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PREFACE 

Once again it is time to present our annual publication, 
the BULLETIN. As in the past we are again very proud of the 
stature of this years publication. Several very significant 
articles and translations are presented in this lssue plus 
several lighter ar�icles (but still important) which will 
round out this years BULLETIN, hopefully to the enjoyment of 
everyone. 

The most significant translation on KANEIYE TSUBA is of 
utmost importance. It is being presented at a very opportune 
time since N.B.T.H.K. magazine TOKEN BEJursu has been doing 
fine pictorial articles on KANEIYE this past year. our english 
material coupled with the fine photographs of N.B.T.H.K. will 
certainly give us all some true •learning" opportunitles. 
Our thanks to Arnold Frenzel who presented this translation 
to the society per gratus in the interest of education. 

The important translation and plates on HAN AND KAKIHAN 
by Alan Harvie was completed last issue of the BULLETIN and 
now an excellent INDEX is being presented which will greatly 
assist us in locating seals of various artists pictured i� 
the book of plates. Again, our thanks to Alan for his many 
hours of labor and personal expense in presenting us with 
this works. For the benefit of the newer members of the 
society, the original INTRODUCTION to the project 1s being 
reprinted along with the new INDEX. 

Another important article on OSHIGATA 1s included, by 
John Clark plus a very well-done article by Roy Hashioka on 
JAPANESE LACQ�R. Both original articles of merit! Several 
other reprints and stories are also presen�ed to round out 
what we feel is a very significant and important publication 
which the JSS/US can feel proud of. 

Our thanks to all of the contributors of this publication. 
It is only through their hard work and contributions that 
such information can be made available to the membership, for 
which we should all be grateful. 

Thank You, 

RCH 



KANEIYE TSu13A 

When judged on the basis of function, strength, texture , color, 
::e= =-~, a .d aesthetic f eeling,. Kaneiye tsuba stand second to none o Those 
~:,e::-es~ed. in Kaneiye tsuba are very familiar with the confusing and frequently 
:::-:-~-,j :.. ctory opinions and speculations on this group, and that is · true of both 
~.e ~-a?a :::ese and English language literature on the subjecto When were they 
.: :·.:::...:.e • '? ""nrough how many generations did they last? What are the characteristics 

3~::.uine examples? VIThat is the art-historical position of Kaneiye in relation 
-.::: ;:-;phic design on tsuba? 

While genuine examples , or even excellent copies , are so rare that is 
: ~ -.:...J.D.Ke ly a collector nowadays could acquire more than one or two in a lifetime, 
-~- ired and gross fakes literally flood ths market . The latter are so commonly 
se~= ·s.y collectors in the West, and the genuine so rarely, that the term "Kaneiye 
:~ ~=-• ::-onically has become @lmost a term of derisiono 'lfuile excellent pieces 
==--= .:~:-e~uently illustrated in Japanese language publications, and the NBTHK 1s 
-:-::-:C:~;-, 3::..jutsu featured an illustrated article on Kaneiye in the July-August, 1975 
:..:: =:·.:e s, ~ranslated Japanese connnentary is very scarce . The only example that I 

~area few lines found in Homma, Junji . Masterpieces of Japanese Sword 
(~IBTHK, 1952), and reprinted in Caldwell, R. B. (ed.) 'Ihe Book cf the 
_·oken Kenkyu Kai, 1972) . Western literature contains few genuin" illustrat­

:. ::'."._3 , :.,:ia only scant and rather inaccessible authoritative commentary. The follow­
:...::~ -ra~slation is offered as an example of authoritative and current researcho 

Arnold Frenzelo 

Sato, Kanzan, and Homatsu Wakayamo Toso Kodogu Kozc1, Vol o I, 
-=- =:.:.:n K -hen. (Yusankaku Shuppan, 1972) , "Kaneiye Tsuba, ii pp. 151-168" 

Kaneiye and Nobuiye are regarded as the foremost tsuba craftsmen 
::..7 :-~sea:'chers and collectorso These two, and Umetada. Myoju, are considered to 
-~ -1-.e best c:-aftsmen of the Momoy .. ma period (1573-1596,or -1615). Nobuiye tsuba. 
i?::.....~ Tere very popular during the revival period of the Bunka and Bunsei eras 
:: : _ 30), ,;,rhereas Kaneiye tsuba were popular again during the enrichment period 

:: ~cc ~ulture, that is, during the Anei, Tenmei, and Kansei eras (1772-1801), 
;. :-_ :: 2-::.ring the Bunsei and Tenpo eras (1818-1844) ~ They were appreciated in the sense 
-...:.: ~7eryone liked them and they were very expensive. 

~hen the works of Kaneiye and Nobuiye are compared, a difference in 
: r-:o :.e a ti personality is clearly demonstrated, and it is int,eresting to speculate 
-..r::. :-~ r.ork was the more appreciated at the time of manufactureo However, among 
-...:.~ a.: re~ntioned three best craftsmen, Kaneiye and Nobuiye d:i.d hold a lower social 
~=~ ;s raftsmen than did Y~ojuo The Sokenkisho states that Kaneiye's last name 
:.': ·::-..:...r::io-:m and that he lived at Fushimi: 

The carving of the scenery of mountains and rivers is 
first-class . Especially the scenes with birds are ex­
cellent, and the whole structure of the picture ie el­
egantly done . In old . times when he was visiting Soset- . 
su-Hoshi-Mi tsui temple, as he wrot.~ a poem which reads, 
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1Yuuzukuyo Umi-sukoshi-aru Konoma-kana' (in the even­
ing when the moon is in the sky you cari see some of 
the sea between the trees), he described Lake Biwa 
as full of water. His way of description is graceful. 
The technique of Kaneiye· improved gradually; and later 
he was considered to be a master worker . 

Judging from the above mentioned facts, Kaneiye was after all one of the best 
tsuba craftsmen of old, and we should value his skills very highly. 

Kaneiye, as with Nobuiye, should be considered in t~rms of the Kaneiye 
workshop, a group, rather than an individual who was specialized in tsuba making. 
Under the trademark of Joshu Fushimi ju Kaneiye, tsub2 were designed, made, and sold, 
Kaneiye seems to have been the head of a workshop , and to have had several helpers . · 
This sort of workshop is similar to that of Kunihiro, a swordsmith, and under the 
same kind of organization many famous craftsmen were engaged in the manufacture 
of swords, tsuba, and other small objects. 

Ka.neiye excelled not only in tsuba making, but also in . swordsmanship, 
and he was considered to be a skilled swordsman of the Enmei- jisshuryu. According 
to various sources his last name was Aoki, 2nd he was oft,gn called Tsuneuemon or 
Jubei. He was born in 159L in the province of Kawachi, the son of Kanesadao Ac­
companying the Toyotomi escorts of his father, he moved to Yamashiro (no) Kuni · 
Fushimi. From early childhood he learned swordsmanship from his fathero Toward 
_the end of the Keicho era (1596-1615) he moved with his father to Edo (Tokyo), wa·s e 
active there in the areas of swordsmanship and tsuba making, and died around the 
time of the Kanbun and Enpo eras (1661-1681) . During this period there were quite 
a number of men engaged in swordsmanship and the sword cr«fts o 

As a swordsman, Kaneiye called himself Tetsujin,and it is said that 
K:aneiye and Tetsujin are one and tho same 9 however there is no actual tsuba on . 
which Tetsujin-K«i.naiye is inscribed. On the other hand with regard to Tetsujin, 
there i~ • tsuba on which Yarn..shiro (no) Kuni Fushimi ju Kaneiye, and his own 
trademark Tetsujin are both inscribed.11 thus claiming the work as that of Tetsu.jin., 
When we trace the technological inheritance of the group~ the genealogy ~ould be 
Kanesada--Kaneiye--Tetsujin, and the name Tetsujin seems to have been used for 
two or three generations., They were engaged in tsuba making for several decades 
after the Genroku era (1688-1704)., Tsuba of Kaneiye-style de!'lign had strong 
influence on craftsmen in other areas because of their popularity, hence there were 
imitated and faked tsuba, so it is essential to evaluate them carefullyo 

The Signature i 

There are two kinds of signatures on Kaneiye tsuba : Joshu Fushimi ju 
Kaneiye, and Yamashiro (no) Kuni Fushimi ju Kaneiye . In former times the first 
was called Shodai or Oshodai, and the latter 11eijin Shodai, however it is proper 
to interpret the two signatures as being by the same individual, or the same 
representative of the Kaneiye tsub3 ~orkshope 
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-:.rhen existing works are examined, the Joshu signature looks more classic 
- -- - ":: e othe r , so it is considered to be from the beginning stage o It is not clear 
- ~r: _, ~ s i gnature changed from Joshu to Yamashiro (no) Kuni, and the two seem to 
--~-----= ::- - w-bted through a certain periodo '!he characters in the earlier Ki.neiye 
~::.,,.:.2-:~e are a little bit shorter and 11Tider, and those of .the latter period • little 
:::.: _ n6er and narrower, therefore the latter is the bettero There are more tsuba 
--:. -\ "-~.e Yamashiro signature than with the Joshu signature o Four Kaneiye tsuba 
c:-~ .:::.~siisnated a.s Juyo Bunk.a-zai (impor tant cultural assets): three of the Joshu 
::--..:..:: .:: "-:} ju Kaneiye signature, the R.ushomonten, Kasugano., and Tatsuma, and one of the 
~c=-=.s~~ro (no) Kuni Fushimi ju Kaneiye signature , that of Enkohogetsuo Fifteen tsub~· 
,== -esi~ated Juyo Bijutsu-hin (important fine art assets) : all of them are of the 
~- ~s~ ~~o (no ) Kuni Fushimi ju Kaneiye signature o 

Kanoiye expressed his talent in grapnic (picture-engraved) tsuba ., and 
■-- ~ ~07.ad-ys his work is considered one of the best in th~t styleo Graphic design 
.....-~ =---:. :~is original creation, and the same style can be found in other crafts of 
--- . 1:c:uoy,:m.a. period, however Kaneiye was the first to employ thi5 style in tsubao • 
--... • ::a·-o'ku style cf ink painting introduced by Sesshu (1420-1506) and others during 
--. ~~·.:rc::nachi period (1392-1573) ., was a gain p opular during tho lfomoyama period, and 

a.3 <: ·_:_-=-?orted by Tomomatsu Kaihoku, Tohaku Hasegawa and otherso Kaneiye succeeded 
:_::_ !=:;:loying that ink painting style in tsuba design, although the fi~ld and size 
: : _.__ __ t s uba was so limitedo Since then, through the Edo period (1615-1867) , 
::- •. ~ic esign has been maintained in tsuba, though it has reflected the changes of 
: ~ -,e. 

Kaneiye tsuba 1J1ri th pictures of flO'lllfers with birds, or of religious 
::::·-=.:e-:.s, or of tigers, lions, and dragons in t,he Goto style are not to be foundo 
~-2. ::-_• ~ye d id skillfully introduce the Tenagazaru zu (monkey with long arms) , a!'ld 
- =- ~ :: : ,7 _,._5 reminds one of the Hokuso-ga (painting of northern China) and the Kano 
: :.:.. ~c_ f pa.:..nters in Japano The design of his tsuba reflect his own personality$ 
=:..::: •_e~ces of tsuba design can be found in comparison with other craftsmen of the 
.=:~ ?-er::.od, such as Nobuiye and 1'.yoju, and each design is different from craftsrnari 
: : .:.!'a:' ..,s:r .... no Shapes employed by Kaneiye are :marugata (round), nadekaku6ata (rounded 
:: - .:c: ::-~ , Ki1.1rigata (melon shaped) , and kobushigata (closed fist shape), and this last 
: ~ .,...;_s r.:..ginal with himo Other characteristics are thin base metal, tsuchirne 
-- .. =:-e: :- _,_.;.rks) , and a unique rolled rimo Upon close examination tekkotsu ( "iron 

~ =~~ sM : 9re f ound in the rim. bach of these characteristics contribute to the perfect­
:."' ~{aneiye tsubao Additionally, the quality of the iron, the patination process ., 

=. - ::: ::.e ·.mique color of the patina combine to make the tsuba look olde 

By eliminating unnecessary elements within a picture, Kaneiye illustrates 
- - "' :.:___e:;:e skillfully, and he is good at us ing space on the small limited field . 
~- :=-~is observation we can guess that he had a very good understanding of painting 
~ :=:-__:-..:_:: ·le a:1d of perspective., When the tsuba is viewed off the sword, the main 
-=----=~ " the design is placed on th e right side of the obverse, and when viewed 
:_-:_:_ ~-.,,.- ""/ ~.,_ leaks out of balance , however once mounted on a katana it looks balanced., 
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Gold and silver are much used for the color ing of the picture and for 
inlay, and these are used skillfully. For exampl e , when a human figure was carved, 
silver was used for the £ace , hande, and f eet 1 and inlay of gold and silver was 
used for the pattern of the clothes . In the case of a lands cape , brass could be 
used for pine needle~, the mountains would be of high reli ef, and the waves of low 
relief. 'lb.e chisel techiques of a. mixture of high and l ow relief are excellento 
'lhe hitsuko (opening for kodzuka or kogai) ar e elongated , and th6 earlier tsuba 
generally have only a single hitsuko. These openings can be pcr fo:t;ated from the 
reverse, and some are plugged with shakudoo In princi ple Kaneiye tsuba do not 
employ open work, but some do have open work (sukashi), such as the Gorin.to zu 
(a Buddhist tower built of five stones )o Designs employed ~re of Kasugano, Rushomon-

. ten, Tatsuma, Chokaro, Tojinbutsu, Kiflhojunbuteu, Rokakus nsui, Ashigan, Taruyanagi., 
Gekkagyoshu, Kizukugari , Suto, Kotobukironin, Toba., Nozarashi , Toyama Ganrai, 
Enko Hogetsu, Kakimoto no Hitomaro, Kumagaya Atsumori, Rokuto Sanryaku Ma.kimono, 
Suigetsu, Tsukinami, and so on. Ther e are t wo or more of t he same design • . 

'lhe Ti.mes of Kane iye : 

It was Shunichi Katsuya who de termiaed from the works of Kaneiye that 
he was active during the Momoyama period, and other scbol r~ maintain the same 
tbeoryo It is described by Katsuya in his Token to RekiaM. as follows, 

I had a quite str ong academic objection around 1917 to the 
idea that Kaneiye was i nfluenced by Sesehuo The idea that 
Kaneiye was influenced by Sesshu is quite extraordinary, the e 
only exception i s the r el ationship of t he place of residence, 
but the pictures t hemsel ves are completely differento Kaneiye 's 
moderate and unique pictorial style i compar able. to Soami (d. 1525) , 
but how can it be compar~ble to Sesshu 11 work1 .Sesshu's ink 
painting is excellent in the shape of mountai u and the 
construction cf the picture has a central hor izono Where can 
Se8shu 1s influence be dete..cted in Kaneiye tsuba ? They are act 
comparable to ink paint ing techniques and Kaneiye did not have 
a good knowledge cf paintiago Ther is a cleser relationship 
geographically between ink painting and Choshu tsuba, and the deaign 
has some similarities , but to il'ltroduce this i nt o Kaneiye 1a work · 
is just unpermissable . I could not help getting angry with that 
theory. But as s oon as I saw the famoue paintiag, Enko Hogetsu 
by Tohaku Hasegawa, designated as a National Treasure, I started 
my study with the idea that Kaneiye might have lived in the 
Momoyama period. 

The idea that Kane iye hae a t1uba with a let ter carrier in the 
design i1 good evidence t o determine his perj.od, u.d this . 

idea waa conceived long after having a hard time conne ctiRg 
the relationship t o Tohaku and his Emko paintingo Moreover 
the trouble I had in that process was with t he term Atago 
Hikyaku (A.tago l etter carrier ) . This term can st:1.11 not be 
verified in spite of my long st udi es , for after all there ia 
no such termo In t hat the term does not exist, it might have 
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been created by some unknown perso~. Bees.use of such a stupid 
term I wasted my time, but reached t he following conclus ion: 
the painting on the tsuba is Machi-hikyaku (letter carrier in 
t own), and it depicts a servant of the samurai who altered hie 
status and became a letter carrier, and that confirms that the 
tsuba was made not long after Genwa 3 (1617). That solved one 
riddle. 

Four or five Kan.eiye tsuba with pictures of grave stc~ea, grave 
markers , and scattered bones still exist. These sort of pictures 
cannot be seen in Momoyama period ink painting or on sliding 
doors . Kaneiye did capture the full flaver of the Momoyanw 
period, so this fact raade it easy tc mis-judge when he was 
alive, but it does not have to be interpreted strictly or 
related to the philosophy of certain periods. ~ther it is 
to be understood that these works were made after Genwa 1, 
refle cting the disappe~r&nce of the Toyotomi family in the 
battle of Osaka N.atsu-no-Ji.n, and Ks.neiye 1s sympathy toward 
the fallen dead. Considering the following m.kes it easier 
t o understand Kaneiye tsubao He was first a ctive during t.he 
time of Toyotomi Hideyoshi when he rose t~ power and built 
Fushimi castle i n th5 town of Fushimi, and finally Kaneiye 
saw the fall of the Toyotomia This fall prompted him to 
express the real life cf that t:lrru! in tsuba@ 

With the above i n mind, I am always quite impressed with the 
tsuba that depict skeletons, and it seems to me that starting 
in this period. Kaneiye lost the UIU.que characteristics displayed 
in his early tsubao In addition I have anothsr reason why I 
could not believe that Kaneiye was active toward the end of the 
Muromachi periode The reason stems from the form of the tsubae 
The early kobushigata (closed fist sh&pe) is carved very freely, 
showing that the maker felt free to express himself. It does not 
reflect a period of battles , but rather a time when the country 
was stable, and the culture joyful and prosperous., Myoju tsub& 
show a similar change in artistic feeling., Ullfortunately such 
techniques can only belong to the masters, and such t echniques 
did not develop after Kaneiye and Myojuo During the Edo period 
the form of tsuba returned t o their former ordinary style, and 
that is regretable . On balance Kaneiy~ t suba are ch2racteristic 
of the Momoyama periodo 

From the above observation~ it was beginning t e be apparent 
that Kaneiye tsuba wer0 m~de from the Mmnoyama to the beginni ng 
of the Edo period. Now is the time tc talk about the relation­
ship between the sign~tures Joshu Fushimi ju or Yamashiro (no) 
Kun.i Fushimi ju, and the town F'ushimio Study about the town 
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was carried out with the above mentioned related studies, and 
is considered to be the key facter in determining the time of 
Kaneiye 1s activitieso Fushimi, according to several documents, 
was the place where Toyotomi Hideyoshi planned the building of 
a large-scale castle and city. Coastruction was begun in 
Bunroku 1 (1592), and 250,000 laborers were engaged in the task. 
Fushimi was the name of this big town, the center of the govern­
ment was there, there were about tw• hundred residences of daimyo 
from all over the country, and the largest castle b JapaR at the 
time was there. The town was completed about Keicho 1 (1596), alld 
exceeded Edo., the capital during the reiga of the Tekugawa 
govermneat. The castle was named Fushimi., and the town was at once 
called Fushimi., so the name became famous throughout the country. 
Before the castle wae built the place was net well knon., though 
there may have been a Fushimi villageo During the Muromachi 
period there was no town called Fushimi. That fact was clarified 
by the existing map of the Muromachi period, the Kogellin-Kozu. 
If we know this much, then we can claim that Kaneiye lived ia 
the Momoyama period, but let us go further . 

I think that the reason why a signature was put on the tauba was 
that the organizatiQn of preductiom. was changed from 011e of 
special order t• one of ordinary market preduction. This is 
closel1 related to the risiag of the cas·tle city, and therefere 
the time must have been siace the time of Oda Nobunaga and e 
Toyotomi Hideyoshi. Of course it is a different story if the 
productioa was protected by a local lord, or if the supply wa• 
limited to the demand of a small number of samurai, but ordia-
aril7 the risi.Jlg of a castle town necessitated the carviag of a 
sigaature. Se it is very reasonable to conclude, by connectiag 
the appearance of li'ushimi castle and the tsuba signed Fushimi ju, 
as to the time of Kaneiye. If there was another town other than 
Fushimi., then I would have had the same positioa, but I had little 
doubt or anxiet1 concerniag Fushimi. '!be problem is in relation 
to Kyote., alld Kyoto is the exception. 'l'he same rule does not 
apply to K7ote. There was ample reason why signed tsuba appeared 
in Kyoto at the end of the Murcmachi period. 

K7oto was oace the capitel of Japan, and it was the largest town. 
There were many large temples and shrines., and residences of the 
samurai under the control of the Kanryo class. A h1.storical 
document indicate, that Kyoto recovered rather quickly atter the 
Onin war (1467-1477), and already by the end of the Murcrnaohi 
period there were many merchaats and eve• a 11word guild. So in 
Kyeto a market for tsuba was established, and tsuba w1 th the 
Heianjo ju siguture were on the marketu However ■mall Fushimi 
was before the castle was built, its proximit1 to Kyot• make• it 
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easier to assume that the craftsmen named Kaneiye lived there 
and supplied tsuba to the market in Kyoto . 

Fushimi Momoyama ne Bunka-shi by Jiro Kato was published in 1953. 
~.~o i~ an excellent local historian who did very good research . '!be follow­
:s ~, e summary of his findings: 

The Tsuchishibe family lived in the west of Ede town until 
the fourth or fifth centuries, aad that place was called 
Fushimi village. Siace the Hitsudoshibe had established ia 
the area in 472, the Tsuchishibe family moved away. No one 
lived in Fushimi village, and the name Fushimi village dis­
appeared. After a while the area was called Shigetsu. After 
six hundred years Tachibana Toshitsuna, one of a rich family, 
built his villa in the area during the Fujiwara period (794-
1185)0 'Ibis area was referred teas the Fushimi villa, so the 
name Fushimi appeared again. He also built the Fushimi temple 
in the vicinity of the villa, and when the villa burned dOWll. 
the Emperor's family built the Fushimi-goshc (palace). The 
name Fushimi survived during the Kamakura and Muromachi periods . 
It also had been used for the building of Shoen or Yamasaka, 
but it was neTer used for a town or village name . (Note: 'l'he 
meaning of "Fushimi~ in Japanese is an unknown place or an 
invisible place . ) 

'Ihe evidence indicated above supports the theory that tsuba with 
s:~~ ure Yamashiro (no) Kuni Fushimi ju Kaneiye were first made at the end 
-: ~e Momoyama period, and that they were still bei•g made in the Gemra era 
: .::-5-1624). In addition, in riew of the elaborate techniques -.ihich developed 

::_ the Momoyama period, and the demand for swords on the part . of the daimyo and 
-~ p class samurai, there was an almost necessary appearance cf master tsuba 
-- ..:tsmen. 'Ihe building of Fushimi castle and town, with about two hundred 
:=.' -yo residences, is another factor giving rise t(l) Kaneiye . These reasons cast 
~=::::,~ on the theory that Kaneiye lived during the Muromachi period, especially 
=-:: ~-at that theory was without benefit of research, nor was there evidence for it, 
~-:rer it was a tradition. We should abolish the theory that says he lived in 
~-~ ~uromachi period. 

Based on an article written by Aoki Tetsujin Kaneiye, Emnei-jisshuz:yu­
~· ·-heishi-kei, Daijo Kamimori gives the following genealogy and exlanation: 

Miyamoto Okura Daisuke Iyemote 
(Shinto priest af Kawachi-Kuni-Miyamot@) 

~y..:;:oto Musashi Mori Yoshimote 
~Jrn in Kaw~chi-Kuni-Nishiki-Gun, 

:. I - ) 

Aoki Jouemon Yoshiiye 
(Yamashiro-fushimi-ju, 
d. Genwa 1, 1615) 

Aoki Yohachiro Iyesada 
(Subsequently called 
Jouemon, born in Joshu­
Fushimi, moved to .Sesshu 
Osak~, skilled in war­
fare and sumo) 



Aoki Tetsujin Kanesada 
(Born in Kawachi-Kuni-Nishiki­
Gun, moved to Yamashiro-Kuni­
Fushimi, inherited the Enmei­
jisshuryu, d. 1621 at age 52) 

Fujiwara Yoshiro Kanemori 
(Second eldest son of Yoshiiye, 
lived in Fushimi) 

Fushimi Tsunesaburo 
Kanemichi 
(Third eldest son 
of Yoshiiye , lived 
in Fushimi, special­
ist in inlay) 

Fujiwara Yoshiro Kaneuji Fushimi Tetsujin Kong• 
(Lived in Fushimi) (Adopted son of Yoshiiye, 

lived in Fushimi) 

Fushimi Tojiro Kanehiro 
(Lived in Fushimi) 

Aoki Tetsujin Kaneiye 
(Originator of Tetsujin Jisshuryu, born in Jcshu Fushimi on June 18 of Bunroku 
3, 1594, subsequently moved to Edo, d. December 2 of Enpo 3, 1675 due to an illness) 

(Second generation of Tetsujin, lived in Edo) t
Aoki Yoshiro Iyehisa 

Uchida Masauemon Yoshimasa 
(Follower of Kaneiye, samurai of Saga Nabeshima) 

[

Uchida Masauemon Yoshimune 
(Eldest son of Yoshimasa) 

Uchida Jiheiye Yoshimoto 
(Second eldest son of Yoshimasa) 

1. Miyam0to Musashi Mori Yoshimoto, elder brother of Kaneiye'• 
grandfather, was responsible for the supply of certain weapons under the Toyotomi 
Hideyoshi government, and it is probable that the government had a factory produc­
ing weapons. 

2e Aoki Jouemoa Yoshiiye, Kaneiye 1s grandfather inherited both the 
arms producing factory and the swordsmanship of Enmei-jisshuryu from his brother 
Yoshimoto, and he gave each of his children a different occupation. Swordmaking 
went to Kanemori, Kanemichi, and Kaneuji; the manufacture of spears went to Kongo; 
and to Kanehiro went the manufacture of armor. 

J . There is no documentary evidence s tating that Kanesada, Kaneiye's 
father, was engaged in arms manufacture , haweTer in that all five of his brothers 
were engaged in some speciality, and in that there are weapons with Kanesada 1s 
signature, he might have had this as a sidaline. 

4. The reason that Yoshiiye , Kaneiy.e's grandfather, Yoshimoto, and 
his father Kanesada moved to Fushimi from their birthplace Kawachi, was because e 
Toyotomi Hideyoshi asked Yoshimoto to serve him by making weapons and teaching 
swordsmanshipo That is supposed to be around Bunroku 1 te 3 (1592-1594) . The 
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~ r k was of the arms factory of Tetsujin Jisshuryu., and the signature was Kaneiye, 
Uie representative of Tetsujin Jisshuryu. 'Ibe actual makers were probably Fujiwara 

-:: s· iro Kaneuji and Fushimi Tsunesaburo Kanemichi, both specialists of the factory. 
~e Kaneiye family was primarily known for its swordsmanship, but they also made 
S,'!'Ord blades. This traditional swordcraft was continued for several generations . 

5. Kaneiye 's childhood name was Shimposhi. In Janilllry of Keicho 5 
·1~ ) ~ at the age of seven he became a monk under Koren-osho of n.-ndo, and he 
~ -..nged his name to Atanosuke Yoshitsugu. In addition to his studies he practiced 
Sllfc!'dsmanship under his father Kanesada, and at the age of fourteen he had a contest 

w~saki Soen, a resident ef Bishu, which he wono His father was very pleased 
i:::i gave Kaneiye a special sword called the "dragon sword" which had been handed 
iCJ'"lm from their ancestor Yoshimoto. He fought after that with other skilled samurai, 
--:x:i by the age of 24 he had about ten victories. He eventually won more than one 
~-.::id.red contests . 

60 Concerning the year of Kaneiye 1s death, the Kafu states that he 
:...:.ea on December 2, Enpo 3 (1675) because of illness, his Budd.hist name being 
..:-

0 ·.oyozensatsukoji, Gyonen-hachijun. However according to the Uchida Bunsh• 
~e died on August 24, Kanbun l (1661) at the age of 75 , Ryozanyuchikoji. The 
~ o do cuments do not agreeo If we take his year of birth as Bunroku 3 (1594) 
:qonen-hachijun as in Kafu, he would have died at 82, and the age of 75 given 
:...n 3unsho should read bF°and net 750 Both were added later, so it is difficult 
rtC"lf,days to determine with is correct, however the year of death given in Kafu 
. s 3:.npo 3 (1675) seems to be cl0se to the truth. In any event the dates forhis 

~~king period do not change . 

7o The school of swordsmanship of which Kaneiye was the founder, 
n ~ called E:nmei-jisshuryu according to the family genealogy, however the books 
~~ S1'fordsmanship list a nwnber of names , such as Tetsujin Jisshuryu, Jisshuryu, 
~~:d Tetsujinryu, Tetsujinryu, Nito Tetsujinryu and so on. On the sign of the 
== x ol in Edo Kanda there was written Tenka Mu.so Tetsujin Jisshuryu, so Tetsujin 
~·:.. sshuryu may be the correct name. Swordsmanship from th8 end of the Muromachi 
;e~:od to the beginning of the Edo period seems to be a combination of several 
::~~ es, in contrast to the Edo period when each family had a specific styleo 

Th.e foregoing is from Koza Nihon Fuzoku-shi . According to the genealogy 
:::....::.~iye's style of swordsmanship was two handed, along wi th jutte-jutsu, yari, 
:::...;:nata, and sumoo Those engaged in the manufacture of weapons for these forms 

• :igbting were supposed to be in th~ same family in order to protect secretso 

According to Suiken Fukunaga, Token to Rekishi, old documents such as 
~=-=-ozensh@ and Tobanshokankoketsu mention only Tetsujin, and the subsequent Soken­

·..--- 2~0 mention only Kaneiye. Only Kimco Tsubayose distingu.ished between Shodai 
:'.:';.-•iye and Nidai Tetsujin Kaneiye, and with reference to the latter it says "Aoki 
~-..::.:,e :, later served Higo., skil}.1 in s,i!dsmanship. 11 He later changed his name 
,_--..;.::,ei to Jouemon, and the name i~J~2fir • n Tobanshokankoketsu is prounounced Jousmon ,. 
::.~ reference to serving Higo s a rii!st ke, and should be Hizen, that is Nabeshimao 



Dosho Hasuike is not Higo, but Hizen. There is a Hizen branch of the Nabeshima 
f2mily, that is, the Nabeshima family of Hasuike had their residence there, and 
he served them. 'lbe person who served was a disciple of Tetsujin, Uchida Masauemon 
Yoshimasa. The address of Tetsujin, according to a certific..te issued by the Tetsujin 
Nidai, Yoshiro Iyehisa, in January of Enpo 3 (1675) , is given as "resident of Kawasu, 
Tenka Mu.so Aoki Tetsujin. " The term "resident of Kawasu" does not mean that he lived 
there, but that Kawasu was his permanent address or place of birth. During Kaneiye• s 
training period he lived in I<'ushimi, but later moved to Edo and had his school of 
swordsmanship in Kanda . The above mentioned Kinlco Tsubayose says that Tetsujin 
Kaneiye lived in the Tensho era (1573-1592), that he was born in Tensho 15 (1587), 
and died on August 24, Kanbun. 1 (1661) at the age of 75 . If calculations are based 
on this figure, it is possible to determine the time of Shodai Kaneiyeo 

'lhere is a peculiar book called Kenjutsu Keizu. It explains the 
tradition fully, and is edited by Makibei Koen whose father, Sabei, was a famous 
swordsman who fought the fourth generation of Tenryu, of which Saito Denkibo was 
the originatore Makibei learned Tenryu from his father, iai of Shinsairyu, 
Kasekiryu Sojutsu, Kitoryu Jujutsu, and war strategy from Yamaga Soko. Since he 
was such a skilled swordsman, he might have been involved with the study of tradition­
al kendo. Joined by his second eldest and eldest sons, Shinroku and Jujiro, Makibei 
attempted a revenge o After the ritual su.tcide (seppuku) of Makibei and his sons, 
the Kenjutsu Keizu was given to his son-in-law, Nakayama Hachisuemon Masamoto, and 
a copy still exists today. '!he following genealogy is found in that book : 

Miyamoto Muji 

Aoki Jouemon 

Tetsujift (Every generation lived in Edo) 

Miyamoto Musashi (Munisai) 

Accordingly Miyamoto Muji is the father of Musashi, that is , Miyamoto Musashie There 
is however another theory that says that after the death of Munisai his widow marri®d 
µiyamoto Musashi o In any case Masashi was the follower of Miyamoto Muji . Who is 
Aoki Jouemon? 'Ibis person i~ Kaneiye Nidai, that is Tetsujittn ianeiye. Although this 

1'::nealff: lists Tetsujin separately, that is an erroro~¥1~ ,Should be_y1t~n as
1 ~ i~l_fj Here the name is}I.~ but the signature on the t"~i a is writteu/j.~/i~'l::., 

1n b6~ ways, so there is no problemo His style is also written as Tetsujin Jisshuryu, 
Nito Tetsujinryu, and Tetsujinryu. 

The tenealogy says that ia that family each generation call@d themselves 
~ tsujin}it/,or,i\~:, so the first generation was called Ko-tetsujin (Old Tetsuji~) 
cU/, or.J4):r-,, 'lhe genealogy also says that they lived in Edo, and that indeed there 
w.s a schoo't in the Kanda section of Edo. Kaneiye died on August 24, Kanbun 1 (1661) 
a.t the age of 75 . His Buddhist name was Ryozan Yuuchi Kcji. Give~ the year of his 
death and his age, he would have been born in Tensho 15 (1587) . But his teacher, 
t iyamoto died on April 28, Tensho 8 (1580), at the age of 63. This would reject the 
?Cssibility of teacher-disciple. Another theory says that Miyamoto died in Tensho 
1 (1590), but at that time Tetsujin would have been four years old, so again the A 
rel~tionship of teacher and disciple should be denied . • 
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l~i yamoto Musash;i. was born in Tensho 12 (1584), and if Miyamoto Muji 
-::'ensho 8 (1580) , Musashi was Rot yet born. However if he dj_ed in Tensho 
) , then Musa shi was seven years old at that time. Therefore if Tets-u.ji:n 
in .i.'ensh@ 15 (1587), Musashi was three years older than Tetsujin, and it 

cs ~e ir.:10 was Tetsujin 1s teacher and not Miyamoto Mujio In that the Kinko 
::-s~-~· -se says that he served the Higo, Musashi might have recommended him, but it 
,.__s- sc:-s '.ce was in Hasuike in Hizen. If he served the Hosokawa family , in order 
: : :.e. _,,_ ~ :..s students he would have resided in Kumamoto~ There is no Hasuike in 
~-=..c-~:. or its vicinity. Hasuike is presently part of Saga city, and that is 
---=:-_e~ ~~iida Y.asauemon Yoshimasa lived, and he was Tetsujin's first disciple . His 
s~: ~ e dest son, Yabei Ryoki Nyudo Shuncho, recorded a detailed hi.story of 
--=-~-==·.:.;:.r. and his sons in the Uchida Yabei N udo Shuncho Shutsubunsho. According 
:_ :=a: s ource Tetsujin's father used to be prominent in Ya..mato no Kuni Koriyama 1 
== ~~ xii Kaneiye was a upper class sidelineo According tQ Tenka Muso Tetsujin 
:~===·.:..--yu. 8hikko Okite, Tetsujin 1s title was that of a resident of Kawasu. The 
:.-===- 5 --:..ti on of his son, Aoki Yoshiro Iyehisa, was that cf a resident of !vfusashi-Klllli 
=- ~e -- ' i n might have moved from Koriyama in Yamato to Kawachi. 

According to the Uchida Bunsho, he was called Shinzaemon, and that in 
~~~ =.:.de.le years he was called Jouemon Kaneiye. Then the name Aoki Jubei mentioned 
::_.:: !~nko Tsubayose could be his so-called youth name. His school was at Kanda 
• :;- - ~::.n-~ae, and it had a sign reading Tenka Muso Tetsujin J:i..s shuryu. Samurai 
::-c- Saga commuted to that school, and Uchida Masauemon Yoshimasa was skilled in 
--2-: =e~- od. of fighting. At that same time in Takeo of Hizen there was a teacher 
_ __ e- lij i:m.a Yasuke, and Masauemon also studied with him and was very sure of his 
=~::. __ , ~e developed a relationship of teacher and disciple with Tetsujin with 
:-e 5 .rci to swordsmanship, and after Tetsujin's death, Masauemon taught Tetsujin's 
= :::. J i. s:, iro Iyehisa. Because of that relationship, in later years Yoshirowas the 
.::. ~.::: ~ ::<,nto, and Masauemon in the western part of the countryo 

With the above in mind, when we look again a.t the Kinko Tsubayose, 
-.:.~ -s s een as a mistake for Hizen, and who is serving is a confusion with the 
::.:.s~: _e chida l1asauemoa Yoshimasa, and it was he who was the disciple in Hasuikeo 
::-""e - -:.... .e Nitoryu, swordsman and tsuba craftsman, continued as Miyamoto Musashi -
=-~ -:-s ·.....:'. in K .. neiye - and, Uchida Masauemon, for three generations .. 

Heiho Gokui Denkan was written by Iyehisa in January of Tenwa 3 (1683) . 
-.- -.... ::.~ end of it, he says, It•• .although facing, with a smile on the face , and holding 
: - e Sl'l'Or ·s of poison in his hands and speaking nicely., but keeping ten evil arrows 
.:.:: - ·- e heart., resident of Kaw.isu, Tenka Muso Aoki Tetsujin Nidai ., resident of 

_s :..~::..i - Kuni.9 Aoki Yoshiro Iyehisa .a. 
11 Buddhist references to the three poisons and 

-...:.e :.e~ evils , suggest that he knew Buddhism very well, and hence it is proper to 
.:.::.:,e:-p~et Te t sujin as a Buddhist name , and not as a proper name. 

---~ ?.:-ominent Craftsmen of the Kaneiye S,chool: 

Kanesada's family name was Aoki, and he was born the son of Jouemon 
:-: :::-:::...:.ye in Kawachi-Kuni-Nishiki-Gun (the present Tondabayashi city in Osaka 
?~e:ecture) in 15700 He learned the Enmei-jisshuryu from his father. According 
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to an old document he moved to Edo in 16120 This was a time when samurai without 
their masters and craftsmen, moved to that newly created city in search of a new 
life

0 
Kanesada made tsuba as a sidelineo He died in 1621 at the age ~f ~2 ° _ Th~ 

historical background is as follows : The Tokugawa Shogun.ate banned Chr1.st:-0m1. ty in 
1612 the battle of Sekigahara had been in 1600, and the second Shogun, Hidetada, 
acquired power in 1605 0 The battle of Osaka-Fuyu-no-Jin was in 1614, and in the 
following year, the Toy0tomi family- perished in the battle of Osaka-Natsu(the former, 
the winter, this the summer)-no-Jino 

'lhe signature used was Yamashiro (no) Kuni Fujiwara Kanesada, or with 
saku added , written on both the right and left side5 of the seppa.;.aai on the reverse o 
There are sone with the signature Edo ju Kanesada, vmich proves that he lived in 
Edoo There is another signature with the Fujiwara omitted. l'here are none reading 
Fushimi ju. Each signature is a different style, and some older authorities say 
there is a signature of Nagasaki ju Kanesada , but this is a different person. 
The themes are Tojin (Chinese personages), and landscapes of rivers and mountains. 
but this style really developed with Kaneiye. The tsuba are of high relief, round, 
and of iron. The expression of the work is dull . It is pre-Kaneiye. The iron is 
not well hammered , but it does have a black-rust patinationo The inlay is gold, 
silver, copper, and brass. Space is employed in the design~ The subjects are 
scenes of wild geese , mountains , and rivers, distant scenes, fishermen, samurai, 
drying nets, streams, and reeds. Many have a single hitsu, but a few have both. 

The relationship of Tetsujin4i1:., ort1_J...., to Shod~li Kaneiye of the 
Momoyama period is easily clarified from the signature and style. There used to 9 
two theories of Tetsujin, that it was used by one man or several individuals.11 but 
it is proper to think of Tetsujin as the trademark of a workshop descended from 
Shodai Kaneiye 9 and thus not the proper name of a tsuba craftsman. Each signature 
is cut differently, and the style is slightly different from period to period. 
'I'heref ore Tetsujin was undoubtedly the name of more than one person8 

The signature 1s Yamashiro (no) KUJ.li Fushimi ju Kaneiye on the 
obverse, and TetsujinJi~:+.; O~.,\., on the reverse o Sometimes the -0haracter saku 
is added. Thera are also tsuba with simply Tetsujin, or very rarely Tetsujinsai . 
None of the Tetsujin tsuba h:.ive Joshu in the signature. Yamashiro (no) Kuni . 
Fushimi ju Kaneiye is clearly a trademark of the workshopo Researchers have 
confirmed the signatures of Tetsujin Yukimori, Tengu Tetsujin, .and Hachiman Dai 
Bosatsu Kasuga Dai M;yojin Bushu Toshima Gun-inan Bantetsu Tengunletsujin~saku-noa 
There are the same number of tsuba with the signatures Te tsujilJ/j:1'.,(:. and'it.i"., . 
There are two kinds of te~,,i;and ~ (arrow), and1;.md ~ (loose) . 'fuere are 
very few instances where,ji."- ( tetsu) is used., 

The style is inferior to the work of Shcdai Kaneiye. The form is 
usually round and the material iron, though there are otherso 'Ibey are thicker 
than the Shodai Kaneiye, and this can be explained by the difference in times o 
The rim is sometimes covered, and there are ts~ba with a rope pattern rim. The 
characteristics of t echnique shown in the work of Tetsujin are those of Koitsu 
in additon t o the conventional techniques employed in Kaneiye tsuba . The themes 
are birds with waves, descending birds , red maples and streams,water birds on 
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-·-• sea:, moUJ1.tain streams, reeds, prunus, distant scenery, butterflies, hats, 
s~ren t reasure characters, lightning, clouds,~ man below a cliff, fishermen, 
, =•n leading an ox, and so on. The styles have two divisions: those imitating 
~~ cdai Kaneiye , and their owne 

A man named Tetsuboku seems to be one of the major craftsmen of the 
~2=eiye school, but there are few existing examples of his work . He signed 
~~=-s. iro (no) Kuni Kaneiye or Yamashiro (no) Kuni Fushimi ju Kaneiye on the 
:2,ers e , and Matsuyo -Igarashi Tetsuboku or Matsuyo Tetsuboku on the reverse o 
.L:::ord.i.ng to old documents there is a tsuba signed Yamashiro (no) Kuni Kaneiye 
~-..:..:::.i Yatsuyo Tetsuboku saku which was made in the Genroku era (1688-1704) .-
~ _ ng signature such as this , with an exaggerated genealogy was used in order t o 
:_::- =ote sales, and the reference to the nin.th generation i s not authentico The 
.5-=e nol ds for the following example s Tomonari, 56th generation-grandson by the 
ST::r-::i sr:dths Sukenaga and Sukenobu. The style 13 in the Kaneiye traditioa, and the 
:..:.~=es are fishermen, and so on. 

finis 
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EDITOR'S COMMENT -

In years past, the topic of SWORD ETIQUETTE was a subject of 
much discussion in not only our society publications but in other 
sword papers and at many of the lectures held at sword meetingso 
Such "drumming home" of this most important subject did implant a 
basic understanding of sword etiquette in many, and this is good . 
Since we have not presented an article on etiquette for many years, 
1t is felt that such an article is now once again in order . It may 
be a refresher for the 01 1 timers, but hopefully it will be an 
important "lesson" for the newer collector. Although at first such 
Hrules" might sound a bit ritualistic - they are only good manners 
and such good etiquette practices simply polish a collector in his 
presentation and somewhat elevates the person above the ill-mannered 
cluts' of the sword world. Good manners and etiquette are always in 
good taste . Heed to them! 

ETIQUETTE AND CARE 

by A. Yamanaka 

RCH 

(Reprinted in part - Nihonto Newsletter Vol . I No.2 - 1968) 

In ancient Japan the etiquette regarding the handling of swords e 
was very strict. The Samurai having to carry these blades day in and 
day out and it being a very sharp instrument , care naturally had to 
be observed. Further, since the Samurai revered it as something 
sacred, they took care of it ' s preservation and certain rules were 
followed in it I s care and handling . Women in Japan were no·t allowed 
to handle swords with their bare hands, but used the sleeves of their 
kimono to carry them. 

In caring for swords , some strict Samurai even went so far as 
to forbid women from entering the room when they were cleaning their 
swords . Also, this process was something more like a ritual. Of 
those who followed the very strict rules , some went so far as to 
hang mosquito nets and they cleaned swords under it, this was found 
to be the only dust free place . In some Japanese movies depicting 
scenes where a Samurai is cleaning a sword, one . will notice that a 
Samurai will have a piece of paper in his mouth, not only in cleaning 
but in looking at swords as well. This was done so that one's breath 
would not defile the blade . 

We do not feel this served any purpose , since if one closes his 
mouth then he must breath through his nose and surely, in close inspect­
ion of swords "hot air" from the nostril will fall on the blade and 
thereby defeat the purpose of having the paper in his mouth . Though 
the appearance of a person seated on a Japanese Tatami , with a paper 
in his mouth and looking at a sword, certainly poses a pretty picturele 
that seems to be the extent of it. Today the ancient rules are no 
longer heeded , however in its preservation and appreciation certain 
rules are still applied . We, as students of Japanese Swords , should 
heed these rules . 
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2 ) 

~hen on~ is given a sword to see, whether it be for appreciation 
or otherwise, it is proper to give a slight not of respect to the 
blade before the swords are removed from the sword bag, or from 
the scabbard. 

In removing the sword from the sword bag, grasp the bag in your 
left hand, unravel tbe silk cord so that only the hilt of the 
sword 1s exposed. During this phase always keep the cutting edge 
up . 

naving exposed the hilt, tne opened part of the bag is folded back 
and it 1s lightly wrapped with the loose cord. The sword is then 
held so that the tip of the saya kojiri 1s away from you, and the 
ti p of the tsuka kashira is near you, then you are ready to remove 
the blade from the saya. At this point, with the tsuka exposed, 
it 1s proper etiquette to use a FUKUSA around the tsuka so that 
you will not soil the tsuka. 

Often times a fine blade is in a fine mounting and will be wrapped 
in fine aged silk cord or deer skin and they are easily soiled 
by the oil in your skin, therefore in looking at such blades one 
should always carry FCJKUSA , in addition one should also have a 
NUGUIGAMI or another FtJKUSA . Like a well-to-do person, a good 
blade wears expensive clothing. Though not all blades are in fine 
clothing, sometimes one comes across a blade in a very dirty 
mounting and at such times rather than dirty your fine FUKUSA 
and NUGUI, as well as your hands, plain paper may be used or be 
well prepared to get your hands "dirty". 

Grasp the tsuka with your fukusa wrapped around it firmly and 
wit h your left hand have a firm grip on the saya . 

_n drawing the blade from the saya, always keep the tip slightly 
lower than the tsuka and also when you have drawn the blade out» 
~eep in ming not to allow the tip of the blade to scrape the mouth 

f the saya (koiguchi) as it leaves the saya . 

At time s one sees a person draw a blade out about 10 inches or so 
a_.d then look at the half-drawn blade, turning the blade and the 
saya over and over. This act 1s the worst offence and an insult 

o the owner of the blade , as well as to the blade itselfo In 
turning a blade over and over, there 1s a great possibility of 
chippir..g the cutting edge as well as putting scars on the bladeo 
iis offence should never be committed by a student of Japanese 

s-... ords . 

~aving drawn the blade from the saya, cover the mouth of the saya 
·1th the l oose part of the bag so that dust will not enter the 
saya, then the saya may be laid close by (in a secure place so as 
~ to be dropped) . 
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It may be rather difficult for a person to draw the blade out and -
cover the saya with the loose bag, so then you must lay the sword 
down, however when you do lay the sword down, place a fukusa or 
nugui at the tip so that the blade will not touch tne floor or the 
table, or whatever you are laying the blade down on . 

7) You are now ready to look at the blade . First hold the blade at 
arms length with the habaki at about on an even keel with your eye 
and look at the shape of the blade from the habak1 towards the 
kissaki. Then inspect the other side in a like manner. · It is 
very important triat your first impression of the blade be taken in 
a proper manner,and the etiiquette for your impression of the blade 
at this point will largely influence your Judgement later in 
observing other parts of the blade. Your observation at this 
stage will give you a good foundation in determining, what school 
and in what period the blade was forged. It also will tell your 
host that you have the right ATI'ITUDE and know the correct ETIQUETrE, 
Accordingly, he will be glad to show you what he has. On the other 
hand, improper observation of these rules will result in a negative 
reaction from you host . 

8) Now you are ready to observe the finer, minute details of the blade , 
blade pattern and steel structure. For this you must have another 
fukusa or n"'-gui as mentioned previously . Have the second fuku.sa 
or nugu1 in your left hand and place the blade on 1t at a slight 
angle. Point the blade towards the light and you w+ll be able toe 
see the finer workings of nio1 1n the blade pattern. In looking 
at nie, you must have the light source shine over your shoulder 
on the blade which will give you the best angle in observing nie. 
In looking at the tip or the KISSAKI, slightly lower it bringing 
it near you, however, whenever you move the blade in any direction 
always be careful that you are not near any object so you will not 
cause injury to the cutting edge or for that matter any other part s 
of the sword. You can then scrutinize the details and fine points 
such as the •workings" in nie or nio1 , condition of the Jitetsu, 
grain of the steel, as well as the areas of the ridges (shinogi) . 

Never allow any part of the blade to come into contact with y·our 
clothes, this act is considered the worse offense. 

9) Having gone through the ritual, you then replace the blade into the 
saya in reverse order of the way you withdrew it . In · returning 
the blade into the saya keep the cutting edge up and straight . 
Allow the mune to rest on the saya mouth, keeping the blade and the 
saya always in•a straight line and let the blade "slide" into the 
saya, however you Ml.lat always maintain control of the blade so it 
won't rub against the side of the saya . 

·1.0) At this point you may rewrap the saya bag and the cord , though 1n 
most cases the host will do this himself according to nis own 
liking. Also, t .he host will always rewipe the blade before putt1a 
it away after your Y1e1t, so ·this part should be left up to h1m . W 

11) In looking at a good quality mounting, extreme caution and care 
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~ust be observed . A fine blade 1n fine mounting will have tsuba, 
□enuki, kozuka and koga1 by master craftsmen. In drawing the 
~ozuka and the kogai out from the saya, use the utmost of caution 
so as not to mar the tsuba, saya, kodzuka or the kogai, for in 
certain cases, the kodzuka and koga1 fit very snugly on the hitsu­
ana of the tsuba, and if one is to draw the blade out without 
caution, the sliding action will cause the kodzuka and the kogai 
to rub hard against the hitsu-ana thereby mairlng the backside of 
the kodzuka and the kogai as well as the part of the hitsu-ana the 
two rest against. It would perhaps be best to leave this operation 
to the host and have him draw the blade, kodzuka and the kogai for 
you. 

:2 , It often becomes necessary when one has drawn the blade to pass it 
from one person the the next . In such cases, again , extreme caution 
rust be used. When passing a drawn blade to another person, "ALWAYS 11 

keep the cutting edge towards you. Hold the blade right below the 
tsuba or habaki, and make doubly sure that the recipient has firm 
enough grip on the tsuka or nakago before you let go. 

If the blade is mounted, then it will have a tsuba so it will 
~ t cause too much trouble, however, with a blade in shirazaya, one 
~Jst be extra cautious. Be sure that the person you are passing the 
~:ade to has a sure grip before you let your grip go. Here it is 
~tvisable before letting go to shake the blade a little to see if he 
:-.as a firm grip . 

(We may sound a little persistant in this part about passing a 
~~ade to another person, however, we have seen the ersult of a person 
~~ has not heeded the "caution signal" which always results in cut 
=-~ers and a very deep cut it is too!). 

The person receiving the sword holds the tsuka below the hand of 
:r.e person passing it to ~im . Also with your other hand, hold the 
:.s·J.ka at the kashira , then you will know for f?Ure that your grip will 
~8~ slide. After one has seen the blade, then one may want to see t he 
= 5nature , in which case permission from the host "MUST" be obtained 
:~:.~st. 

If the host is proud of his blade, he will show you the nakago 
-~~hout your asking, and so it becomes necessary to remove the tsuka . 

: ~e host in most cases will remove it , however at times, this operation 
:s performed by the person wanting to see the nakago . At such times , 
:r.e following rules must be observed . 

With the small hammer available for this purpose, remove the mekugl 
by giving a slight push at the smaller tip of the mekug1. Once 
having taken the mekugi out , put it aside so you will find it 
readily after you have examined the nakago, for this peg is very 
easily lost. 

2. navlng removed the mekugi, you are now ready to remo,ve the blade 
from the tsuka. Hold the tsuka 1n your left hand at the kashira 
or the pommel and with your right hand give a rap at the wrist 
of your clenched left hand holding the tsuka, this will usually 
loosen the blade from the tsuka. If the blade has not been out of 
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the tsuka for a good many months or years, then it will not cc~e -loose by this action alone and you must resort to some other :::e~:--- -
The blade should then be returned to the host to have him lose~ 
it . He will use a mallet and a small block of wood set agai~s: 
the seppa and tap with the mallet, this will loosen just abcu~ 
any hard to come out nakago . Having loosened the nakago fr o~ ne 
tsuka, you then replace the blade in the saya and then remove tne 
tsuka. Many times this is d one without replacing the blade bac k 
into the saya. 

You are now ready to observe the condition of the nakago; the cc: 
of the rust, the signature and dates and the shape of the nakago. 
Having finished , replace the tsuka and then remove the swor~ from 
the saya. Give a slight tap upward holding the blade vertically , 
this should set the blade in proper position so that you can 
replace the mekugi, and then replace the blade back into the 
saya . 

In inspecting the sword, both the cutting part as well as the nak~g 
"NEVER" give your opinion without first being asked . If your host 
should ask for your opinion then you may give your thoughts, but 
never voluntarily! If one sees a signiture which he thinks 1s 
not right, then often times your thoughts show in your facial 
expression such as a frown or smile . Be sure at times like these 
to keep control of your emotions! 

EDITORS COMMENTS -

Much more on this subject could be said and we will include more 
such "reminders" as time goes on. A most excellent demonstration on 
etiquette was presented by Mr . Ishu Honami during the TKK event in 
Dallas , Texas - 1972 . This lecture is available through the Token 
Study Group in Chicago (write JSS/US member Ted Wysocky) and should 
be included in every serious student's library . 

To briefly review some of the more common breaches of etiquette 
which we encounter regularly: 

1) 

2) 

3) 

4) 

5) 

Remember to let the MUNE carry the blade in and out of the say a 
and NOT the side of the blade! 

Watch your rings, buttons , watches . . . . they scratch a polish and to 
be safe , remove these items when viewing a blade (or fittings) . 

A most common happening experienced 1B the "slamming of a blade" i n 
and out of a saya! Take care . . . easily remove the blade •. . do NOT 
slam the blade in and out lest you are prepared for a repr imand! 

Watch your 11drinking" . ... dulled judgement can be disaster! 

Seat the habak1 before seating the tsuka - might avoid a chipped m, 

6) If the OWNER is careless , be a friend and advise him of his fault s 
in handling - better this than a damaged blade! Obviously t his neea 
be done with d1plomat1ce finesse . 

1 8 . 



JAPANESE LACQUER 

by Roy Hashioka 

For the Nihonto student there is a bonus 1n the study and appre­
a tl on of the saya-nur1 (lacquered scabbard}. Saya-nuri is a 

specialty of SHIKKO (lacquer art) and therefore, a variety of effects 
r. t f ound in other lacquer ware 1s encountered . The basic function 

f the saya was to protect the precious blade, but the abundance and 
a__nd qual ity of artistry lavished upon it often denoted the status of 
- he bearer . Regrettably there are many common plastic finishes today 
••. ich superficially look like fine lacquer . This has brought about a 
gradual loss of respect for fine lacquer ware. 

Although the people of Japan call themselves Nippon-Jin or Nihon­
~in (pe ople of Nippon or Nihon), the Chinese word for Nippon was 
~1 .-pun. As a result of early Chinese encounter with Europeans, the 
:'ine lacquer ware produced in Nippon became known to occidentals as 

japanned" objects. 

In Japan lacquer is called urush1 and is derived from a species 
~ sumac (Rhus vernic1fera) whose sap is harvested much like raw rubber . 

:.e sap is refined to produce raw lacquer of exceptional quality . 
.. iile lacquer from the tropics is more abundant, those from the temp­
erate zone (Japan) is of finer qual ity . Good lacquer is smooth, clear , 
~ ugh, light and will not stick or warp. The surface 1s superior to 
~Larnel or pottery glaze . The superior hand polished surface is per­
:ectly s mooth and transparent without undulations . 

Masterpieces of Sh1kko have been appreciated, fostered , and 
;reserved since ancient time . Among the earliest lacquered object 
ext ant in Japan is the six foot Tamamush1 Shrine (ca. 700 A.D., N. ·r.) 
.... ,:: the Horyuji Temple in Nara. The iridescent outer-wing covering of 
:. !1e • ... amamushi beetle is imbedded in the lacquer beneath the open-work 
=~tal rim ... . hence the name "Tamamushi" Shrine . Because this shrine 
:s made of wood found only in Japan, it 1s thought that this shrine 

:' dim origin is the work of a Korean emigrant artisan . With colored 
~~cquer a panel of the Tamamushi Shrine depicts Gautama Buddha's 
~copassionate self-sacrifice to the starving tigress and her cubs . 
: r e shrine is one of the early artifacts of the 1n.troduction of Buddhism 
:~~o Japan. Probably the earliest extant lacquered saya of distinctly 
-apanese origin is the saya for Emperor Shomu ' s tsurugl (ca . ?JO A. D. 
~: ~ustrated 1n Nlhonto Taikan) which was preserved in the Shosoin 
:::1perial Repository , Toda1j1 Temple, Nara. This excellently preserved 
saya is lacquered 1n MAKKINRU (gold filing) which is the earliest MAKI-E 
3prinkle picture) technique . 

The finest Japanese lacquer ware was produced during the 16th and 
r. century , or more specifically the Momoyama Period (1568-1615) . 

=-.::.is peak period is named after"Taiko" (great prince) Toyotomi, Hide­
_,· c:s:: 1 s magnificent Momoyama. Palace in Kyoto . For this palace , lacquer 
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-of the finest quality and designs of original inspiration was employed . 
Today , one can still gauge the superb Momoyama Palace by the rooms 
now a part of the Nijo Palace and Nish1-HonganJ1 Temple both in Kyoto 
and the Toshogu Shrine in Nikko . The opulent Oenroku Period (early 
18th century) stimulated a more meticulous and sophisticated lacquer 
technique, but never equalled the vigor and talent of the Momoyama 
Period . 

The gifted and versatile Ogata brothers, KORIN and KENZAN inspired 
by Honami , KOETSU (sword appraiser and polisher , calligrapher and 
artist) produced out-standing lacquer ware during the late Momoyama 
and early Edo Period. Many of their works rank equal to the finest 
swords and .are equally t~easured . Much like swordsmiths , there are 
listings of urushi artists many of whom are also recognized inro 
artists. 

Outstanding among the saya-nuri are the very formal black lacquered 
saya with Goto nanako fittings . Though simple and plain, these saya­
nuri are executed so superbly that they demand admiration . Sometimes, 
however , this is not the case in our "chrome" society , but when the 
quiet-refine saya-nuri 1s contemplated along o1de of a more ornate 
saya .. . . well , "the cream always rises to the top". 

The Technique of Fine Lacquering 

The Prime Coat -

Saya wood is tho~oughly seasoned and dried and is of soft and 
even grain such as magnolia and poplar. A thin coating of raw lacquer 
is applied to the saya with a spatula and allowed .to soak 1n. Flaws 
and seams are filled 1n with saw-dust from the decayed wood of the 
Keyak1 (zelkova acum1nata) mixed with starch and lacquer. A sheet of 
hemp cloth 1s pasted over the entire surface with a mixture of raw 
lacquer and starch . (cloth generally indicates an old saya) . . The next 
two coatings consists of a mixture of raw lacquer and ji-no-ko (powdered 
tile or pumice). The surface 1s now rough ground with a whetstone. 
To-no-ko (pulverized claystone) is mixed with ji-no-ko and raw lacquer 
to produce a paste which is applied twice . The surface is rough ground 
again. The next two coats . of sab1 (to-no- ko , raw lacquer and water) 
are applied . The surface 1s then ground and polished and this conclude s 
the prime coat. 

The Finishing Coat -

A mixture of lacquer and pine-soot 1s applied up to four coats . 
This surface is polished with charcoal made from the Ho tree. The 
next coat is lacquer mixed with the desired coloro The surface is 
polished to a glossy finish with a hard fine-grained charcoal ~ Cotton 
soaked with lacquer is applied several times . The surface 1s now 
polished with the powder of burnt deer antlers or more recently with 
titanium oxide . The saya is now ready for decorations . For the t1mee 
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• r_ l acquered saya dull and fogged with myriads of minute scratches, 
a ~~b-down with tit anium oxide will restore some of the gloss and 
tra. s_parency . Mechanical buffing is not recommended. 

It is estimated that approximately 600 hours of work and drying 
~i~e is expended up to this point . Lacquer is "dried" at 20-22 degrees 

e_ t igrade and in a moisture laden atmospher. The lacquer hardens when 
~- e a l bumin in it ferments . 

~~e Decorative Step -

There are many decorative processes, however in this exercise , 
ilfe will briefly examine the MAKI-E (sprinkle picture) technique . . ... 
~ne mos t interesting, apparently of purely Japanese origin, widely 
~sed and elaborate technique . Designs are drawn with lacquer on the 
~enerally black lacquered ground. Gold or silver powder is sprinkled 
cL.d adheres to the st.ill wet de sign. To use the MAKIZUTSU (sprinkler) 
~ KEBO (hair brush) requires considerable skill in order that the 

~owder be evenly distributed. Straight lines and gradual fade-out 
e~fects are still more difficult . Makizutsu is a tube made of bamboo 

r tne shaft of a crane feather with a silk gauze pasted across the 
-~agonally cut tipo There are various tube and mesh sizes. After the 
~esign has dried a coat of lacquer 1s applied and then polished to a 
g:ossy transparency to'reveal the design beneath the surface . 

: ypes of Gold and Silver Powder -

YASURI-FUN (filing) 
Uneven gold or silver filings made by using a metal 
file is used 1n MAKKINRU , the earliest maki-e .. . the 
Asuka and Heian Periods. 

MA.RU - FUN ( round powder) 
This powder is used in the HIRA (flat) maki-e technique. 

HIRAME-FUN (f111ngs pressed flat) 
'l1his powder 1s used for the TOGIDASHI ( polished out) ma.ki-e. 

NASHI-JI (aventurine powder) 
This 1s harame-fun which has been rolled so that the 
flakes have a slight curl or concave shape. In the Edo 
Period nash1-J1-fun surplanted the hirame-fun. 

Regarding NASHIJI (pear grain), it should be noted that the 
~a1Anese pear is unlike ours . Meat or grain-wise, it is s omewhat 
~- ~e our winter pear in that the meat is more granular and crisp . 
=~e s nape too is rounder and more like our Jonathan apple . So , this 
:a~t s hould be taken into account when we think of nashiji hada , etc . 

When a design is to be repeated, as in mans, the design is first 
:. :-aw_ with lacquer on MIN-GAMI (Mino pa.per .. . . a particularly sturdy 
_::.aper ) which is heated over a flame making the lacquer tacky . The 
~esig~ i s placed face down on the surface and lightly rubbed . A thin 
- - ~ ~i!lg of lacquer is depoated and on to which gold or silver powder 

21 . 



is sprinkled . This process can be repeated many times producing 
identical designs . 

Types of Maki-e -

MAKKINRU (gold filing) 
The object ls thickly coated with lacquer and while still 
soft and sticky, coarse gold filings are sprinkled forming 
a design. This is later given another coat of lacquer and 
rubbed down with fine powder so as to produce a sufficiently 
transparent surface to allow the design to show. The tech­
nique of rubbing down to obtain transparency is called 
TOGIDASHI. Makkinru ceased with the introduction of HIRA 
maki-e . 

HIRA MAKI-E (flat maki-e) -
Gold or silver Hirame-fun is sprinkled on the design. ·rhe 
surface is rubbed with cotton soaked with lacquer. The 
whole is made lusterous by polishing. This is the common 
Hira Maki-e technique . 

There are several additional steps commonly used with the 
Hira maki-e technique . 

A) KAKIWARI (remaining line) - the Hira maki-e design is 
outlined and sprinkled so that the design is outlined 
in relief . 

B) KEUCHI (fine brush lines) - One the maki-e ground, designs 
are outlined with a fine brush . Over these lines fine 
gold or silver powder 1s thickly sprinkled producing 
relief lines. 

NASHIJI MAKI-E (aventurine or gold flecked lacquer) -
The ground is thickly coated with lacquer and over this 
nishiji-fun is evenly sprinkled so that it appears to be 
covered with dust . During the Asuka and Heian Periods 
coarse filings (makkinru) were used . The Kamakura Period 
introduced the Hirame-fun. The Momoyama Period ushered in 
a finer and rounder Hira-me-fun. In the Edo Period the gold 
flakes were thinner and concave like a sea shell which 
produced more brilliance. The great majority of the gorgeous 
kin nashiji kamon ito-maki tachi (gold aventlll'lne family 
crest cord wrapped tachi) we see today were made during the 
Edo Period and therefore utilized the nashiji-fun. Frequently 
a final coat of yellow lacquer was .applied giving the gold 
flecks even more luster . 

TAKA MAKI-E (relief maki-e) -
This is the most gorgeous type of maki-e . The design is 
slightly elevated above the ground . In the common taka e 
maki-e, the design is applied to the ground, then charcoal 
powder is sprinkled on the wet lacquer . Lacquer is once 
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again applied to the design and gold or silver powder is 
spri nkled on to it. Lacquer is now applied to the entire 
surface, dried and then polished. A relief design is 
achi eved . Sometimes instead of charcoal powder, several 
coats of gold powder i s applied producing the same raised 
(relief) effect. 

Sn ISHIAI MAKI-E (high relief maki-e) -
In addition to charcoal powder, an additional coating of 
thick paste of ground clay and lacquer is applied. Gold 
powder is sprinkled over the paste producing the high 
relief . Generally, in the Taka and Shishlai designs, Kaki­
wara is also 1,ncorporated. 

There are many variations to the maki-e technique depending 
the imagination a.nd skill of the artist . Viewing a collection 

inros, I think, will clearly confirm this statement. Displayed 
the Boston Museum of Fine Arts, in particular, is an unusual 

:·ection of very fine lacquered sayas which vividly demonstrate the 
·:Jeautl ful possibilities of the saya-nuri . 

Interest in other facets of the sword nurtures the whole . It 
e~ucates the eye and enriches the man. 

GONROKU MATSUDA, maki-e lacquer artist, has been designated a 
-~iv ing National Treasure" . May there be many more like him. 

-~e following literature detail more information : 

-~?A~SE LACQUER WARE, Tomio Yoshida . 

: KY NATIONAL MUSEUM, Newsweek series. 

BOSTON MUSEUM OF FINE ARTS, Julia deWolf Addison . 

APANESE, K. Yamaguchi . 

. "IHONTO TAIKAN , N .B .T .H.K. 

IVI NG TREASURES OP JAPAN, Barbara Adachi 

-::=~; ,.. y LO PE DIA BRITTANICA 

::: : sssE AND JAPANESE LACQUER , John Bedford 
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PREFACE -

TALE OF A SWORD'S TRAVELS 

by Ron Hartmann 

The following tale is an attempt to explore with relative 
accuracy, the history of one specific sword which has survived 
since early Tokugawa days of old Japan. Based on what facts 
are available, this story has been assembled with a minimum 
of speculation. To think that this sword is relatively young 
with a rather typical history not uncommon with many like swords 
in collections today, one can only dream of what tales could be 
told of some blade of stature from perhaps Kamakura Japan! It 
is such thoughts which help explain the obsession of a true 
collector of such objects , captivated by such studies and 
discoveries . 

RCH 

Let us speculate with our imagination, stepping backwards in 
time to around the year 1630 in early Tokugawa Japan . A wealthy 
merchant or perhaps a prominent Daimyo or Samurai has gone to the 
smithy of MA.SANORI in Echizen Province and has placed an order for 
an excellently forged waklzashi. 

Since this was to be a fine sword made with precise care, it 
was to be forged by MASANORI , sane of first generation MA.SANOR!, in 
collaboration with his brother MASAKATSU who was also a well known 
swordsmith. Work began and after many hours of pounding, firing, 
and shaping, the finished masterpiece emerged in all it's glory. 
The creators proudly chizeled their names onto the nakago - YAMATO 
DAIJO .FUJIWARA MASANORI on the omote and HIGO (NO) KAMI FUJIWARA 
MASAKATSU on the ura . After polishing and mounting of the new blade 
was completed, it was no doubt carried with great pride by it's new 
owner , tr~ly a masterpiece of the swordsmith's art! 

As years and history passed by, the occass1on of some now obscure 
' event prompted the original owner to present this sword as a gift to 

a son, a friend or local dignitary, and so the first of many exchanges 
will take place · - perhaps it is ten or twenty years since the creation 
of this sword . The sword's new owner in turn treasured his new 
possession , proudly cherished and cared for it until some future time 
when yet another like occassion evolved and another exchange of gifts 
took place. Such was to be the destiny of this blade, to be worn and 
used with spirited pride - a constant companion to it's many masters 
through wars and celebrations for the next thirty decades. 

More recent history is now imagined and the beginnings of world 
turmoil has once again brought this long cared for blade into the minds 
eye of it ' s twentieth century owner~ Most likely as the owners son e 
prepared to go to war for his country, this sword was once again 
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~e ~ ved from it's place of honor and carried to the polisher in pre­
~srat ion of yet another exchange of ownership. Apparently, the 
~~ isner for this occass1on was the well known FUJISHIRO, famous for 
~-s reputation as a polisher and sword appraiser of prewar Japan. 

The polisher carefully brought the sword back to it's full glory 
3....~d placed it in new shirazaya as requested by the owner. As it 
r.a?pe~ed, Fujishiro was recording with oshigata, all significant blades 
a s they passed through his shop . This unique example of double mei 
~ y t he Shinto smiths MASANORI and MASAKATSU coupled with the fine 
.,_-.iali ty of the blade, prompted him to record this particular blade . 
~ 7 e tually, the oshigata was placed in his Shinto volume of his now 
~~~ous works , NIHON TOKO JITEN, which we all know so well t oday . 

Getting back to the course of history, we find this newly outfitted 
• -ade once again being presented as a revered gift. This time the 
- :ade was destined for battle in the islands of the Pacific during 

rld War Two. It was no doubt carried with emotional pride and 
u d provide the fighting spirit of it's past owners to it's new 
-ern century warrior-master as he went into battle . It was probably 

: ~ the jungles of the Philippines that this warrior meet death. For 
~~e first time in centuries this coveted blade was without a master -
::.. s t to the elements in some obscure foreign place . 

Apparently, the sword lay. rusting for some time until it was 
::.: scovered by some nameless islander. For reasons unknown , he remounted 
:Ge blade to his taste - typical island style mountings of wide bolo 
~;.eath, mahogany handle inlayed with mother-of-pearl, only a broken 
:: -!la.i tsuba would hint of the blades origin . It can be theorized that 
s~~e American warrior eventually bartered for this souvenir, acquiring 
~~ e sword and carrying it half way around the world to his home as a 
=~~ento of the Great War . 

More years passed and memories faded and soon this souvenir sword 
--~s given or sold away to yet another disinterested owner . Asd so it 
··e~~ until that fateful day of discovery when it was by chance pruchased 
~s a resale item from amongst a pile of miscellaneous guns, swords, 
~~bers and the like, in the basement of an accumulator in a small 
-_d.western town in Illinois . The purchaser and present owner of this 
·: ::.. ad e had no idea of what sword lay hidden in the disguise of these 
:2~e ign mountings and such wretched condition. Upon closer examination 
~: was discovered that it truly was a Japanese sword - and that it 
~ad a very promising shape to it! The surge of discovery pushed the 
:··~.er i nto removing the glued-on hand;l.e and . ... lo and behold .. . was 
~~ese~ted with the dual signiture of MASANORI and his brother MASAKATSU 
: : .:,· ears past! Once again fate had placed this blade into friendly 
~=-=1 s - a foreigner yes , but also a very appreciative collector of 
==ie~ who was delighted and thrilled with this new discovery . After 
:~~~her study it was discovered , quite by accident by a friend during 



an examination of the me1, that the signiture is not only "close" to 
the mei in Fujish1ro .. . 1t is the~ sword pictured in the book! 

With this recognition, the wakizashi made so long ago was once 
again elevated to it's deserved status as a treasured possession in 
the hands of a most appreciative owner. The sword's wretched condition 
must be remedied and so it is immediately sent to the polisher for 
restoration. 'I'ne sword·•s most recent master patiently awaits its 
return with great ant1(:+pat1on . 

So our story brings .us to this present time in history. One's 
imagination can only w~nder at random through the unwritten travels 
of this new found friend.. What stories would be told if only this 
blade could talk! lmag1nat1on now drifts anead in time and makes 
one wonder what destiny awaits this sword in future travels. Perhaps 
it is this emotion wh1cn one feels,coupled with simple appreciation 
of something beautiful, ~hat partially explains the satisfaction 
felt by a true collect·or of Token, the obsession which drives him onto 
future discoveries. lt 1s a good feeling! 
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OSHIGATA: TECHNIQUES FOR THE RUBBING 

by John Clark 

This is the secona.1-1n what will, hopefully, be a series of 
srticles on the art of oshigata . Since there are no books written 
-~ 3ngl ish on the techniques of how to do osh1gata, 11westernized 11 

!.!"'.!"'. vations are becoming very prolific. No one person seems to do 
~ S~ igata like the next . This brief article deals only with the 
~r cess involved 1n the ~ubb1ng. This being, perhaps , the most 
_ p rtant part of the drawing . 

• 
here are more variations on how to secure the paper to the blade 

-£.a.. any other aspect of the rubbing . Of these many ways there are 
=-:::__y about three in which it can be safely and effectively done . I 

- · : - l ike to emphasize "safely" in that this should be the first and 
~~re mo st concern of the artist when trying to adopt non-traditional 
:ie nniques. Of course, there 1s a wide range of other methods used 
::::- that could be used, however I have omitted these, either because 
:~ey are too crude , costly , or because of the availability of supplies. 

- , s :i or BAGS : 

The so called "shot bags" are very small pillows made of flannel, 
e : vet, or something s,j.m1lar . .The inside is usually filled with lead 

;e:-ets . These are very tiny and are similar to, or most often are, 
":'.::. e same as common buckshot found in shotgun shells . In old times 
-=~ese bags were filled with sand . 

EFFICIENCY: The shot bag is probably the oldest method of secur­
.:.::::.g the paper to the blade. The principle is rather crude but works 
7e ~y well. The most awkward thing about using shot bags is they want 
:- s_ide off the blade . With some experimenting this problem can be 
_:!. :ninated . 

PROBLEMS: There has been a long standing controversy over whether 
:~e ead inside the pillows will grind together and allow a grey dust 
:~ e~anate through the seams in the cloth . All I can add is that this 
=~.:-.. a nd sometimes does happen . The best remedy for this is to fill the 

::- ' - ow" w1 th something other than .lead. BBs work very well . 

:.,1PS : 

_·nese are the same type of clips that are used by photographers 
~a.ug prints and negatives to dry. Wooden clothes pins can also be 

_:ed. rhere is .also another type of clip which is little more than 
~ : !lg pair of tongs . Some of these being spring loaded . 

E?FICIENCY: The clips perform very poorly, if used for large 
:.::"?.·111':..ng s . The problem is that they (the clips) are too short (about 
:- ee !. ches long) . To use the short or wooden clips the paper must 
:: __ w the outside contour of the blade fairly close. This ls alright 

- .e f .rst article appeared in JSS/US BULLETIN No. 20 (1974). 
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when doing quick on-the-spot oshigata . However , for doing a precise , 
detailed drawing of the entire blade, tongs are far superior . It 
should be noted that any metal parts that come in contact with either 
the blade or paper should be thoroughly padded with cloth. 

PROBLEMS: None with the tongs . 

J) JIKI- FUCHAKU : (magnetic adhesion - simply the use of magnets) 

EFFICIENCY: excellent: 

PROBLEMS: There is another perennial controversy that is sometimes 
brought up now and again. It is, in essence , this: If a blade is 
kept under the magnets for any length of time, portions of the blade 
will become magnetic, thus, picking up minute particles of metal and 
magnetic dust that will ultimately scratch the blade as it ls sheathed 
and unsheathed . At one time I became concerned enough about this to 
do some research and kept some careful surveys of different blades 
being drawn. My conclusion was, the chances of portions of the blade 
becoming magnatized and attracting metal dust, ls very remote. Again , 
note that all magnets should be thoroughly padded with cloth. 

One aspect of osh1gata that is almost always over-looked is how 
to use the SEKKA-BOKU (ink stone) in the most efficient way . First 
of all, the sekka-boku 1s never used whole . The "stone" should be a 
broken up leaving a big piece for the surfaces with more mass. The • 
rest should graduate down in size . It is ideal to try and get pieces 
1n a wide range of shapes . Sharp pieces are most valuable . 

Now the rubbing may be started . First, the sekka-boku is always 
used in a circular motion. Once started, you should not switch 
directions. This may produce a cross-hatch pattern . The only time 
that you switch directions is to accentuate the mei, mekugi-ana , or 
to touch up light spots. 

You should always start out light and slowly work your way down 
to dark . Never go all the way to black. Bright , stark, glossy , black 
rubbings are usually not prefered for two main reasons. The first is 
that a jet black rubbing will be deceiving to the viewer. It 1s very 
hard to tell the condition or the age of the nakago. Second, harsh 
black rubb1ngs are destructive to the paper. If you are worried about 
picking up some minute details in the nakago, a very dark grey will 
almost always suffice. Oshigata that is used for publication or to 
be hung as a "picture" , do not have stark black rubbings because this 
ruins the composition. This tends to draw the viewers eyes to the 
nakago and the blade becomes secondary . The blade and nakago should 
compliment each other. Thus, this 1s the primary concern of the artist , 
to give the viewer the Ufeel" of the actual blade . 
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rhe smaller pieces of the sekka-boku are used to fill in around 
: r .. e ::::?e i, mekugi-ana, and other places that could not otherwise be 
~::eated with the larger pieces . Any writing or deep impressions in 
~e~e ral on the nakago should be done very softly at first, then care­
:~::y darkened in such a manner as not to disturb the uniformity of 
~~er bbing with unnecessary lines and marks. 

Care should be taken when doing Gendai-to or Showa-to. These 
~~en have many burrs and sharp edges. These can quite often cut 
- scar the paper . 

In summary, always keep in mind the uniformity of the rubbing 
~s e 1 as the entire picture, if you are doing 1t . It should be 
~e=e ~bered that patience plays as much a part in making oshigata as 
~~- wi ng the techniques . I think this 1s true in all the arts related 
- ~ihon-tO . 

Finis 

_ w l d like to thank my sensei, John Yumoto , for his long hours 
~f nelp. -- John Clark) 
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Martin Kuznitsky: 

A Collection of Artist Seals (Kakihan) 

in Microphotographic Reproduction 

Preparatory Work to a Systematic Listing of the 
~asters of Japanese Sword Guards (Tsubas) and of 

Japanese Sword Ornaments 

Translated by Emil T. H. Bunje, Ph . D. and Ala~ L. Harvie 

[The first two installments of Kuznltsky 1 i work, reprinted here, 
originally appeared in Ostasiatsche Zeitschrifty Berlin and 
Leipzig, 1933. Subsequent installment, which will be in future 
issues of the Bulletin, were p ublished in Artibus Asiae.] 

Anyone familiar with the 3~bject matter of th!s 
article--especially, therefore, eve r y one of the readers of 
this magazine--will certainly have a clear conceptio~ of the 
long and thorny paths along whic~ even the preparatory labors 
of this collection of microphotographs must necessarily proceed . 

For years, I myself h2ve been attracted s.gain and 
again by the problem, and my ab3orption in this research has 
led to an every clearer rec0gnition of the difficulties attend­
ing its final solution. 

Nevertheless I undertook the hazardous enterprise. I 
was encouraged in this by the helpful interest of Dr . Affred 
Salmony, who--after I had exhausted the contents of my own 
collection--made available to me the treasures of Museum of 
East Asiatic Art in Cologne (under Directress F. Wieruszowski­
Fischer), as well as the treasures of other museums and collec­
tions . My familiarity with every kind of microphotographic 
work, derived from my enthusiasm for histologica1 investigation, 
provided an added stimulus . 

However, without the assistance of Japanese experts 1 
would not even have been able to think of a successful completion 
to my project. 

It is true that it is not too difficult for Europeans 
who have made it their business to learn Japanese handwriting 
to decipher markings (Meiji)--excepting, of course, that of the 

JO . 



~a k ihan itself--done mostly in Kaisha wrf:ing, i . e., an artist's 
:-ia . . e, often also with a mo r e or less exact indication of h i s 
- e as well as the da tz of the comple t ion of h i s wo r k of arto 

The attached r eprodu=tions a r e, howeve ~, q u i t e frequently 
. e in one of the cursive scripts , S6sho , o r Hiraga~a, or 

~.E. t a kana . And fo r these i n E·~1~opean lang ;_;_ ages there exist, up 
~ the present time , ~either handbooks ~o r systematic works of 
:- ef erence . 

To be sur!, Koop and Inada i n t heir excellent manual 
f J apanese names have in~luded a 2ompari3on between cursive 

c: a r acters and common J3panese script (Kaisto) , but the rela­
:.ionship of the numbe r of pa ges of t:t2s2 ;:c;yr.op l..!s ::1 1 tables" 
: the number of pages ~f the essential : a i~ r e ~=~ s e~ t i on 
( ~ : 4 11) indicates that the tab 1es ar·e or.ly ·::. o be c or.s i der·ed 
~s a general orientation ~o r cursi ve wr iti~g a fi d c9n only be 
Lse d as such . 

The written se a l (kaki, : o wri : e : han , a. seal) ~ur -
:· e rmore often shows a s ar. artist's sole mc:.:-- k i:l.gs on his work, 
and can therefore be fnte ~p ~eted by no o~e ~ho la=ks comparison 

ss i bilities . 

Moreover, comparison with authen~l = mat 2rial is after 
a_ the one and only way to arrive at a jecis i on ~3 to the 
actual genuineness of me i jl ard kbkitar. Fo r the insc r iptions 
ad seals of celebrat2d a r t i sts were in part fals i fied and in 
. a rt imitated even dur i ~y thei:: life t imes ~nd e ap2c ially after 
: : ei r deaths (vide Shink i.:::h i Ha r ,~, XI , G) . 

For the verifi :::: 3.tion of my own rea:.iings, as well as 
~ r t he elimination of every mi c rophotograph which showed 
·e i ations on comparison with autt~ntic material, and f inally 

t he interpretatior. of :I s olated a :: tist seals, I must thank 
k i ndness of Baron Toranosulrn Furukawa , To kyo , and through 

:::.s .ediation Mr. Soyemon Ogura Amia , To:kyo. 

Furukawa if well known to all friends of Japanese 
:- 112 . ents by his outstanding tabular presentation of Japanese 

s~ r mountings.3 This book is in fact the most valuable and 
;.e :- ·.a p s the best work of its kind in existence both for content 
2 :-.c form. 

Mr. Amia, however, as Baron Fur ukawa sta t es , i s the 
_e2 ng Japanese authority in these matters . 

Pa r ticularly to Baron Furukawa I would like to exp r ess 
~:. : :.i s po i nt my most cordial gratitude for his generous and 

~~:-ehensive support in connection with my work . 

Up till now, as far as I know, no one--with the sole 
exce __ ,. ion of Henri L Joly--has attempted to collect and re­
;. :--t ~ce ka k ihan systematically. Originally, Joly intended 

• ' sh a comprehens ive work , a History of Sword Furniture , 
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for which he had gathered material for many years, and whose 
imminent appearance he had indL.::ated in various publications 
(as already in 1913 in The Sword ar.d t he SarneL Unfortunately, 
however , severe illness prevented the contemplated work from 
reaching maturityo Prescie~t of appro3~hing dissolution, he 
decided to publish at least his ca~d index--a r ranged notes on 
the names of artists and his careful tracings of artists' seals. 

Consequently, in the year 1913 , there appeared , unfortu­
nately only in a very limited edition, the said work,4 about 
which, conscious that originaliy he ha d c ontemplated something 
more comprehensive, he states modestly in the fo1~eword, ii • • • 

it is not exhaustive and in some respe : ts it may ~ot b~ perfect . 
. . . It must however go fo:-t.h as : t i :, , :su:'"'fe.:- ir.g :f .• om premature 
birth." 

On 134 pages he has presen:.ed : his wurJ.{ in h3.r:d'»-:-iting 
(on "photoprinting paper .. . l n the manner used for the repro­
duction of engineering drawing3 ~) a n alphabetically arranged 
list of personally collected mastersu names, intended as a sup­
plement to Shinkichi Hara v3 Die Meister der Japar:ischen Schwert­
zieraten, and of a large number of respectively co~responding 
artists' seals, which he copies with bee-like diligen·.:.s 11 by 
direct observation. " 

Most of the drawinga show the artist seala ~nly in their 
original sizes, leav!ng one therefc :~ e in a q:.1anJ::1ry be·::1'..lse of 
their minuteness when comparisons are ,i ttempted; la t er magni­
fications of the seal drawings thems elves do not, of cou~se, 
reveal additional details . 

Every drawing , moreover, as mu :h as the authcr may have 
tried to copy the original exactly, al~ays contains a great deal 
of the author's own personality, so th 1t the drawing as a yard­
stick for the judgment o: the genuinene ss or falsi:!cation of a 
kakihan under comparison hardly merits consideration . 

In order, therefore, to establish a reliable and at the 
same time sufficiently distinct body of comparison material, 
only one method is really available: ~ icrophotographic repro­
ductions of these often almost inconceivably delicate and tiny 
chiselled "characters"; for, as alreadJ in the case of an ordi ­
nary alphabet, each letter is formed d !fferently by different 
individuals--hence "handwriting" and 11 paleography"--there exist 
all the more in a kakihan features so thoroughly personal and 
characteristic that even slight deviations of a chiselled charac­
ter from its authentic comparison material sufficed to enable 
Amia's expert eye to decide when necessary that a given kakihan 
was a fake, and its reprod~ction wa s then excluded from this 
collectiono 

At this point I wish to express my most cordial thanks 
.to the editors and publishers of this journal for their inten­
sive participation in planning the reproduction cf 3 11 these 
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~~er photograrns and for their exemplary production technique . 
~s a natural continuation let me therefore begin presenting 
~ ~e collection. Unrestricted as to the number of actually 
~e_ ro duced kakihan-rnicrophctograrns, unrestricted also as to 
~~e ~i nd of work of art on which they originated (rnenuki, 
:~-~ : i , tsuba, kojiri, kozuka, kogai), as well as in the choice 

:~ t:1e magnif !cation sea le, where adequate clearness- and a 
-e~tai n uniformity of all the pictures were decisive. Un­
'."'es_ri cted, finally, with respect to the--provisicnal--lack 
-~ s stern in the order of succession of the reproductions. 
~~e system, which later will bring order to this collection 
~~ icrophotographs and consequently tu~n the wo~k into a 
:--e2 : work of reference capabloe: of faci l i -~ ;::! t ir.g :;ompa:d son, 
~e i ?hering and placi~g of 3 give~ kakihan en~ givan object 
~ art, can of course ~c~ be alphabetical. 

The name of an ertist , who ha3 chiselled his nominal 
sea into his wor·k, wi : 1, '{ r.. a given case, not be :.·~cognized-­
~ ~ wi ll only be discoverej on {nvestigating tte pecullarities 
-~ hi s kakihan. A~d for that an alphabetical arrangement is 
~sel ess. To be of practica: use, a systematic arrangement 
c2. proceed only from a method based upon the visually per-
c e_ tible characteristics of the kakihan . It will not be too 
"!~~icult then to set up large groups with divlsions a~d sub­
~: d sions, which should greatly facilitate U·1e detection and 
c_a ssification of any 9iven kakihan. --An alp~abe::cal list 
~ names, which, of course , per se have nothing t o do with 

:.:1e systematic arran.gernen-:, w!ll complete the work as a whole . 

1Japanese Names and How to Read Them, by Albert J . 
~ p, B.A. and Hogitar6 lnada . London, 1923. lRecent reprint 
c.·: 2..:. l able . ] 

2Shinkichi Hara, Die Meister der Japanischen Schwert ­
: !eraten. H~rnburg, 1902. [ 19Jl edition, 2 vols. available 
:'."' ~ the Soc1ety.J 

3sword Guards and Other Sword Ornaments in Old Japan . 
?~:--1.:.kawa I s Co 11 ect i on . To l{yo, 1913 . 

4H. L. Joly, Shosankenshu 1500-1880. Privately 
::;:-int ed. London, 1919 . [Recent reprint available from the 
: ~ ·ety . ] 
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A Collection of Artists' Seals (Han and Kakihan) 

AKICHIKA 

AKIKANE 

A.KIYOSHI 

ARITSUNE 

ARIYOSHI 

ATSUIYE 

ATSUOKI 

BOKUSEN 

CHOMIN 

DENJO 

EIJU 

EIZUI 

ENJO 

HARUAKI 

HARUNOBU 

HARU'rOSHI 

HARUTOSHI 

HIDEAKI 

HIDEKAZU 

in Microohotographic Reproduction 

by Martin Kuznitzky 

INDEX OF ILLUSTRATED ARTISTS 

Oishi Plate 

Kato Plate 

Tanaka Plate 

Sawaya Plate 

Uyesugi Plate 

~ """ ~( Unknown Plate 

Sasayama Plate 

Yamashita Plate 

Someya Plate 

Goto Plate 
Plate 
Plate 

Umetada Plate 
Plate 

Arai Plate 

Goto Plate 

Kono Plate 
Plate 
Plate 
Plate 

~~ Unknown Plate 

Unknown Plate 

Im ~ Pl 1F-I' Komori Plate 

Tsukada Plate 

1§- Unknown Plate 

J4 . 

XVII, No . 11 

xx, No. 10 

)(XI No. 6 

XVIII, No . 6 

XVI, No . 8 

XVIII , No. 11 

XIV , No ~ 9 

XII , No . 11 

xv, No . 8 

VII, No. 11 
XI, No . 10 
XIV, No. 4 

II, No . 4 
IX, No. 10 

VIII, No . 4 

XIV , No . 7 

VI , No . 2 
VI , No . 3 
VI , No . 7 
VIII , No . 8 

XIII, No . 10 

I, No . 6 

XVII, No . J. 2 

VI, No. 5 

VI , No . 10 



- - ::::KUN I Kawarabayashi Plate XVI , No . 1 
Plate XVI, No . 2 

- .::.1ASA *®: Omori Plate XIII, No . 7 · -

:-:I::::>.::.~ IT'SU Kikugawa Plate XIX, No. 7 

::I::::>~~A'.;A Takase Plate xv, No . 7 

::I:::> ::;.. OBU Yamamoto Plate II, No . 12 

·· - :::OKI Kawarabayashi Plate XIV, No . 5 
Plate XIV, No. 6 
Plate XIX, No . 4 
Plate XIX , No . 10 
Plate XIX , No . 11 

::I:::>:::: J I Omori Plate IV, No. 4 

::I::::>sYOSHI Kikugawa Plate v, No. 5 

::I:<OCE IKZ\ Uchikoshi Plate XII, No . 5 
Plate XXI, No. 12 

::I:<OMASA Unknown Plate XVIII, No. 8 

:::I:<O AO Unknown Plate XIII, No. 12 

:: :<OT'OSHI Uchikoshi Plate III , No . 4 
Plate IV, No . 3 

·- :<O_ OSHI wt ~J Yoshioka Plate XVI, No . 7 

- ~ YASU Uchikoshi Plate I, No . 9 

--- - ~ "!03HI Marukawa Plate II , No . 11 
Plate VII, No . 8 

.. - - y i< I ll~ Unknown Plate VIII, No . 10 

::: s.:._ .A .::A Unknown Plate III , No . 12 

- Ii ff~ - ,., - , .. Unknown Plate IV, No. 2 - - - ---

: 2 ::_..=A Yamazaki Plate XIV, No . 10 

: ::-:._1 -6 Goto Plate X, No . 12 

:35::I Hashimoto Plate XI, No . 6 

- --·-· Murakami Plate VIII , No . 11 
Plate XVII , No . 10 
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JOCHIN Furukawa Plate XI , No . 5 

JOI Sugiura Plate VI, No . 1 

KATAHISA 1i IJ-. Okamoto Plate XIX, No . 3 

KATSUHIRA Hagiya Plate XVII , No . 7 

KATSUHISA Kuwamura Plate xx , No . 1 

KATSUMORI Nomura Plate I , No . 11 

KATSUTOSHI 118 Hagiya Plate XIX , No . 12 

KATSUYOSHI /mg Shinosaki Plate XIX , No . 1 

KATSUZANE Nakagawa Plate XI, No . 12 

KAZUTOMO Hara Plate XI , No . 8 

KAZUTSUNE ~ ~ Unknown Plate XVIII , No . 5 

KIYONOBU m r~ Unknown Plate III , No . 2 

KIYOTOSHI Tanaka Plate VII , No . 10 
Plate XXI , No . 10 

KUNICHIKA Tsuchiya Plate XIV , No . 2 

MAHAYA Adachi Plate III , No . 3 

MASAAKI Matsumoto Plate XVIII, No . 10 

MASACHIKA Tsuchiya Plate x, No . 2 

MASAHARU t&"~ Kunioka Plate xx, No . 4 

MASAHIDE Nomura Plate XVIII, No . 2 

MASAKAGE Tanaka Plate VII , No. 5 

MASAMORI Hosono Plate v, No . 7 

MASANAGA it~ Kikuchi Plate IX . 
I No . 9 

MASANAO TI: @ Goto Plate XI , No . 3 

MASANARI ~t ~ Unknown Plate xx, No . 8 

MASANOBU TI:fil Ito P l ate x, No . 1 

MASANORI Murakami Plate XIX , No . 6 

MASASHIGE ~m Higashiyama Plate XII , No . 10 
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'.-:..,;sATAKA Tsuji Plat e XII, No. 6 

'.•'...;\SAT AKA Wada Plate XVIII , No . 12 

'.•'...;\SA.TAT SU lE fi~ Unknown Plate xv, No . 9 

~-'..A.SAT OMO lE :t( Ito Plate VII , No . 9 

~-'...:'.I.SAT OS HI Hamano ? Plate XVIII, No . 9 

:-'...;\SATSUNE I Ishiguro Plate III , No . 9 

_•'...:\SATS UNE III Ishiguro Plate XIX, No. 9 

~-_,;.sAYA il:5( Sunagawa Plate x, No. 8 

/ _:'.I.S A YOSHI Unknown Plate I, No . 8 

f·'...::\SAYOSHI IE~ Ito Plate IV 1 No . 8 

_.,_,:;,sAYOSHI Unknown Plate XI, No . 9 

~-:..:\SAY OS HI Unknown Plate xv, No. 3 

>:ASAY OS HI lE~ Unknown Plate xv, No . 6 

>'...l\SAYOSHI lEa Sunagawa Plate xv, No . 11 

>:..:.,.sAYOSHI lE~ Unknown Plate xx, No . 5 

~-'...'->-1' A~MON Ono Plate XI, No. 4 

'.-'...:'.,._ASHICHI Muneta Plate II , No . 9 

~·'.I TSDAKI Goto Plate v, No . 1 

~-'.I-:'3 HARD ~fl Unknown Plate XIII, No . ,1 

~-'. :-:,s EURO Goto Plate x , No . 6 

~-T:'SUKATSU Goto Plate x, No . 10 
Plate X, No . 11 

1,, - -.-_. ___ ::, !A.SA Goto Plate IV, No . 11 

V ~ 

- - - - ::, MASA Kikuoka Plate XIX , No . 2 

~'. - ':'S JMI Goto Plate x, No . 9 

' ' :s· ~AGA Goto Plate v, No . 4 

~•'. ::s;·oKr Otsuki Plate VII, No. 2 
Plate IX, No . 7 
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MITSUYOSHI Goto Plate v, No . 3 

MITSUYOSHI ~ ~ Kikugawa Plate XIII, No . 4 

MITSUYOSHI Hayashi Plate XVI , No . 4 

MITSUYOSHI Goto Plate XXI , No . 11 

MORICHIKA Inouye Plate I, No . 3 

MORITOMI Shoami Plate xv, No . 1 

MOTOHARU Fujita Plate III , No. 6 

MOTONOBU Higashiy ama Plate II, No . 6 
Plate XIX , No . 8 

MOTOSADA Okawa Plate I, No . 10 

MOTOZANE I Oyama Plate VII, No . 7 

MUNEKATA Ozaki ? Plate xx , No . 2 

MUNENORI Nakayama Plate XIV , No . 8 

MUNETOMO Yokoya Plate xx , No . 3 

MUNEYOSHI Egawa Plate XIX , No . 5 

NAGAAKI Sekine Plate XVII , No . 2 

NAGASHIGE ~m Unknown Plate IV, No . 1 

NAGATAKE Imai Plate VIII , No . 9 

NAGATSUNE Ichinomj_ya Plate I , No . 1 
Plate VI, No . 12 

NAGAYOSHI Ichinomiya Plate IX , No . 3 
Plate XIII , No . 1 

NAGAYUKI Azuma Plate XI , No . 1 

NAOAKI Tsukada Plate x , No . 5 

NAOFUSA Okamoto Plate II , No . 2 

NAOHARU Yanagawa Plate IV, No . 6 

NAOHISA Yanagawa Plate • IV, No . 9 

NAOKAZU Toda - Plate XII , No . 1 
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_ 1AO.·lASA Yanagawa Plate VII, . No . i; 

_ AOM ICHI Soda Plate XVII , No . 1 

t\AOr OBU i§ ,fg L R Kashi n o Plate XII, No . 9 

KAOSHI GE Okamoto Plate I , No . 1 2 

.
1AOTAKA Yamamoto Plate VIII , No . 5 

1·AcrAKA Yanagawa Plate XVI , No . c:: 
J 

AOT OKI Yanagawa Plate IV , No . 7 

NAOT OMO Unknown Plate II , No . 1 0 

AOTOSHI ....... ,~. Hamano Plate VI , No . 4 

_1AOYOSHI /Ntt Yokoya Plat e I V, No . 10 

_ AOYOSHI @ ~ Unknown Plate v, No . 10 

. AOYOSHI Sano Plate VIII , No . 3 

. AOYUKI Hamano Plate VII , No . · 1 
Plate VIII , No . 1 

. ARIKATA Umetada Plate XVI , No . 6 

:-1A!< I TOSHI Umetada Plate xv, No . 1 0 

_ OB JK IYO Miyata Plate II , No . 5 

_·03 TOSHI 9if. Kudo Plat e VII , No . 3 

~03.TSUGU ~ 71( Hoshiyori Plate X IV , No . 11 

_·03 ~OSHI Hata Plate I I I , No . 1 

. 3UYUKI Hiroki Plate XV:I , No . 11 

-- RITADA Goto Plate XIV, No . 3 -' 
, - ~II'OSHI J;§ iJ Unknown Plate XX I , No . 5 

~IYUKI II Hamano Plate VIII , No . 12 

KI_ SUGU Takaha s hi Plate XVII , No . 6 

::IL~~ Ara i Plate VIII , No . 6 

. . I-:_·'. I Kishizawa Plate XIV, No . 1 
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RYOYEI Suzuki Plate XX , No . 9 

SADAMASA ~~ Unknown Plate XXI , No . 2 

SADAMOTO Okawa Plate XVIII, No . 3 
Plate XVIII , ·No . 7 

SADANAKA Unknown Plate .III , No. 11 

SADASHIGE ~m Nomoto Plate IX , No . 11 

SEIJO Goto Plate xv, No . 4 

SEIJO III Goto Plate XVI , No. 3 

SEIJO VIII ~* Goto Plate XII , No . 12 

SEIMIN Tsuchiya Plate XX, No . 12 

SEISAI TI: If Hashimoto Plate XIII , No . 11 

SENJO Goto Plate V, No . 8 
Plate xv, No . 5 

SHIGEHISA il"A Unknown Plate XXI , No . 9 

SHIGENORI ll WJ Unknown Plate VI, No. 6 

SHIGEYUKI m rr Taizan Plate II , No . 7 

SHOHO IE it Muto Plate XIII , No . 6 

SHOMIN *§. Ikeda Plate VII , No . 4 

SHURAKU Ozawa Plate III , No . 7 
Plate XI , No . 11 

SOEI Iwamoto Plate XXI , No . 7 

SOJO * fr. Unknown Plate xv, No . 12 

SOYO II Yokoya Plate v, No . 12 

TAKAKIYO ft iffi Unknown Plate VIII , No . 2 

TAKECHIKA Tsuchiya Plate XVIII , No . 4 

TATSUNOBU ~ ]{ Ornori Plate IV , No . 12 

TEMMIN Unknown Plate VII , No . 12 

TERUHISA Kuwamura Plate XVI , No. 12 
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:::.RUMASA 5mori Plate X, No. 3 . 

::::RUMITSU Omori Plate XVIII , No . 1 

ERUMITSU Omori Plate XXI, No . 8 

OMIHISA Tobari Plate III, No . 5 

OMIYUKI Saito Plate IX, No. 12 

1'0t>'ONAO Kageyama Plate XVII, No . 3 

1'0MONOBU Someya Plate XVII , No . 4 
Plate XVII , No. 5 

_OMONORI ¾I~ Koshiba Plate XI, No. 2 

T0 .10S HIGE -Ji & Unknown Plate X, • ~o. 7 

OMOTERU "Ji. 1fi: Miyake Plate xv, No. 2 

TOMOTSUNE Unknown Plate VIII, No. 7 

OMOYASU jz~ Kikugawa Plate XIII, No. 5 

::OMOYOSHI III Hitotsuyanagi Plate I, No .. 2 

TOMOZANE ffl !ii; Unknown Plate XXI, No. 3 

OSHIHARU Nakajima Plate X, No . 4 

I'OS:U HARU -~ Suzuki Plate XIII, No. 2 

:'OSHIHIDE ** Matsuura Plate XXI, No . 6 

:'OS:1IHIRO Hamano Plate XXI , No . 4 · 

- SHIKAGE Morikawa Plate IV , No. 5 -

:OS:UNORI .* Unknown Plate VI , No . 9 

- S::ITERU • 1fi: Matsuura Plate IX , No . 1 -

: ·OSHIYUKI Okamoto Plate II, No . 8 

-- ~_;:n Unknown Plate I, No . 5 -

-::s - _-::;cHIKA 1lt ffl Unknown Plate IX, No. 2 

:s-J);"~KATSU Kikuchi Plate XIII, No. 3 

: S7\~ _L,SA 1B IE Goto Plate VI, No . 8 
Plate XII, . No . 8 
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TSUNEMITSU Kikuchi Plate IX, No. 8 

TSUNEMITSU I Kikuchi Plate XII, No. 7 

TSUNENAO Ichinomiya Plate IX, No . 4 
Plate XIV, No . 12 

TSUNESADA Kikuchi Plate V, No. 2 
Plate IX , No . 5 

YASUCHIKA IV Tsuchiya Plate v, No . 9 

YASUNORI Nukagawa Plate xx, No . 7 

YASUYOSHI ,{~ ~ Kukagawa Plate XIII , No . 9 

YASUYUKI Unknown Plate I , No . 7 

YEIKO ~* Unknown Plate III , No. 10 

YOSHIAKI Tanaka Plate v, No . 11 

YOSHIAKI Kurozawa Plate XVI , No. 9 

YOSHIHARU Kaneko Plate II, No . 3 

YOSHIHIDE Sonobe Plate XII , No . 4 

YOSHIHISA Tamagawa Plate xx, No . 11 

YOSHIHISA Osawa Plate XXI , No . 1 

YOSHIKATSU Kimura Plate III , No . 8 

YOSHIKUNI Kono Plate XVII, No . 8 

YOSHIMITSU ~* Yamamoto Plate IX , No. 6 
Plate XVII, No . 9 

YOSHINAGA Funada Plate v, No. 6 

YOSHINARI Ogawa Plate I , No . 4 

YOSHINOBU 1J ,rn Unknown Plate VI , No . 11 

YOSHINORI Seki Plate II , No . 1 
Plate XII , No . 2 
Plate XVI , No . 10 

YOSHITSUGU & 71( Yamamoto Plate XI , No. 7 

YUSAI ffiiJlf Wada Plate XII , No . 3 
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