.		The	chief	object	of	the	process	
of	transplantation	is	to	refresh	the	soil	of	the	pot.		Another	object	is	to	rearrange	the	roots	of	the	bonsai.		
When	left	in	the	pot	too	long	the	roots	will	eventually	develop	into	a	mass	of	hairs	which	prevent	the	
absorption	of	fertilizer.		Hence,	the	necessity	arises	for	pruning	the	roots,	removing	all	the	parts	no	
longer	capable	of	activity	and	supplying	new	soil	to	stimulate	new	roots.			

In	the	early	spring	before	the	buds	open	the	bonsai	should	be	transplanted.		One	can	safely	take	away	
one	third	of	the	total	volume	of	soil	from	the	tree	after	it	is	pulled	out	of	the	container.		The	roots	that	
were	wound	around	the	outside	of	the	container	are	cut	off	first.		Then	all	the	remaining	roots	are	
pruned	to	a	small	degree.		This	will	keep	the	healthy	roots	within	the	dimensions	of	the	container.		The	
tree	is	then	repotted	in	the	container	and	new	soil	filled	in.		A	good	mixture	of	soil	would	be	the	
following:	one	part	gravel	and	one	part	manure	should	be	added	to	three	parts	loam	soil	and	two	parts	
river	sand.		Repotting	should	not	be	needed	each	year;	once	in	two	or	three	years	is	enough.			

Exposure	to	the	elements	is	indispensable	to	the	growth	of	the	bonsai.		Fresh	wind	and	sunshine	is	
useful	to	give	the	plants	strength	and	resistance	to	diseases.		Naturally,	the	bonsai	must	be	guarded	
against	too	much	heat	or	cold	in	extreme	weather	-	a	screen	is	often	used	for	protection	at	this	time.		
The	most	essential	thing	to	guard	the	bonsai	against	is	dryness.		It	must	be	kept	in	a	moist	place	and	
watered	often.		Bonsai	may	be	brought	inside	to	be	admired	for	two	or	three	days	under	normal	
conditions;	however,	it	can	be	kept	inside	for	longer	periods	if	the	temperatures	inside	do	not	exceed	50	
deg.		F.		and	the	tree	is	kept	watered	during	the	day.		It	should	be	kept	in	mind	the	bonsai	is	not	meant	
to	be	a	permanent	indoor	plant.			

Each	bonsai	is	the	product	of	devotion	and	skill.		Every	branch	and	leaf,	trunk	and	root	is	treated	until	
perfection	is	reached.		Even	the	soil	is	treated	with	special	care.		Each	finished	plant	is	an	individual	work	
of	art	-	small	in	size,	but	dynamic	in	expression.			

This	article	is	from	a	booklet	-	Bonsai	Plant	Guide	-	by	Kit	Pearlstein	
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COMING	OF	AGE	IN	STYLE	WITH	A	LONG-SLEEVED	KIMONO	
A	person's	life	is	punctuated	by	various	rites	of	passage.		In	Japan	a	great	deal	of	importance	is	attached	
to	these	rites.		The	first	rite	of	passage	is	O-Miya-Mairi,	a	Shinto	ritual	in	which	parents	take	new-born	
babies	to	a	shrine	to	express	thanks	for	their	birth	and	to	pray	for	their	future	good	health.		Other	
important	celebrated	rites	of	passage	include	shichi-go-san	(a	celebration	for	boys	three	and	five	years	
of	age,	and	girls	three	and	seven	years	of	age),	school-entrance	ceremonies,	commencements,	coming	
of	age	ceremonies,	and	weddings.			

Although	present-day	Japanese	wear	Western	clothes,	the	traditional	kimono	still	has	an	important	role	
in	the	rites	of	passage.		For	most	Japanese	women	the	coming-of-age	ceremony	is	their	first	opportunity	
to	wear	a	formal	kimono.			

On	January	15,	a	national	holiday	since	1948,	municipalities	throughout	Japan	hold	ceremonies	for	new	
adults	(twenty-year-olds).		The	flowers	of	the	ceremony	are	the	young	women,	dressed	in	their	Furi-
Sode	("kimono	with	long	sleeves	to	shake"),	a	long-sleeved	kimono	that	is	the	traditional	ceremonial	
dress	for	young	unmarried	women.			

In	ancient	times	there	was	a	belief	that	an	unmarried	woman	could	bewitch	a	man	just	by	shaking	the	
sleeves	of	her	Furi-Sode.		Women	who	married	and	gave	birth	to	a	child	took	in	the	sleeves	of	their	Furi-
Sode	and	thus	the	Tome-Sode	("kimono	with	the	sleeves	taken	in")	came	into	existence	as	a	formal	
kimono	for	married	women.			

Unmarried	women	have	traditionally	used	the	long	sleeves	of	their	kimono	as	a	means	of	conveying	
their	feelings	for	men.		The	sleeves	can	also	be	used	to	cover	the	face	when	feeling	shy	or	to	cover	the	
mouth	when	laughing.		Thus	the	kimono	was	designed	to	improve	deportment,	encouraging	what	was	
considered	to	be	graceful	or	charming	behavior.			

Wearing	a	kimono	increases	awareness	of	posture	and	manner	of	walking.		For	example,	the	seam	on	
the	back	of	the	kimono	can	only	be	kept	straight	if	the	wearer	maintains	a	good	posture.		If	she	takes	
long	steps	the	bottom	of	the	kimono	will	gape.		Likewise,	when	climbing	steps	it	is	necessary	for	her	to	
take	care,	keeping	her	hand	on	the	lower	part	of	the	kimono	to	keep	it	closed.		It	is	probable	that	many	
parents	would	like	their	daughters	to	wear	a	Furi-Sode	at	their	coming-of-age	ceremony	in	order	to	
encourage	them	to	develop	such	elegant	habits.		However,	the	parents	have	to	pay	a	large	amount	of	
money	to	fulfill	such	a	wish.			

"About	six	months	before	the	coming-of-age	ceremony	my	daughter	and	my	wife	started	to	look	for	a	
Furi-Sode,"	said	a	salaried	worker	whose	daughter	reached	adulthood	last	year.		"At	the	time	we	were	
receiving	direct	mail	from	as	many	as	three	kimono	makers	every	day.		By	some	means	the	kimono	
makers	had	detected	that	my	daughter	was	a	potential	customer.		The	standard	price	of	a	Furi-Sode	
outfit,	including	obi	and	zori,	was	about	1	million	yen,	approximately	10,000	dollars.		In	order	to	be	able	
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to	afford	a	million	yen	Furi-Sode,	I	had	to	put	aside	my	entire	bonus	and	cut	down	my	drinking	expenses.		
However,	on	the	day	of	the	ceremony	I	was	so	proud	to	see	my	daughter	looking	beautiful	that	I	was	
moved	to	tears.				

The	coming-of-age	ceremony	celebrates	the	attainment	of	adulthood,	after	which	a	person	has	the	legal	
right	to	vote,	drink	alcohol,	and	smoke.		However,	because	of	their	splendid	kimonos	the	women	seem	
to	be	the	main	focus	of	attention.		Young	men	wear	comparatively	plain	dress	for	the	coming-of-age	
ceremony,	often	a	business	suit	which	they	can	wear	when	they	join	their	first	company.			

However,	in	Japan	the	first	coming-of-age	ceremonies	were	only	for	men.		In	the	Nara	Period	(710-793)	
a	ceremony	for	young	male	adults	involved	the	solemn	presentation	of	an	Eboshi	(a	hat	made	from	
black	silk	gauze	or	lacquered	paper).		To	wear	an	Eboshi	a	nobleman	had	to	shave	the	front	of	his	head.		
At	the	attainment	of	adulthood	a	man	was	also	renamed	and	granted	the	right	to	carry	a	sword.		A	
similar	ceremony	is	still	observed	in	the	Imperial	Family.			

The	ceremony	changed	in	medieval	times.		Samurai	were	expected	to	dress	their	hair	at	the	ceremony	
by	shaving	the	front	and	wearing	the	rest	in	a	topknot.		The	coming-of-age	ceremony	for	samurai	was	
known	as	Genpuku.		"Gen"	means	"head"	and	"puku,"	means	"clothes."		As	suggested	by	this	custom,	
hair	was	an	important	part	of	a	samurai's	appearance.			

The	coming-of-age	ceremonies	held	among	the	nobility	and	the	samurai	gradually	became	practice	
among	commoners.		However,	since	appearance	was	less	important	for	the	agricultural	class,	it	did	not	
play	a	part	in	the	ceremony.		Instead,	the	commoners	were	required	to	pass	certain	tests	in	order	to	
pass	into	adulthood.		A	male	test	would	involve	carrying	a	sixty	kilogram	(about	125	100)	bag	of	rice	and	
plowing,	planting,	weeding,	or	reaping	a	ten-acre	paddy	field	in	one	day.		Female	peasants	were	tested	
in	weaving	and	silk	reeling.			

In	former	times	noblewomen	and	women	of	the	samurai	class	would	mark	the	coming-of-age	by	putting	
up	their	long	hair.		From	medieval	times	through	the	Edo	Period,	women	would	also	blacken	their	teeth	
and	shave	their	eyebrows	after	coming	of	age.		In	the	light	of	modern	ideas	of	beauty	these	practices	
seem	strange,	but	they	were	once	carried	out	by	all	adult	women.			

During	the	Meiji	Era	(1868-1912)	these	practices	vanished	in	line	with	the	modernization	of	Japan.		With	
a	growing	interest	in	dress,	it	became	common	for	young	women	to	wear	elaborate	kimonos	in	
celebration	of	coming-of-age.		For	many	years	Furi-Sode	were	never	seen.			

With	the	postwar	economic	revival	of	Japan,	however,	young	women	once	again	started	to	wear	Furi-
Sode	to	mark	the	attainment	of	adulthood.		Parents	whose	youth	had	been	over-shadowed	by	the	war	
were	particularly	eager	to	compensate	their	daughters	in	grand	kimonos.			

In	1959,	the	Crown	Prince	(the	present	emperor)	married	Shoda	Michiko.		On	her	wedding	day	the	bride,	
wearing	a	Furi-Sode	with	a	white	shawl	was	the	envy	of	young	women	throughout	Japan.		As	a	result,	
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the	demand	for	Furi-Sode	jumped	dramatically	during	the	sixties	and	seventies,	also	a	period	of	rapid	
economic	growth.			

Today	the	tests	or	rituals	that	once	surrounded	the	coming-of-age	have	been	forgotten.		However,	the	
coming-of-age	ceremony	still	has	great	significance	for	young	adults	and	their	parents.		The	young	
women	in	their	Furi-Sode,	brightening	up	the	early	winter,	seem	to	express	the	current	peace	and	
prosperity	of	the	country.	

	

	


