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WHAT DOES IT MEAN THAT THE NIHONTO IS A FINE ART?%:
CONNOISSEURSHIP, TASTE AND APPRAISAL.

by Paul Allman

For many reasons, some of which I have discussed elsewnere,
the Nihontd is a fine art. It rises above a craft, because it
permits (in fact, requires) that the artist express nis own
personallty in the process of his creating a fine sword. It is
this factor of the necessary expression of the artist's self in
his work that differentiates the sign painter and commercial
artist from the fine artist.

(This 1is, like most questions about art, a matter of degree.
Thus we recognize that sklll and craft are not enough when we
Judge the comparative excellence of two swords by the same maker.
A smith of little repute occassionally made a truly fine sword,
a personal masterplece so to speak, while a very famous smith
could turn out blades of only mediocre artistic value. Again,
the nameless Kazu-uchl mono smiths of Bizen or Kuwano, like
many of the better-rated Sukesada (who produced individually
ordered swords of great artistic merit, as well as many, more-
or-less, mass produced blades), were superb artisans whose very
speed and efficiency speaks of thelr mastery as craftsmen.....
and there exist some "kazu-uchl mono" which show levels of
artistic craftsmanship of a very high order.,)

The central points that we must consider when we approach
the problem of what 1t means when we say something 1s a fine art
are: connolsseurshlip, taste and the differences between an art
market and a collectors market.

Connoisseurship is basically the result of knowledge. It
ls very close to what we study when we learn the rules of kantel,
begin to recognize the different trends is sugata, hamon, hada,
etc., and gain a factual knowledge of the materials, techniques
and styles used by different smiths at different times.

Taste is something more; it 1is learning not Jjust how to
tell a good sword, but that different times and people 1like
different things in a sword. Just as some people of zreat taste
are wild about Holbein, others prefer Renolr or Ficasso. In
swords, most beglinning collectors and casual collectors prefer
Shinshinto because they are easy to see. It requires a far more
sopnisticated eye to fully see the subtle effects of a firne Koto
suguha. That 1is not, by the way, to say that one 1is superior in
every way; it only recognizes that sucn differences exist.

Some people seem to be born with bhetter taste than others.
However, anyone who spends a good deal of time around any art
form will find thelr taste changing. Taste 1s thus & product
of natural talent plus experience,
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The differences between an art market and a collectors market
are many. The baslc difference, however, 1s simply that an art
market 1is more effected by taste.

But taste changes with time. Alfred Kroeber, tne zrezt
american Antnropologist, first came to public note with a paper
on how women's clothing styles went through a cyclical swing,
the out of fashion style of today coming back iInto style a few
years later. The same thing happens in art.

All of these factors..... connolisseurship, taste and the
nature of an art market....are important to American collectors
of the Nihontd, because we are rapidly approaching the time when
swords are golilng to be much harder to find. When this happens,
those collectors and dealers who have been roughly estimating
values 1in terms of lack of flaws, size, general level of activity
in the hamon and, above all, names on the nakago will find them-
selves at a great disadvantage. Indeed, as we pass from & time
when swords are abundant, and, 1f you make a mistake today, tnere
are always more fish in the sea, we will pass into a time when
artistic values will become increasingly important for all those
who stay in the field. This will be a time when connolisseurship
and taste will come into their own.

How does one develop connolsseurship? By scholarsnip and by
looking. Just as experts like Bob Haynes look first at the
artistic excellence of a tsuba, any art expert looks first to see
if a work is pleasing and tasteful before going on to further
appralsal,

Because art deals with a product that, unlike guns, colns
stamps and even most furniture and furnishings, in not manufact-
ured, its apprecliation and appraisal 1s far more complex. With
collector's items of a mass produced sort, the task of the
appralser is basically to establish what the object i1s (to identify
1t's tlme and place of manufacture, and any other facts which
will allow it to be precisely ildentiflied); determine its rarity
and desirability (many rare objects have not been researched,
reported or otherwlise come to notice, so that they are not partic-
ularly desirable); and analyze its condition. Given these facts,
it 1s simply a matter of acquiring a knowledge of the market to
set & price,

Thlis 1s not, in any way, tc dismiss the difficulty of kantel.
The Japanese sword, like ceramics and antiquities of any kind,
requlires enormous scholarship almost as a way of life. The Nihonto,
like all such art works, will always have nost of 1ts value based
on the desire of we humans to have things that are rure und things
that were made by the hands of famous men.




However, there 1s a strong tendency, in Japan as well as
in the West, to establish value for the Nihontd solely in terms
of who made it and how good 1its condition remains. Sooner than
we think, this habit will have to give way, at least for leading
connolsseurors, to an appreciation of more subtle artistic values.

Even in Japan, the emphasis upon expertise at Kantel usually
exists with far greater strength than the 1lip service paid to
artistic values which reflect the great range of work by the
same men within the same school.

But this tendency 1s not restricted to the Nihontd. To all
but those of a developed taste, all prints of the same size and
condition, from the same portfolio or suite, should, by these
standards, fetch the same price. Such is not the case. Prints
from Pilcasso's "Vollard Suite", for instance, vary in value by
several times. Thls 1s where taste comes directly into play.

For example, most people would assume that any Italian
palnting from the time of Michelangelo would be very expensive.
But there are beautiful paintings by relatively little known
palnters of that time which can be acquired, at auction, for
under §5,000. This is where the large factor of fame enters the
market.

‘ ’ But, there are also paintings by little known palnters which
have fetched quite high prices because of the outstanding artistic
excellence of the particular work. There are also amazing
variations in the prices of works by the same artist of repute,
depending on the fame and estimated artistic value of the differ-
ent pleces. This 1s the factor of connolisseurship at work in
the market.

We have tended to value a Nihonto because it was in good
condition, by a known maker or, perhaps, because the sword itself
was known. (The Japanese, even more than most Western collectors,
tend to value a work because of its history of ownership.)

Conslder, however, that paintings by Claude Monet, of the
same size, from the same period of his work and with equally
prestiglious records of ownership, can vary several times in
value. Thls, again, 1s connoisseurship in action, but subject
to the modifications of taste.

This 1is the essential difference between art and craft.
While taste 1s certalinly a factor in evaluating craft products,
it is a much larger force 1in art.



In Japan the factor of taste 1s controlled, except for the
most expert of collectors, by a system whereby each dealer
develops a "stable" of loyal buyers. These buyers will rarely,
if ever, buy a pilece except from, or with the advice of, their
"own" dealer. The same thing tends to be true in the West only
for the very finest of works. Duveen, for example, had several
"loyal" clients. The difference between East and West 1s in the
degree to which the buyer depends upon and follows the taste of
his dealer.

What then 1s taste? It is, roughly, the result of an aptitude
that can be tested, which has then been educated, experienced and

refined. It 1s roughly correlated with intelligence, but only
roughly. It is, finally, more a "feeling" or '"sense!" than a
product of rational analysis.

Ideally, if one had the specimens to study, he would learn
to kantel swords exactly the same way one learns to appraise,
critique or appreclate palntings. First would come a great deal
of exposure, over a considerable period of time, to actual works
by the same school and by the same artists within the school.

Along with that exposure would come a lot of study of the history

of that kind of work, including a study of how past experts have
described the style and techniques of the school or artist.
After a while one begins to recognize, and make critical jJjudge-
ments about, a George Bellow or Robert Henrl all the way across
a museunm....because it Jjust "looks right". The art lover or
expert will always confirm his opinion, if possible, but mostly
to hone an already sharpened critlical eye.

Not too strangely, such critical expertise 1is rare. It
never 1s all-embracing in any field. No one knows it all or
can ever know 1t all. But 1t 1is the nature of what happens to
an art, and we are facing it in our field of the Nihonto.

Edlitor's note:

Within Visions: The Nature of Aesthetics and the Japanese Sword

as a PFine Art, which appeared in the publication, Token Talkal,

1976. (This publication is available for purchase from tne J3S/US

Newsletter)




AKIHIRA MIYAIRI Swordsmith

Interview and Text
by Barbara Adachil

Excerpt from The Living Natlonal Treasures of
Japan, by Barbara C. Adachl, Copywrited Mobil
Sekiyo Kabushiki Kailsha, Tokyo 1973. Reprinted
with permission of MSKK.

Preface: This article 1s a timely one in that
the swordsmith Miyairi died this past November
at the age of 64. (ref: JSS/US NL Vol.1l0 No.1l)

"I was brought up to the clang of the hammer and the wheeze
of the bellows. The smell of metal in the forge is in my body.
From the time I was a very small boy, I found that the smell of
iron heating over the coals and the feel of steel in my hands
comforted me. I cannot remember when I did not want to be a
swordsmith." )

At his smithy in the small village of Sakaki, 120 kilometers
northwest of Tokyo, Akihira Miyairi forges swords in the tradition
of the great Kamakura swordsmiths of the thirteenth and fourteenth
centuries. Since 1938, when as a twenty-five-year-old prodigy he
won national acclailm and a prize for a short sword of exqulsite
beauty and strength, Miyairi has consistently produced blades that
recapture the glory of the anclent Japanese sword and assure nle
prlace as Japan's leading contemporary swordsmith.

"My grandfather was a swordsmith who turned to making farmers'
tools after the Mel}l Restoration, and my father made only tools,
but I went on to study sword making in Tokyo. The bellows, the
forge, the tools, the fusing and tempering processes 1 use are
almost exactly the same as those of seven or elght hundred years
ago. I make some swords in the style of Helan period swordsmiths
and I have made some twenty swords for the Grand Shrines of Ise
in the archalc straight, double-edged style, but most of my models
are swords of the Kamakura perliod. I work in the style of the
Soshu-den, one of the five great disciplines of Japanese sword
making. 1 can make swords linspired by various ancient styles and
I copy historical swords of different shapes, sizes, tempers, and
grains, but I still am not completely satisfied with my Jjigane
(basic sword-making iron; forged into thick wafers). The whole
secret of making fine swords lies in the jigane. How did the great
Masamune (1264-1343) make jigane of such superb quality? What
was the special technique of those Kamakura swordsmiths in pro-
ducing such fine Jigane from iron-rich river sand?" With a small
puzzled look on his face, Miyairi sat warming his hands at a
brazier in his crowded Japanese style living room. Outside the
open sliding doors a handsome black rooster strutted through the
sunlight followed by his hens; a white peony plant grew near the
house. Mlyairl spoke qulckly and very colloquially. Whnether
chatting over tea or receiving visitors at his annual sword exhlb-
ition, Miyairi has a comfortable, slightly rumpled look about him,
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his face unshaven and his hair mussed. His small, strong hands
are calloused, scarred, irregular. !Miyairi, disdainful of the
formality and mystique in which Japanese swordsmiths have always
revelled, chooses as his favorite headgear a cotton towel tlied in
a Jaunty knot rather than the formal lacquered hat traditionally
worn by swordsmiths.

"Oya-kata (& respectful term used by apprentices meaning
literally, "father person,"i.e., the boss) never wears the formal
swordsmith's outfit except for photographs," Miyairi's senlor
assistant confided. "Oh, yes, the hat sometimes for speclal swords,
but only occasionally, and none of those fancy brocades, After
211, who can really work at the forge in an outfit like that? Oya-
kata wears his tattered black cotton hakama (a kind of culotte)
with lots of holes and patches, and a white cotton vest, Jjust as
we apprentices do."

Swordsmiths have always been the artistocrats of Japanese
craftsmen, pursulng thelr art under the patronage of emperors,
shoguns, and samurals., Although many swordsmiths were considered
mere craftsmen, the most skilled were honored and revered as
artists who, through mystical rituals of fire, water, and earth,
produced not only beautiful weapons but also magical symbols of
power. The cult of the samural was based on the premise that the
sword was the very soul of the warrior, who, without a sword, was ‘
not a samurai at all. Representing loyalty to one's overlord
and contempt for death, the sword has historically been an import-
ant symbol around which Japanese political and social development
has been bullt.

The sword has been central to the Japanese ethlic ever since
Susa-no-o, brother of the Sun Goddess Amaterasu, slew an eight-
headed dragon at one stroke. Because the killling blade was infer-
ior, the dragon slayer was rewarded by the appearance from the
dragon's tall of a superb sword, which he presented to his powerful
sister. 1t is sald that with the Three Sacred Treasures signify-
ing imperial rule, the mirror of wisdom, the Jjewel of ablility, and
the sword of strength, the Emperor Jimmu established the line on
earth from which the present emperor is descended. The sword of
the Imperial Regalia at the Grand Shrines of Ise and its palace
replica are still of great ceremonial signiflcance.

Regarded not as a sign of aggression but rather as a symbol
of peace, loyalty, and honor, a Japanese sword is usually given
& name or a title and treated as an heirloom. Treasured for 1its
historical or artistic worth, for its sentimental or intrinslc
value, a sword represents purlty and symbolizes life undeflled by
evil as well as death with honor.

The hard, thin edge, the strong, resilient back, and 1its
unique curve make the Japanese gword a cutting weapon unequalled
in the history of the world, a product of the Japanese forglng and
tempering methods that reached their peak of development ln the




Thirteenth century, one thousand years after lron swords were
introduced to Japan from China. Great advances 1ln swordmaking
during the Helan period prepared the way for the golden era of the
sword under tihe military dictatorship in Kamakura.

"The Heian period Jigane was very good, but that of the
Kamakura period was superb. The Jjigane used by the Awataguchi
swordsmiths in Kyoto, the Yamashiro smiths, the Ko-Blzen smiths -
that Jjlgane was beautiful, the very best. They could temper 1it
well and achieve flne blades. What we swordsmiths today want to
know is how to make that wonderful steel. To be beautiful, a blade
must be absolutely clear and the metal must be a pure white color.
The fine old blades hanve an intense clarity, none of that hazy,
murky color."

"If the Jigane 1is bad, no matter how much effort is put into
the forging and tempering, the tempered edge will not be good.
I must continue to make better and better jigane. From ncw on,
I want to concentrate more on jigane extracted from river sand
because that 1s where I think the secret is," Miyairi stated.

I have been using various types of iron, hard and soft, coarse
ore and lumps, scrap iron, and iron from smelters in Shimane
Prefecture. 014 iron is the best. Those hinges from the old
Daitokuji gate in Kyoto that were melted dcwn in June are filne
sixteenth century iron, and that pile of old anchors in front
of my smithy may yleld some good iron once I discard those pro-
duced by modern smelting methods. These are excellent late six-
teenth century nails from the White Heron Castle 1ln Himeji., I
acquired two tons of old iron when the castle was restored. The
old architectural hardware was made of what was then considered
inferior iron, as the best was used for swords and tools, but
even that old Himeji iron is far superior to the iron of today.

"The o0ld swordsmiths and metal workers knew where to go for
good iron-rich river sand, but they d4id not keep records. True
craftsmen don't like to write things down, you know - I don't
myself - and any of the ones who did keep records never produced
a decent sword. The only thing to do is to keep trylng different
methods."

Outside the small smithy used by the apprentices were bales
of charcoal, stacked high beneath a pomegranate tree heavy with
frult. Brought from Fukushima, the baled charcoal 1s used to
supplement the charcoal that Miyairi and his assistans spend seven
weeks each summer meking themselves. Both types of charcoal are
then cut by hand at the Miyairl smithy into sugar-cube-sized
squares for the tempering process and squares half that size for
the forging process. Apprentices start out doing yard work and
general cleaning up and then spend much of the next five years
cutting up charcoal. "It's not as easy as it looks," Miyairi
explained, "as the pleces must be the right size, cleanly cut,
without cracks or flaws. Charcoal must be cut 1n great quantitiles,

e
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quickly and without too much dust. I use only pine charcoal, ‘
and since I judge the temperature of the fire by the color of the
coals or the flame, good charcoal of uniform quality 1s essential.”

In the large, earthen-floored wooden shed that serves as his
smithy, Miyairi seated himself on a round straw mat in front of
the forge. Assembling flat bits of iron of two varliestles, which
had been forged and refined in the Miyairi smithy, he wrapped
the sguare pile of Jigane in a sheet of wet, white washil (mulberry
bark paper) and then placed the small parcel on a narrow, flat
spade made of the same metal; he ladled a watery clay mixture
over 1t, sprinkled it with rice-straw ashes and placed it in the
forge. Holding the long spade handle in his right hand, with his
left he pumped the wooden bellows box next to the forge. The
flames rose as the alr blew through the single hole 1n the heavy
stone connecting the forge and the bellows. After heating the
iron for about thirty minutes, he withdrew the spade from the
forge, placed it with its contents on a small anvil, and pounded
the entire mass with a small hammer. At a hammered signal from
Miyalri two assistants hurried into the smithy and each picked
up a large sledge hammer; at another signal they started pounding
the soft metal with blg, graceful swings of the hammer, working
together in an easy rhythm. The clear tones of the blows rang
through the mountain air, At another signal from Miyairi, the
assistants put down thelr sledge hammers and left without a word.
Miyairi put the small block of metal back into the forge after
sprinkling it with rice-straw ashes plled in front of him and
ladling on some more clay water. After about twenty minutes, the
assistants were summoned agaln; this heating and hammering process
was repeated seven or eight times before the oya-kata was satisfled
that the metal had been fused and refined enough to start the
folding process.

Miyairl held a large chlsel on the glowing metal block wnile
an assistant struck it and then sliced the block almost in two.
The metal was then folded with tongs, and returned to the forge.
It was soon withdrawn to be hammered thin by the two assistants,
the oya-kata moving the hot metal a fraction of an inch or sweep-
ing off carbon with a dampened rice-straw whisk. As soon as the
metal seczmed to have fused sufficiently in the forge, another
fold wae made. Sometimes folded lengthwise, sometimes across,
the process was repeated fifteen or twenty times to make the kawa-
gane (metal for tne skin of the blade). It is this folding process
that serves to purify and to strengthen the metal, and the layers
(1,048,576 layers with twenty foldings) produce the interesting
grain in the jlhada, the area between yakiba (tempered edge area)
and shinogl (ridge).

Miyalri always makes the kawagane himself, since this very
cruclal process of forging the steel for the outside of the blade
determines the entire character and artistic value of the filanished ‘
blade. The shingane, the softer iron that will serve as the core
or backbone of the sword, 1s often forged by his sealor asslstant



under the master's general supervision and instructions. The
shingane 1s forged Jjust as the kawagane 1s, starting with small
bits of iron of several types, which are heated, hammered, and
eventually folded five to elght times. The folding of the kawa-
gane over the shingane and the forging of the skin to the core is
a delicate process handled only by the master.

The block of layered iron is then hammered by Miyairi into
a strip of metal of the required length for the finished blade,
varying from less than twenty-five centimeters for a small tant®
(straight bladed dagger) to some 1.2 meters for the tachi style
of long curved sword. Once the proper length is achleved, Miyairi
glves the steel strip shape and the hint of a curve, before.
met iculously shaping it by using a tradional sen (two-handled
scraping knife with a curved blade). This is followed by filing
with large, straight metal files. Careful hammering and filing
produces a sword of the desired shape, and the swordsmith is
then ready to attend to the quality of the edge. After grinding
together by hand a speclal mixture of charcoal, clay, and whetstone
powder, and adding water, Miyairi coats the blade with the paste-
like mixture. The wet paste applied with a variety of metal
spatulas, 1s spread thickly on the back, ridge, and jJihade area
of the sword, but thinly on the yakiba, in order to ensure that
the quenching of the heated blade will harden the cutting edge
whlle leaving the main part of the bladec-as flexible as before
tempering. The pattern Miyalri marks into the thin clay coating
along the yakiba will show up in the design, color, and grain of
the tempered edge. Once the clay mixture has dried, the sword
is ready for the crucial tempering. In the dark of night, with
black curtains over the windows to keep out any stray moonlight,
Miyairl supervises the heating of the forge, using cubes of
charcoal prepared by the swordsmith himself. Adjusting the draft,
raking the coals for the perfect temperature, moving the blade
back and forth over the heat to distribute it correctly from the
thin tip to the heavy ridge, Miyairi determines by color the
exact temperature of the steel and plunges the whité hot blade
into a wooden trough of water. This climactic quenching takes
less than a minute. The cooled blade is then immediately inspected
for flaws, since even a minute flaw renders the blade imperfect
and acceptable only as a plece of steel to be remelted. If the
application of the clay and the temperature of the water are
absolutely sulted to the type of steel forged and tne particular
temperature to which it has been brought, the thin edge of the
blade harden quickly without cracking, the thicker rib slowly.
Final adjustments to the curve of the sword are made by hammering
it against a block of hot copper. Next follows a preliminary
sharpening and polishing on a whetstone, and 1f the blade is-
satisfactory, Miyairi adds file merks and peg holes to the tang
and carves hls name, date, and other appropriate information on
it. The sword is then sent to a professional sword polisher,
whoge palnstaking worko using various stones and powders, brings
out the beauty of the forged steel and sharpens the hard edge to
keenness, once measured by such grim terms as "through three bodies
in a single stroke."
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"Essential qualitles for a swordsmith? Stamina and intultlion.
Our work is the type of work that 1s learned by the body. Usling
a hammer with the proper rhythm and strength cannot be taught. It
must be learned. I can tell within the first year of an apprentice's
stay with me whether his body has grasped the correct posture, the
speed, and the changes in strength required. If he 1s slow to
comprehend this with hls body, he has no hope of becomlng a gocd
swordsmith. It takes a year to figure out whether a chap can do
the work., If I find I'm muttering and nagglng at him all year,
1t's no good. Remember, our work is not done by measuring and
talking. The hammering, the forglng all the processes are per-
formed by intultion. It's the split-second intultive aeclsions to
-remove the iron from the fire, when and how to bring up the flame,
to lmmerse the blade in the water now - 1t 1s these acts of
intultion that produce a sword. The swordsmith and hls assistants
must work together with the same intultion. I don't tell the
asslstant to hammer harder; he must know 1t at the same time I
know 1t. One mlstaken move and the sword is ruined, whether it 1is
in the location of the fold, the angle of the hammer, or hesltation
at the forge. I Judge the temperature of the metal by eye and I
must know that this steel needs water of a certaln degree of
coolness. This 1s all intultion. Experlence, yes, repetition,
trial and error; but it's kan (intuition), it's basically all
kan. The flame, the color of the steel, the thlckness of the
clay - I adjJust these by kan. People say swordsmiths have secrete .
formulas. I think it 1s kan, and this sort of thing can never
be explained."

AN OLD SONG
by Solomon Bloomgarden

In the blossom-land Japan
Somewhere thus an old song ran.
Seid a warrlior to a smith,
"Hammer me a sword forwlth.

Make the blade

Light as wind on water laid.

Make 1t long

As the wheat at harvest song
Supple, swift

As a snake wlthout rift,

Full of lightenings, thousand-eyed!
Smooth as silken cloth and thin.
As the wed that splders spin.
And mercilless as pain, and cold."

"on the hilt what shall be told?"

"On the sword's hilt, my good man,"
Sald the warrlor of Japan,

"Trace for me

A running lake, a flock of sheep,

And one who sings her child to sleep."
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A STUDY ON THE DIFFERENCES OF THE VARIOUS
GENERATIONS OF HIZEN (PROVINCE) MASAHIRO
by Y. Fukae
A translation of an article originally published in
the December 1975 issue of the NBTHK Journal, Token

Bijutsu. Translation by Albert Yamanaka. Reprinted
with the permission of NBTHK.

MASAHIRO, among the Hizen blades along with TADAKUNI, is
seen most in numbers of all the affiliated lineages. Of the
various MASAHIRO, the 1st KAWACHI DAIJO MASAHIRO and the 2nd
KAWACHI (no) KAMI MASAHIRO has the greatest welght in so far
as the abllities and of all the succeeding generations, their
works stand out the most. The 4th generation received the
title of KAWACHI DAIJO and the 5th received the title of KAWACHI
(no) KAMI. As the studies into' this  lineage have not been made
too deeply or seriously, when the works of these two smiths were
first confronted, they were most often mistaken for those of the
1st and the 2nd generation and no one ever seems to have questlioned
the matter deeply. However, as the study into this group came
to be made numerous facts came to light and we wish to relate
here some of these findings, however it 1is requested that the
reader will please forglve us for not giving details as to the
workmanship of these smiths.

On January 25th of Meij}i 17 (1883) Daizai Zenhichl, the town
elder of Nagase Village compiled a report on the works of TADAYOSHI,
MASAHIRO and YUKIHIRO which was then glven to the Saga Prefectrual
Assistant Governor, Chief Secretary Kanal Toshiyuki, who in turn
turned these documents over to the Ministry of the Imperlal House-
hold. From this report, we list here only the sections which are
of interest to us at this time, that is on MASAHIRO, which 1is as
follows.

GENERATION GIVEN NAME TITLE SMITH NAME DATES

1st Sadenjiro Kawachi Daijo Masahiro Died February
5th, Kanbun 5
(1665} age 59

2nd Sadenji Kawachli (no) Kami Masahiro Died August
6th Genroku 12
(1699) age 73

3rd Denbei Bitchu Daljo Masahiro Died December
doeil 1lst (1704)
age 60

Lth Tonoshin Kawachi Daijo Masahiro Died April 27,

Kyoho 18 (1733)
age 61
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5th Sadenji Kawachi (no) Kami Masahiro Died May 26,
Meiwa 5 (1768)

Age 55

6th Daisuke (none) Masahiro Died November
28, Bunka 10
(1813) Age 2

7th Saden)i (none) Masaniro Died April 26
Bunka 11
(1814) Age 7

8th Sadenji (none) Masahiro Died February
. 30, Meiji 2
(1863) Age 51
9th (no information)
10th -~ - Masahiro Born April 27

Koka 4 (1847)

In the Masahiro family, there was a paper titled "Kosenan"
(probably family record) which presently 1i1s preserved in the Saga
Prefectural Museum. To give a brief outline of this record, it 1is
as follows.

October 19, Manji 2 (1659) appointed Musashi Daijo (2nd).
September 28, Kanbun 1 (1661) appoirited Musashi (no) Kami (2nd).
April 13, Kanbun 5 (1665) appointed Kawacnl (no) Kami (2nd).
April 13, Kanbun 5 (1665) appointed Bitchu Daijo (3rd).

April 27, Hoel 5 (1708) appointed Kawachi Déijo (4th).

January 10, Kanen 3 (1750 appointed Kawachi (no) Kami (5th).

The dates for the death of the 6th and 7th are known, however
now old they were when they dled is not recorded. Those that
received titles are only from the 1lst to the 5tn generatior. Since
nothing is rewm rded regarding the 1lst in the "Kozenan", the dates
when he received the title is also unknown. ’

Kamata Gyomyo in his "Shinto Gengi" states that, 1t was on
Kanei 18tnh (1641) that the lst received his title. Since it 1is
known that Kamata talked directly with the various swordsmnitns
of nhis time and wrote about then, it probably 1s tnat ne also
talked with the 6th Masahiro and got the information from him
directly, therefore what he wrote on the 1lst he probably got from
the 6th Masahiro. There are some of Masahiro's works that are
signed with his title which are dated Februapy, Kanei 6 (1644)
and I have seen those that are signed with his title, the oldest
being dated Kanel 21 (1644) or Shoho 1st.
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CHARACTERISTICS OF THE 1ST MASAHIRO (Oshigata 1 and 2)

MASAHIRO during the period when he was still workling under
his father worked under the name of MASANAGA, but whether he made
swords under some other name or whether he did not sign MASANAGA
is- unknown as we have never seen his works signed with this name.

Before he received his title, he signed his works as HIZEN
(no) KUNI JU BAGA MASAHIRO and the chizel marks are qulte large
and broad.

The character MASA 1is made _EE’. however from February of
Kanei 14 (1637) through August of Kanei 15 (1638) it became .~

During the Kanel Era (1624 - 1644) the width of the nakago
becomes narrow and the nakago tip is made in Iriyama (kengyo)
(see Oshigata 1).
After he received his title, the chisel marks become narrow
and in comparison to his previous works, the signature as a whole‘ga 1)
becomes quite small. Of the character KUNI (1) , the vertical
line within the box, the bottom end is made slightly to the right
at an angle. The top radical of the character FUJI, the grass
radical is made X%~ , however in rare cases, they are made thus

A= . The character HARA ,. the bottome radical is made so »)y .
In the character HIRO (i) J§ under the radical J~ the
first radical is made either _yp Or - . (Oshigata 2)

CHARACTERISTICS OF THE ZND MASAHIRO (Oshigata 3 and 4)

The "belly" of the nakago 1s made slightly wide. Those
signed MASANAGA will have the title added. We have yet to see
works signed simply as MASANAGA.

The biggest point and characteristics to be noted in the
signature of the 2nd MASAHIRO is that the side stroke and it's
end is made in an abrupt halt with the chisel, = . The moaon
radical in the character HI, ZEN and FUJI is not made 1n a halt,
but will be made in an upward curwved motlion.

Of the character KUNI ETZ‘ , refer to oshigata 3 and 4, in
the case of oshigata 4 it 1s made as 3 .

The grass radical of the character FUJI, there is8 a slight
space between thls radical and the bottom part of the character,

The character HARA in the bottom radical SHO Vl‘ls made as
illustrated, but in rare cases 1t 18 made the same as that of the
lst generatlion.

~ In the character HIRO Eg , the grass radical Ak under the
radical is made slightly parted unllike that of the lst and the
bottom part from this is made in two cross bars. Depending on what
generation, this troke is made in one or two strokes and Fujishiro

has noted this in his writings and we are in agreement witn this
opinion.
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MASANAGA 3RDE (Oshigata 5)

Masanaga 3rd received the title of BITCHU DAIJO on Kanbun 5th
(1665) and until his death on Hoei 1lst (1704) at age 60, for some
40 odd years he was active in sword making. However, when the 2nd
MASAHIRO died on Genroku 12th (1639), when MASANAGA was 55 years
old. he still was "heya zumi" (meaning that he still had not become
independent or was permltted to go on his own and that he still
worked under his father-teacher), therefore it can be assumed that
he made many of the swords for 2nd MASAHIRO.

Thereafter until his death at age 60, his own swordmaking was
only for a six year period and tnis was the period in which demands
for swords were very low and as such, there are very few of his
works to be seen from this time. Also, the fact that he had the
title BITCHU DAIJO, his own works can be distinguished or identified
readlly. Prior to receliving his title at age 21, even if there
are to be his works, they are very rare. We have never seen a work
of the 3rd prior to hls receiving his title.

MASAHIRO 4TH (Oshigata 6 and 7)

The 4th KAWACHI DAIJO until quite recently, was quite often
mistaken or mixed as that of the 1lst, however as can be seen in
the oshigate 6 and 7, the various characters ZEN, KAWA, FUJI, WARA,
MASA, HIRO the horizontal strokes are made the same as that of the

2nd, that 1s, in abrupt halt. wm
-l
i%*(, in

. The moon ﬂ radical of the cnaracter ZEN A'land FUJI
the last stroke, 1s made in an slightly upwards motlon and this is
the same in the last stroke of the character UCHI (kl .

The grass radical within the HIRO |¥ character under the
radical it 1s made thus A , and tne next stroke underneath
1s made in two strokes whereas the 1lst made his in slpgle stroke,
though there are some works of the 4th that are made in single stroke.

=
The character KUNI{:& is made slightly different from that of  (z)
the 1lst. FUJI UJI (&) 1is seen on many works of the 2nd, but we i
have never seen this 1n the works of the lst. On the 2nd stroke y
of the character MASA lea , the right tip is made 1n slight
downward motion, then turns up. (Oshigata 7)

All in all the signature closely resembles those of the 2nd
and 1t 1s often taought that he signed those of the 2nd or some
have even saild that the 4th could have done this, but there is no
evidence to back this theory up and it can only be surmised that
this is only a theory. Those that are dated Hoei 6 (1709) and
Shotoku 5 (1715) and in looking at the signatures of these two
examples these are definately the works of the 4tn MASAHIRO.
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MASAHIRC 5TH (Oshigata 8,9 and 10)

In rare cases, there are signatures that are made as:

G I AV aH @ I

HIZEN (no) KUNI FUJI UJI MASANAG or HIZEN (no) KUNI MASANAGA
and these were thought to be the works of later generatlions
(oshigata 8) but these have been proven otherwise.

There are very few works of the 5th MASAHIRO, and the only
lead 1is that he had the title KAWACHI (no) KAMI. Those signed
KAWACHI (no) KAMI if compared to those of the 2nd, there are
slight differences in cases and this is noted in the very thin
chisel marks as seen in oshigata 10, and the overall signature 1is
made rather "sloppy".

AL
The moon radical ﬁ of the character ZEN .1" in the works of
the 2nd 1s made A%~ , but those of the 5th becomes w2 .

(3
The Ritto radical (3) , the last stroke end is not made in 1 )
the upwards motions as other works, or that of the 2nd. The TA
radical of the character HIRO, the bottom end is made thus Qﬂ .

The 5th MASAHIRO 1s the only one who used the title of
KAWACHI (no) KAMI after the 2nd. There are no works of the 5th
that are dated, so far as we have seen and as suca, those with
these characteristics can be considered as the works of the 5th.
In looking at oshigata nos. 8, 9 and 10, these can be seen as
the works of the same smith.

MASAHIRO 6TH (Oshigata 11 and 12)

Works of the 6th MASAHIRO which can be considered a true works
are rarely seen, and there is only one blade with date of Meiwa 9
(1772). The 5th died on Meilwa 5th (1768), so this blade is the
work of the 6th,, The grass.radical under the radical *+* of the
character HIRO Ft is made

According to\the records left in the MASAHIRO Family, the 6th
died on Bunka 6 (1313) but his age at his death is not known, so
it is difficult to say when he made this blade (at what ege.).

In the character KUNI, in the works of the lst, 2nd and the
5th, the radical KUCHI within the character KUNI is made in
the conventional style &5 well as in the broken up style, therefore
if this same tendency 1s to be found in the works of the 6th, it
would not be odd as to the way 1in which the signature 1ls made,
they are by and large the same. Oshigata 12 can be consldered to
be the work of the é6th, but in signature signed in tanles manner,
there are none that are dated, so it is difficult to say that this
is the work of the 6th.
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MASAHIRO 7TH, 8TH AND 9TH (Oshigata 13 and 14)

The 7th died the following year after the 6th on Bunka 11
(1815). In the book previocusly mentioned, the age 1is not
recorded. Since it 1s recorded that the 7th MASAHIRO (missing
text), 1t can be assumed that he took the head of the family
positlion even though it wes for a short time, although there are
no works of this smith that we have seen which can be consldered
as the 7th's works or works that are signed as the 7th in MASANAGA
slgnature.

A work which can be that of either the 8th or 9th, which
measures 2 Shaku 2-3 sun with the hamon in suguha and signed
HIZEN (no) KUNI MASAHIRO in large chisel marks 1s often seen.
Oshigata 14 blade is dated Xeio 2 (1866) so this 1is the work
of the 9th. But oshigata 13, whether this is the work of the
9th in his early period or that of the 8th, is questionable.
The only solution is to wait until such time that a blade of
8th which is dated, comes to light.

In reviewing the works from the 1lst through the 9th, those
that have the tltle are from the 1lst to the 5th, and all have
their own characteristics in the way they signed thelr works.,
Those signed in MASANAGA are the works of the 1lst, 2nd and 5th.
Those signed in flve character HIZEN (no) KUNI MASAHIRO are seen
in the works of the later generations. In tanto, we have only
one example of the 1lst and the rest are those by the 5th, 6th
and the 9th.
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 POLEARMS

by Roald M. Knutsen

Introduction

It is now fifteen years since my book "Japanese Polearms' was
published, sixteen years since I wrote the test. 1In the inter-
vening period of time I have often wished for the opportunity to
correct errors and fill omissions in that work. 1 suppose 1t is
like all subjects with which one 1s deeply involved the more one
studies the more there 1s to know. In the past sixteen years I
have continued to train seriously in Kendo and Iai-jutsu and have,
through great good fortune, been able to extend my studles to the
oldest classlcal forms of Bujutsu with particular reference to
Kenjutsu and the use of polearms.

According to many authorities on Kobudo history the four
pillars of the true martial arts - and I emphatically do not include
the modern sport systems of Judo, Aikido, and Karate 1n that term -
were archery, horsemanshlip, swordsmanship, and the use of the spear.
These arts were the corner stones for military theory and practice
of the bushli. Unfortunately research into weapons since Meiji
times has been weighted far too heavily toward the art aspect as
to almost totally obscure the reasons why such weapons and thelr
special forms existed at all. I have met many keen sword collectors
whose technical knowledge of Japanese swords 1ls extensive but who
have very little idea at all about how thelr prizes were actually
used. Nor is this surprising since the classical tradition of
Bujutsu has always remained firmly behind locked doors and even
modern Kendd 1s far from true swordsmanship.

When we come to the study of yarl and naginata, using the
terms in the broadest way, the questions are much more difficult
to answer. One basic reason 1s that the use of the spear has
never developed from lts battlefleld or Jutsu concept, to a 4o or
"way", as did Kenjutsu to Kendd. There has been no line of descent
as 1t were, from s8-Jjutsu to yari-do in the true tradition. The
spear, ever a weapon of opportunity, a "sharp key to hell", went
out of fashion so far as 1ts use was concerned once the echoes of
the great battles of the early 17th century died away.

The Tradition

Naginata and Nagamakl were in vogue all over Japan from as
early as the ninth century (a pure guess on my part) to the end of
the Muromachl - jidal. The Naginata remained popular throughout
the Edo-Jidal both as a parade weapon, a symbol of a high ranking
officer's position, and in widespread use as a weapon of defence
in a samural's home. It 18 claimed by naginata authorities in
Japan that the systematic teaching of naginata technlque can be
traced back to 1160, which fact taken on face value i1s two hundred
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years before the first postulated ryu of kenjutsu (c.1350)%  But
the greatest caution has to be excercised with any clalms of auth-
entic ryu-ha before about 1500 when true records began to be preserved,
although the strongest traditions exist in many areas and doubtless
these are based firmly on the truth. In the cold light of academic
research we must have written evidence to substantiate oral tradition.

However there is a very close link between really old naginata
technique and military theory in some of the oldest bujutsu styles
that date to the close of the fifteen century and whose traditions
(not written history) claim with some power to be much older. For
example, the naginata of the Tenshin Shoden Katori Shinto-ryu has a
number of most distinctive features, and that of the Kashima Shinto-
ryll whose origins may be very ancient but whose naginata techniques
now only Jjust survive. In the latter ryid the kata-naginata, made
of very hard oak, exhibit a strongly curved blade form and this is
of great interest since the majority of later Sengoku and Edo-jidal
naginata that I have seen are mostly of moderate or "normal'!" shape.
I have long suspected that the shape of the wooden weapons of
bujutsu have close links with early steel weapons but have not yet
accumulated enough-evidence to put theory to the test. Here is an
area for rewarding research.

With yarl in all shapes we have a far shorter 'actlive" period
and this raises the_question of why so long a gap between the late
Nara-jidal and the Onin war of 1467-1477%? The yarl was one of
the principal weapons of the battlefield during the whoie of the
Sengoku-jidal and hardly became obselete even with the wildespread
use of tanegashima-teppo towards the end of the period. Even 30,
it would seem that the naginata and nagamaki were 1in almost exlusive
use as_polearms on the battlefields from the tenth century right
up to Onin-no-ran. But there are a few tantalising references to
yarl in bujutsu traditions that place regular teachling at least to
the first half of the fifteenth century and maype earllier. Some
pre-Onin examples of blades also postulate a wider use of yarl than
most experts wlll admit. It is my own opinion thnat the use of the
very anclent straight-bladed spear, and particularly the hoko or
hooked forms, along with the Omi-yari - those straight blades over
12 inches 1n length - goes back in the bujutsu ryu-ha certeinly to
the fourteenth century.

According to Japanese sword historians the reason that only
a comparative few spear blades have survived from the_Muromachi-~
Jidal 1s that the spear went out of active use after (Qsaka-no-ran
in 1612 and subsequently only special spear blades and "garrison"
spears were made durinzg the Edo-jidai until the threat of war
during Bakumatsu. Swords were always required and 1t seems guite
logical that we should find many swordéds of all periods and only a
few yari.

iThe Nen- rzﬁ sald to be created by the priest Jion wnose
tomb is at Kamakura.
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Golng back to the bujutsu tradition the naglinata was often
termed chdtd especlally during the Sengoku-jidal and yet the word
chotc is frequently used in contexts tnat refer to long swords as
much &s naginata or nagamaki. The old term for nagamakl 1s some-
times nagatsuka-no-katana or long-handles sword. Modern diction-
aries deflne choto as a long sword. In the tradition there is a
record of the great swordsman, Tsukahara Bokuden, defeating and
killing & man armed with a chbtb (here speclfically a snort-spafted
naginate) in a shinken-shobu real sword match, that must have
taken place between 1530 and 1550. The account is quite specific
that this man, Kajiwara Nagato, was expert in the use of this type
of naglinata and could even cut down birds in flight.?%

Reference to early war scrolls and war screens, emakimono,
dating from the Kamakura and early Muromachi-jidal show that a
large proportion of the naglnata and nagamaki of these periods
were furnished with shafts less than four feet in length. Perhaps
the later elongation of the shaft was the result of the increased
use of the formidable yari on the battlefiedd? Developments in
tactics are frequently reflected in changes in weapon shapes.
The oldest naglinata technique that I have seen in classical ryu-ha
is that of the Kashima Shinto-ryu where the naginata shaft 1is
grasped very well down towards the top collar in a manner reminiscent
of old sword postures. This may also reflect the early shorter
length shafts since these techniques were current from the beginning
of the Sengoku-jidal.

Yari Forms

Like European polearms, the Japanese tradition exhibits many
varieties of shape with clear evidence of specialised use. The
problem remains that while we have surviving examples of spear
forms from the Muromachi-jidei and we know that practical consider-
ations Influenced their design, we do not precisely know how they
were employed in the field. This 1s an area that badly needs
scientific research while vestiges of the tradition yet remain.

In the past fifty years almost all the s8-jutsu ryu have been lost
and those that remain may have suffered from the long period of
peace since the beginning of the Tokugawa Shogunate. There must
always be a clear distinction between original technique that has
been transmitted without a break in the classical ryli-ha and those
ryli-ha that have tried to reconstruct technlque after a gap.

The commonest yarli are the straight bladed types and by and
large we can say that the war blades were those whose effective .
length was more than twelve inches. These blades were heavy,
well formed, and termed QOni-no-yari. In the Muromachi period the
long bladed su-yarl were popular and not without reason since they
combined the virtues of two edges for cutting and a sharp point
for the thrust, making s6-Jutsu the most formidable system in the

3Nihon Kend6-shl Yamada Jirokichi.(Japan, 1919) ref: Kashima—
Shinto-ryu.
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entire bujJutsu repertoire, guns excepted. Many excellent yari
survive from the Ashlkaga period and many of these are linked with
famous warriors and known to have been used 1in particular battles.

The magarl-yarl, or Jjumonji-yarli, are of some significance in
evaluating and rationalising blade forms in relation to period.
There 1s the strongest tradition that the cross shaped blade was
the inspiration of Matsumoto Bizen-no-Kaml Naokatsu, one of the
chief keral of the Kashima-~han 1in Hitachi province (present day
south east Ibaraki-ken). Matsumoto Blzen was a great swordsman
and expert spearman who died at the age of 56 in 1525 as the result
of a spear wound to the stomach received during a night attack
attempting to recapture the Kashima Yashikl . %I have walked thils
area and examined the site of this mansion while trainlng at Kashima).
If tanls tradition 1s correct then we can look at the structural form
of the earllest magarl-yari and compare with the yari shapes
thereby having some basls for argument.

It 1s also sald that kikuchi-yari, with theilr sword-like blade
(I defined them as "straight naginata'" in my original book but this
is not strictly correct)Z, were a development in the north Kyushu
area by the Manju swordsmiths at the behest of Kikuchl Takemitsu
during the Namboku-Jjidai (1334-1392). Kikuchl Takemitsu fought
for the Southern Court against Shdri Yorihisa at a battle beside
the Chlkugo river. Takemitsu's son, Takemasa, defeated Sherl with
a spear made of a short sword attached to a long shaft® . In my
own collection 1 have an early waklizashl blade mounted as a spear,
and, 1f the signature 1s to be belleved, datling from the first half
of the fifteenth century. After thils battle the Man)u swordsmiths
were commlssioned to produce large numbers of Kanmurl-otoshl-tsukuri
gspears for the arsenal of the Kikuchi-han. These kilkuchi-yari
have long kukl. We cannot be certain in dating these kikuchl-yari
as few are signed but it 1s sure that most are from the Hlgo area
and most seem to date from after middle of the Muromachi-jidal
though some are a little earlier,

Although some experts seem to group hoko, or single armed yari,
with magari-yari I feel a clearer distinction is needed since these
form a large entity in their own right. The correct term may not
be hoko which specifically refers to the early spears 1ln the Shosd-in
Repository of the Nara period but nonetheless the word is widely
used in buJutsu tradition. There is a tendancy outside the tradition
to use kama-yari as the generative title for the group. Both kame-
vyarli and magari-yari have a number of variations which I wont go
into here. Notwithstanding my distinctlion between the groups, the
most famous surviving kata-kama-yarl 1s that used by Kato Kiyomasa
durlng the Korean War in the Momoyama-Jjidai. It was a marriage
g1ft brought by Yourin-in, Kato Kiyomasa's daughter, according to
the Inscription on the tang.

X Nihon Kendo-shl, Yamada Jirokichi, 1919

E-Tapanese Polearms figure p.37
% Nihon Yari-shi, Numata KenJi. Exhibition Catalogue of
Famous Japanese Spears, Tokyo National Museum and Yomiuri
Shimbun. Dec¢. 1972
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Conclusion

Because the true heyday of the spear was 1ln the k&to period
of blades only a comparative few have survived and it seems to be
for this reason they have been neglected by collectors. Another
factor 1s the sheer physical length of most spears with all theilr
fittings and the size of most homes! The great majority of yari
and naglnata that have found their way to collectors date from the

Edo period when the spear was already in functlional decline whereas

the sword was prlzed as an lmportant group symbol and work of art.
The artistic finlsh of the blade and the hamon are generally much
simpler than those found on swords but on the other hand the
technical skill of the smith in meking spear blades 1s of a
high order. Of course there are good and bad spears Jjust as there
are good and bad swords.

By what standards should we Jjudge spears? Should we view the
varleties as a whole group covering the entire output of the
med laeval period, or should we be more selective and divide our
grouping and critique into the koto and shintd areas as we do for
swords? I thin the answer 1is something of both because by viewlng
the groups as a whole we can see the perspective development of

form down the centuries, its highpoints of excellence and the decl ine

that marks the peaceful Edo years. To Jjudge & fine spear I think

we should first look at the weapon overall; 1llke good swords, yari

and naglinata are often handsomely finished. I like to see a well
proportioned blade regardless of the name of the smith and as I’
have already sald, elegantly modelled blades are usually, but not

always, old. But 1n expressing these views I always try to rememter
that the best bushi taste was avoidance of ostentation and a leaning

towards simplicity, even austerlity.

Postscript:

As I am actively continuing my studied of polearms I would
very much llke to have detalls of all types that are in the coll-
ections of members. Blade shape - preferably a photocopy of the
blade if at all possible so that I have actual proportional slzes
length of kuki, signature and other marks, horimono, etc. If the
mounts are good then I would like detalls, especially mon and the
shape of the ishizukl (butt ferrule). Please write direct to me
at The Well House, 13 Keere Street, Lewls, Sussex, England. Your
letters will be most welcome.

(signed) Roald Knutsen
2/4/78
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TANTO MONOGATARI- THE STORY OF TANTO SWORDS

by

TAEKQO WATANABE
Curator of the Sano Museum

A word, To-shi-ro, is a play on the word Shi-ro-to, which
means an amateur in Japanese. The order of letters, shi-ro-to
was transposed into to-shi-ro., However, there were many masters
from olden times among those who were called "To-shi-ro So and
so". For example, Kato Shirozaemon Kagemasa, who was the foun-
der of Seto-yaki (Seto porcelain), and Awataguchl Yoshimitsu,
who was a master of making Tanto blades were both called
"Toshiro",

Toshiro Yoshimitsu lived in Kyoto in the mid-Kamakura
period, and the Awataguchi school produced swords mainly for
the court. Those which were done by this school, therefore,
exhibit the upmost gracefulness and beauty of Japanese swords,
unlike those which were possessed by tough and rough warriors
in local places. Since it was believed at that time that God
dwells in a graceful and beautiful object and so a man who owns .
it has the special divine help of God, some Samurai generals
who had thought themselves brave men vied with each other in
obtaining Yoshimitsu blades. Under this circumstance, legend
came after legend. '

According to "™Meitoku-ki", which seems to have been written
around 1390, early in the Muromachi period, Ashikaga Yoshimitsu
possessed a Koshi-gatana called "Yagen-toshi™ (Yagen means a
muller for grinding simples, and toshi means going through or
thrusting). It is unknown why this blade was called "Yagen-
toshi", 1Ip the second year of Meio era (1493), "Hatakeyama=-
ki" was written, in which there was a story of a Toshiro tanto.
At the time of a battle between Hatakeyama Masanaga and Hosokawa
Masamoto, Masanaga was attacked by Masamoto and realized that he
had to commit seppuku. He tried to cut his belly with a Toshiro
tanto three times, but failed to do so. He said "This tanto is
no good," and threw it away. It pierced a yagen beside him.
Quoting from the Hatakeyama-ki, "Since this was a serious happen—
ing for the lord, the blade has been called Yayen—Toshlro since
then", There is another story which appeared in the Edo period.
When Tokugawa Ieyasu tried to commit seppuku with a Toshiro tanto
when he was beaten, he had pins and needles in his arm and could
not move his arm at all when taking up the tanto and sticking it
into his belly. When stopping, he had no pain in his arm. He
grasped the tanto again and then suddenly he had another pain in ‘
his arm. At last, he could not achieve his will. He got angrvy
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left side and had both shapes of hilt, straight tang and furisode
nakago. A portrait of Hosokawa Sumimoto which was drawn in 1507,
the Muromachi period, shows a tanto with straight hilt worn on
the right hand. Among reference archives written in this period,
a word "Morogoshi" (which literally means both sides of a waist)
is found, and this means that tachi and a katana were worn on the
left side together and in this case tanto on the right side. A
compound word, "Mete-zashi" is first seen in the "Aizujin Mono-
gatari" written in the Keicho era of the Edo period. Among tanto
blades which were made after the Muromachi period, there are few
tanto with furisode-nakago.

It is thought, therefore, that it is incorrect to assume that
tanto with:furisode-nakago were worn on the right side. It seems
that a way of wearing tanto depends on the way a wearer likes. It
is also conceivable that a hilt with a little curvature as shown
in the drawings of "Moko Shurai Emaki", which was published in the
first year of the Einin era (1293) in the Kamakura period, was a
kind of fashion that was prevailing at that time.

In the Heian period, aristocrats in the court made it a rule
to wear a tachi sword for formal attire. They thought it rude or
out of etiquette to wear a tanto sword. The tanto swords were
referred to as the blades which were possessed by non-noblemen or
warriors who served under the aristocrats. It was thought among
the court people that the tanto belonged to those who were looked
down upon.

With advent of the Bushi age in the Kamakura period, it
became popular to wear tanto irrespective of the upper and lower
classes. They came to wear tanto in daily life, and gradually
tanto were used as a sort of accessory. An appendix article of
the Kenmu Shikimoku (code) was often promulgated in the Namboku-
cho period, in which rank-and -file warriors or those who were
under the middle class were not allowed to carry gorgeously
mounted tanto swords.

The spirit of the Kamakura bushi is found not only in their
brave activities but also their positive attitude that they were
enthusiastic in assimilating the court culture of aristocratic
sense and in the meantime they were active in fostering their own
new culture. The celebrated masterpieces of tanto produced
durins this period prove it.

32.






They had an "off-handed" feel, rich but casual, unpretentiously
extravagant, like a precious tea bowl which had been made to
hold a peasant's noon meal. I couldn't tell Kashima-san why
the swords moved me so much. It's not something to talk about,
only experience.

Masamune made small tanto of 8-8.5 sun which were narrow and
therefore had narrow, tapering side nakago, ending in a V-shaped
tip. Sometimes the nakago had little fatness on the ha side, with
the height of the curve in the machi third. His HOcho are wide
tanto and have correspondingly wide nakago of the curving shape,
the fullness being in the upper third and ending in a shallaw ¥
tip. Except for the richness of Masamune!'s hamon and the extra-
ordinary ji nie and chikei, the shape of his blades was conserva-
tive and neat. A tanto in the Imperial collection, one of three
with signature, has a furisode nakago and sugu hamon and closely
resembles Shlntogo Kinimitsu's earlier, conservative work.

Masamune's successor, Sadamune, created yet another Sosho
style, more flamboyant in the hada and hamon, flashy in design
with fancy grooves, ken and other carvings, larger and longer.

The nakago has a longer V tip, and is shorter in relation to

the new 1.1 shaku length. He also introduces a sori to his
kowakizashi, a characteristic missing from earlier Soshu works,
although prevalent in the Yoshino period blades of Masamune's .
other students Bizen Chogi and Hasabe Kunishige. Sadamune also
introduced the katakiriba style and used garvings freely,passing
this characteristic on to his student, Nobukuni of Kyoto and used
to a lesser extent by his other student, Motoshige of Bizen.
Neither of these men aporoached the gorgeousness of hamon or rich-
ness of jihada exhibited in S"damune's short swords, although
Nobukuni came close,

As the Soshu school passes 1into the mid-Yoshino period,
Akihiro and Hiromitsu, contemporaries and students of Sadamune,
further elaborated on Sadamune's style and introduced the hitatsura
(full temper) tempering designs. Their jigane was very rich with
surface patterns, but the genius of Masamune and his predecessors
had been diluted, and the design effects were more studied, less
spontaneous, than their masters! works., Hiromitsu and Akihiro
short blades were in 1 shaku to l.4 shaku range, wide, thin, and
the nakago have straighter sides and a larger curved tip. The
mune of most short swords of the Soshu school through Nambokucho
period have 3 surfaces ( mitsu mune) and except the furisode style,
the nakago mune shows little or no sori.

As the Soshu school passes into the Muromachi period with
such smiths as Hiromasa, Masahiro, Hiromitsu II and III, and
Akihiro II and III, their inability to make the beautiful nieof
the earlier masters made their swords mere copies of the early
masterworks. In the hitatsura, the clumps of nie become circles
of nioi and the chikei and kinsuji disarpear, so that the hamon
designs look drawn-on. The Oei period style was thicker, had
ihori mune, less surfice workings, a larger, straighter sided
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The following is an article that appeared in the Transactions
of The Asiatic Society of Japan, Vol. II, 1882. It was read
before the society Now. 26, 1873.

THE SWORD OF JAPAN: ITS HISTORY AND
TRADITIONS

by
Thomas R. H. McClatchie

There is, perhaps, no country in the world where the sword,
that "knightly weapon of all ages™", has, in its time, received
so much honour and renown as it has in Japan. Regarded, as it
was, as being of divine origin, dear to the general as the
symbol of his authority, cherished by the samurai as almost a
part of his own self, and considered by the common peeople as
their protector against violence, what wonder that we should
find it spoken of in glowing terms by Japanese writers as "the
precious possession of lord and vassal from times older than
the divine period", or as ™"the living sould of the samurai™?

The sword has in Japan a history of its own, and has formed
the subject of several treatises, written with the object of
assisting the student of the art of fixing the date and makerts
name of a blade, an art which apparently was a subject of great
attention from olden times. Among these the principal works are
the "Koto Meijin" or "Collection of Names of 0ld Swords" and the
"Shinto Bengi, or "Reference as to New Swords". The former was
compiled in 17él-m.m., and the latter was published by Kamada
Saburodaiyu in the year 1779 A.D. The expression "old swords" is
explained as applying to those made before the 8th year of the
period Keicho, or 1603 A.D., while all those manufactured after
the same date are included under the heading of "new swords"”.

Saburodaiyu, in his preface to the "Reference as to New
Swords", gives a short sketch of the Japanese legends regarding
the history of the weapon; and though his allusions, in connection
with his subject, to the mythology of his country may perhaps
provoke a smile, still they are worthy of note as being the words
of an author who is generally held to be a high authority on the
matter of which he treats. The translation of this sketch reads
as follows:-

If we search out in bygone days the origin of the sword, we
find that our country excelled barbarian localities in regard
to metal. In the olden times of the Divine period, When
Izanagi and Izanami no Mikoto, standin~ upon the fioatinﬁ
bridee of Heaven, thrust down their glittering blade and
probed the blue ocean, the drops of its point congealed and

+ hardened and became an island, after which the dieties created
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ken is now in the possession of the most noted fencing master of
Yedo. It is about three feet in length, and perfectly straight;

the blade is some two and a half inches in breadth, and the point
somewhat heart-shaped. It is exceedingly heavy, double-edged,

and engraved with various devices. This ken is said to be between
seven and eight hundred years old. The curved sword was worn
swinging from a belt, to which it was attached by two strips of
leather; it aprears to have been a common style of war-sword, and

was generally very short. The shape of the katana was obtalned

by dividing the heavy ken down the center of the blade, thus pro-
ducing two single-edged swords of more convenient weight. Besides
these again, there is the wakijashi, or short dirk, the custom of
wearing which , together with the katana, as a sign of gentle birth,
is said to have been introduced about the commencement of the
Ashikaga dynasty, in the early part of the 1l4th century. The length
of this dirk has of late years been gradually lessened to about

nine and a half inches. This is the weapon with which the ceremony
of hara-kiri was performed, the dirk being then presented to the
principal on a small square tray made of white wood, such as is used
in temples. Hence the allusion, in a popular song written at the
time of the recent revolution,-ﬁThe gift I wish to present to my
lord of Aidzu is 'nine and a half inches' on a temple tray,"

meaning that the author of the song, who was evidently attached

to the loyal party, desired nothing better than the death of the '
nobleman in question.

The names of noted smiths are many in number. The first who
appears who to be a really authentic personage is one Amakuni
who lived during the reign of the 42nd Emperor :Mommu Tenno (6@6—
707 A.D.) He is stated to have been a man of Uda in Yamato, and
this circumstance, coupled with the fact of similarity of name,
induces the belief that he was a remote descendant of that Amakuni
whose name has been mentioned above as having made a sword in
imitation of the Divine blade called "Clustering Clouds™. There
are various tales of other clever smiths before the time of Mommu
Tenno, but it is hard to place much reliance on these legends.
with regard to later times, the "Reference as to New swords" says,
"The good makers of olden days were Kamige, Shinsoku, and Amaza,-
and of the middle ages, Munechika, Yasutsuna Sﬂnemorl Yuklhlra
and Yoshimitsu, with Kuniyoshl of AwataFuchl (in Kyotos There
were many Bizen of old,-in the period Shokiu (1217-1220) there
were numerous artizans,- and subsequently came Masamune and Yoshi-
hiro, who were universally renowned.™ Of the above names, Yoshimitsu
is placed by the author of the work as first in point of merlt.

It appears rather strange that in this list there should
not be found the name of Muramasa, who is certainly one of the
most widely known smiths of Japan; it is most probable that his
name was omitted by some oversight, as he¢ is mentioned elsewhere
in the book. The four makers of swords who seem to be best known
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in Japan are Munechika, Masamune, Yoshimitsu, and Muramasa., Of
these, Munechika is by far the oidest; he was born in 938 A.D.

and his swords were famous from 987 downwards. Masamune and
Yoshimitsu acquired their renown towards the end of the 13th century
while Muramasa did not appear till nearly a century after them.
These makers, as indeed all smiths of any note, had their own marxs
which they engraved on the hilt of the sword, most frequently
accompanied by a date, but as, of late years, the practise of
counterfeiting the marks of well known makers has been largely
indulged in, these are not always to BWé depended on. Muramasa

was succeeded by his son and grandson, who both bore the same name,
and the latter of whom flourished in the early part of the 1l5th
century. The blades turned out by the family acquired the unenvi-
able reputation of being unlucky and of frequently bringing their
owners into trouble. Mr. Mitford, in his "%ales of Old Japan"
narrates the legend as to the reason why the Yoshimitsu blades
were deemed of good omen in the Tokugawa family, while those of
Muramasa were thought unlucky.

The profession of the smith was deemed and honourable one,
and those who engaged in it were generally men of good family.
It is mentioned of the Emperor Gotoba Tenno, who succeeded to the
throne in 1186, that not only did he "give directions to the noted
smiths of the various provinces and make them forge, but also work-
ed with his own hand®™, In later years the famous smiths received
from the court an honorary rank, which was in proportion to the
renown they had gainéd. Thus it is a common thing to see engraved
on a sword the anme of the maker, with the title "Kami of such anc
such a province™ appended. This, however, is also explained by the
assertion that the maker engraved on his work the title of the
nobleman in whose jurisdiction he lived; but of the two explan-
ations the first-named is apparently more worthy of credit. To
these names a date is generally added, while on the other side of
the hilt is occasionally written a motto or a verse of poetry,
some of which are rather curious:-

"There's nought 'twixt Heaven and EArth that man need fear,
who carries at his belt this single blade:" again,- "One's fate
is in the hands of Heaven, but a skillful fighter doesn't meet
with deathu:" and again,- "Tn one's last days, one's sword becomes
the wealth of one's posterity."

Apart from these mottos, it was a common custom to give narmes
to famous swords. "Little Crow" was the title of one in great
repute in the Taira family, while in the house of Minamoto there
were two hereditary swords named "Wigekiri"™ and "Hizamaru". The
two latter names arose from the curcumstances that when these swords
were tried on two criminals sentenced to decapitation, one cut
through the beard of the victim agter severing the head from the
body, while the other also divided the knee. The historian Rai
Sanyo narrates the fact that the forging of these two swords occ-
upied the smith for a period of sixty days. The dirk with which
Asano Takumi no Kami, the lord of the famous fourty seven ronins,
committed hara-kiri, is still preserved at the temple of Sengaku’i
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in Yedo, while swords alleged to have belonged to Minamoto no
Yoritomo and to the Taiko Hideyoshi are to this day shown at the
shrine of Héchiman at Kamakura.

It was the writer's good fortune, in the spring of the present
year, to pay a visit to the famous shrines of Nikko in the province
of Shimotsuke. The highest mountain of that cluster of hills is
called Nantaizan, and has been considered for many ages a sacred
place. Upon this mountain are several small torii, or gateways,
such as are seen leading up to Japanese temples, and these guide
the traveller to a small shrine at the summit. Here, on a bare
rock overhanging a steep precipice some sixty or seventy feet in
depth, lay, half-buried in the snow, a large number of sword-blades,
old and rusted, which had evidently lain there exposed to the wind
and rain fro many years back. Tradition says that, in old days,
any one who had committed a deed of blood with any weapon, was
accustomed to make a pilgrimage to this mountain, and there fling
away the instrument as a sort of expiation for his crime. The
guides on the spot, however, stated that though this was doubtless
true in many cases, still it was not an absolute fact. Among the
sword-blades there lay one, broken into three pieces, but which
when whole must have been not less than eight feet in length. This
sword bore a date of some twenty-one years back, aad the maker's
name, Izawa Gijiro, who turned out to be a smith late of renown in
the castle-town of Utsunomiya, some few miles off. Many a tale of‘
blood, no doubt, could those old blades have told, had they a voicej
but there they iay, as still as the hands that once wielded them,
fitting emblems of the decay, in these days, of that once deep-
rooted pride which was went to cherish the sword, under the belief
that it was the source of manly spirit, and the very fountain af
honour.

The different ways of carryimg the sword are stated by some
Japanese to. have been indicative of the rank of the wearer. Thus,
persons.of high bitth are said to have generally worn it with the
hilt pointing straighb upwards, almost paralel withe body; the
common people to have stuck it horizontally in the belt; while
ordinary samurai wore it in a position about half-way vetween the
two just quoted. This, however, does not appear to be an idea
worthy of much credence, for all visitors to Yedo some three years
ago must have noticed that the style of carrying it first quoted
above was one that found great favour in the eyes of the low~class
swashbucklers of the Capital, who freguently were seen swaggering
about girt with weapons placed perpendicularly in their belts and
reaching almost from the level of their chins to their ankles. To
clash the sheath of one's sword against that belonging to another
person was held to be a grave breach of etiquette; to turn the
sheath in the belt, as though about to draw, was tantamount to a
challenge; while to lay one's weapon on the floor of a room, and
to kick the guard with the foot, in the directioy of anyone else, .
was a deadly insult, that generally resulted in a cocmbat to the
death. It was not even thought polite to draw a sword from its
sheath without berging the permission of any other persons present,
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CANADA: IS MY KATANA

by
Dr. Keith Evans

"Two pieces of gold is not enough! These swords were given
to my ancestor by the great Hideyoshi himself for bravery on the
battlefield- they are pricelessi™

"Listen to me, Samurai. Do you see that pile of swords
back there? I have paid so much to you samurai, I'1l go broke
if I buy any more swords. What can I do with them? You dontt.
understand how difficult it is to be a pawnbroker these days,
everyone selling their precious family treasures, but nobody
buying anything.™

"But, my ancestor fought with the Taiko himself.™
 "Two pieces, take it or leave it, I'm busy."
"Give me the money, here is my soul™,

Nagano-san stumbled out of the pawnbroker's shop, tightly ‘
clutching the gold pieces. He felt naked, helpless. Why had
the government taken his life away? What would he do now?

"Hey, Nagano~sanl" It was Morita-san, his captain. "Where
are you goimg? Where have you been? Hey, you look badl™

"Oh, Morita-san, I have just sold my ancestor's swords, my
greatest possessions. I'm siick. My life is over! At least, I
still have my tanto, and tonight I will spend this gold for a
beautiful room and a clean kimono and finish it all. My captain,
will you take my head for me?™

"Hey, don't be a fool, Nagano-san. You are a samurai, who
should know how to live as a new Japanese, not die like a coward.
Go away, start a new life. You are a young man, strong and adven-
turesome. You were one of my best men, I remember. Listen,
Nagano-san. This morning I saw a ship getting ready to leave the
port. It is big and has much cargo. There are many places to hide.
It is going east, to the rising sun, to the "New World". I will
help you tonight and in the morning you will smell salt air instead
of death. Keep your gold, Nagano-san. You will need it in your
new life,™

And so it may have been, because on a day in 1877, a Japan-

ese named Nagano, a stowaway on an English cargo ship, was put ‘
ashore at Vancouver, B.C. A hundred years later, two Texans
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There was a magnificent soft metal tsuba and kodogu display,
but the fittings which delighted me most were the pagoda and
sickle design katchushi tsuba, the tortoise shell design by Nobu~
iye, Kaneiye's pagoda design tsuba, an Owari lattice design tsuba
of great dignity, and a Hikoso tsuba of darkened copper with
Odowara mimi., There were many educational displays, showing
polishing techniques, swordmaking tool's, armour-clothed mannikins,
clothing styles, two continuous movies, etc.,etc. It was truly
a great exhibition. Nagano-san would have really like it.
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On the 19th year of Tensho (1591), the Yoshii River broke
i1t's banks and the entire area around Osafune village was flooded.
The Yoshll River had been flooding this area since anclent times,
however this flood of 1591 was supposed to have been the largest
and most devastating one ever, As a result of this flood, many
swordsmith died. HICHIBEI SUKESADA and a few others were supposed
to have been the only surviving swordsmiths and 1t 1s these few
survivers who carried on the tradition of swordmaking into the
Shintd Perlod. The most noteworthy of these survivers is KOZUKE
DAIJO SUKESADA, followed by HICHIBEI SUKESADA and KAWACHI no KAMI
SUKESADA.

The first smith of the Shinto Period from Osafune is HICHIBEIL
SUKESADA who was active around the early 1600s. He is sometimes
referred to as Shintd Sukesada 1lst. He 1s followed by seven gener-
ations of the main Sukesada lineage (somg say there are eleven
generatlions), on untll the present times. HICHIBEI SUKESADA had
three brothers; GORO SUKESADA was not a swordsmith, GENZAEMON no
JO SUKESADA started his own lineage, the youngest brother SOZAEMON
no JO SUKESADA lineage prospered. H1is son in turn, KAWACHI no
KAMI SUKESADA, 1is well known and is followed by hICHOROEMON SUKE-
SADA whose younger brother TADANOSHIN SUKESADA went to take after
the main Sukesada lineage and became the 4th Sukesada (also known
as YAMATO DAILJO SUKESADA). Two generations afterwards comes ISE
no KAMI SUKEHIRA who originally signed as SUKESADA. His son
SUKEMORI becomes the last of the main lineage (SUKESADA 1llth in
some records but the 9th by actual count), the younger brother
belng KAGA no SUKE SUKENAGA. SUKEMORI's some becomes the lst
SUKEKANE, though this smith actually is the son of SUKENAGA who
takes after SUKEMORI's line as Sukemorl went to take after the
Sukesada line. KAGA no SUKE SUKENAGA 1s noteworthy not so much
for his swordmaking, though he was quite good at this, but mainly
for having sent forth a great many smiths to the sword world.

He 1s known to have had about 40 students all of which are little
known since most of these Osafune smiths from that time are rated
very low.

The third son of KAGA no SUKE SUKENAGA had his own lineage,
ols son SUKENAGA 2ad had few students and whose son, SUKEHARU,
followed by SENRYUSHI SUKESADA, who had a few students. Of the
students there is one who is interesting and that i1s HONAMI SOKEI.
Originally from Bizen Province, he studlied swordmaking under
SENRYUSHI SUKESADA. Later he was adopted by HONAMI YASABURO of
the KOMI lineage. SOKEI 1s currently active near Tokyo and 1s
into polishing and appralsal. The 1lst SUKEKANE also had few students
of which MIYAMOTO KANENORI 1s the most known one as he was also
quite active and became a member of the Imperial Arts Academy
durilng the late Mei]jl.
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11)

12)

13)

14)

15)

16)

17)
18)

19)

22)

SUKESADA

SUKESADA

SUKESADA
SUKESADA

SUKESADA

TN,

YOZOBEI no JO (also YOZOZAEMON no JO). Later he
went to Settsu Province.

HICHIBEI no JO, commonly referred to as SHINTO
SUKESADA 1lst. Born Tensho 4 (1576) and died

June 10th of Empo 2 (1674) at the age of 97.

Sald to be 5th generation from YOZOZAEMON no JO
SUKESADA of the Talel Era (3). Works of this man
are said to be from the time when he was 57 years
old, from about the Kanel Era (1633). The surname

.of YOKOYAMA 1i1s not seen on this smith's works.

Many of this smith's works wnich are seen were
actually made by his son, KOZUKE DAIJO SUKESADA (16),
that is, those of his later years and when KOZUKE
DAIJO was young and still in his teens.

GORO, no works of tnis smith exists.

SUKESADA - GENZAEMON no JO. Circa Kelian Era (1648-
1652). He had eight sons of which only one 1is
known to have become a swordsmith, GENNOSHIN
SUKESADA (37). The others did other things such

as making farm lmplements.

SOZAEMON no JO (written two different ways). Ca. (i)
Keian Era (1648-1652). Third son of TOSHIRO - ~
SUKESADA (10) started his own lineage which event-

uglly ends up with SUKEORI (48) around the early

1800s.

SUKESADA II  KOZUKE DAIJO, HEIBEI. Born 1632, died January

TAHEI
MAGODA IU
SUKETADA
SUKENOBU

SUKESADA
III

29th, Kyoho 6 (1721) at the age of 89. Recelved
the title KOZUKE DAIJO on Kambun 4 (1664) when he
was 32 years old. The eldest son of HICHIBEIL
SUKESADA (12), when he was 57 (%), did not have
off-springs and his position of the SUKESADA
lineage was taken after by HICHONOSHIN SKUENOBU
{(20), son of his youngest brother.

Nothing known
Nothing known

HICHIDAIU, KIHACHI. Nothing known, however from
his name he may have been a swordsmith.

HICHINOSHIN, later became YAMATO DAIJO SUKESADA

when he took over the position of his eldest

brother KOZUKE DAIJO SUKESADA (16). Born (?)

and dled Kyoho 12 (1727). Received the title of
YAMATO DAIJO on Shotoku 6 (1716), January 6th, which
is the date when he took after the position as the
head of the SUKESADA lineage and his elder brother.
During the Jokyo Era (1684-1687) and there about,

he is known to have done many DAISAKU for nis brother.
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37) SUKESADA GENNOSHIN. Born 1650, died October 7, Kyoho 7
(1722).

38) GENHICHIRO Not a swordsmith

39) GENUEMON Not a swordsmith

40) GENZO Not a swordsmith

41) SUKESADA GENPACHIRO. Born 1711, died July 27, Kampo 3 (1743).
42) YASUJIRO Not a swordsmith

43) GENZAEMON Not a swordsmith

4L4) SUKESADA  YASUJIRO. became a student of TOSHIMITSU (24).

45) TOSHITSUGU Born (%), died Temmel 5 (1785). Student of
Toshimitsu {24). Also signed SUKESADA.

46) SUKETSUGU HICHIROBEI no JO, RYUSUKE.
47) TOSHINOBU Died at age 15 in 1783.
48) SUKEORI nothing known.

49) SUKESADA KAWACHI no KAMI, NIZAEMON. Originally signed
YOSHIMITSU., Made swords at Tsuyama of Mimasaka
Province. Received KAWACHI no KAMI title some-
time during the Genroku Era (1688-1703). Died
December 19, Hoei 6 (1709), -age unknown.
Used the crysanthemum seal and character IChHI.

50) ROKUZAEMON (nothing)

51) HACHIZAEMON (nothing)

52) SUKESADA HICHIROEMON, son of KAWACHI no KAMI. Active
~during the Kyoho Era (1716-1735).

53) SUKESADA ref: (23)

54) SUKESADA TATSUEMON

55) SUKESADA HICHOROEMON, died September 27, horeki 10 (1760).
56) SUKESADA  GENGO, died December 7, Meiwa 8 (1771) age 75.
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75) SUKEMUNE HATSUJIRO, RYUMEISHI. Born 1822, died 2/1 1899
at age 77. Originated from Ise Province. Student
of SUKEHARU (69) and later became a Yokoyama
having married into one of the SUKESADA daughters.
Signed TOMONARI 58th generation.

76) daughter  SHIZUKA.

77) daughter MURAME .

78) SUKEKAZU Signed TOMONARI 61st generation. Died sometime
during the Taisho Era (1912-1925) at age 27.

79) SHIZUO Supposedly the present ‘head' of the Yokoyama Clan.

Students of ISE no KAMI SUKENAGA (63)

a) SUKETAKA Hisayama Mokuemon.
SU§ETAKA was a swordsmith as well as a gunsmith.

b) SUKEHARU ref: (69)

¢c) SUKETOSHI I Ikujiro.
’ A member of the Yokoyama Clan. Died 1865.

d) SUKETOSHI II KXumanosuke.
Son of SUKETOSHI lst. Seems these two SUKETOSHI
were students of SUKENAGA, both father and son.
Died 1867.

e) SUKEYUKI Toshiro.
: Died 1852. Yokoyama Clan member.

f) SUKEMITSU Sakichi.
Born 1845 and died 5/19 1874. Signed TOMONARI 60th
%eneraﬁion, 62nd and 63rd generation. Did not use
1st generation.

) ISE JIRO Nothing known except that he died on Meiji 1lst
(1868) at age 53. Sword name unknown.

4]

h) NAGAHIRO Fujita Kengo. ’
Died 6/6 1879. SHINRYUSHI. Of Hagl of nNegato
Province.

1) SUKETADA Yokoyama

J) TAKAHIRA - Yokoyama Sawaemon. (GARYUSEI. Clirca [emp Era (1830—4.

k) SUKENORI Student of SUKEKANE (65). Yokoyima.
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GLOSSARY OF SWORD TERMS

BY
F. KAREL WIEST

This glossary nakes no pretence of being complete; the term-
inology used in describing temperlines in the blade and the point
alone is so complex as to require several pages of diagrams to
clarify it. However, it covers the major areas of Japanese termns
as used in discussing swords.

More detailed information and greater in-depth discussion of
the features of the Japanese sword can be found in many published
works. The most useful (and most readily available) are these;

Robinson, B.W. The Arts of the Japanese Sword. Charles E.
Tuttle Co., Rutland, Vt., 1971 :

Yumoto, John M. The Samurai Sword. Charles E. Tuttle Co,
Rutland, vt., 1958

Dobree, Alfred. Japanese Sword Blades. George Shumway
Publisher. York, Pa., 1971

Compton, Dr. Walter. Nippon-To; Art Swords of Japan.
Japan Society, New York, N.Y., 1976

Hawley, W.M. Japanese Swordsmiths. Published by the author.
Holiywood, Ca., 1966

Now let!s look at the Japanese terms which you may meet in
sales catalogs and similar learned works. DNote that in almost
every case a standard English word or phrase will substitute
accurately.

Parts of the Blade

shiri...tip of tang

nakago...tang ‘

hitoye...back of tang

mekugi-ana...hole for peg

mune-machi...shoulder between tang and back of blade

ha-machi...shoulder between tang and cutting edge

to... blade

yakiba...tempered edge

hamon...temper line--the frosty line between hardened edge and
flat of blade
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suguba...straight

notare...wavy

gunome...zig-zag

nokogiri...saw-toothed

choji...wide irregularly notched

ashi...narrow points
(There are many other names for fancy temper line patterns,
which only the specialist need know.)

nioi,..a narrow frosty line defining the temper line

nie...a wider, coarser line at the same place

hi...fuller{a groove cut in the blade parallel to the back)

bo-hi...wider fuller

tsure-hi...narrow groove

bo-hi ni tsure-hi...a wide and a narrow fuller

futasuji-hi...two narrow fullers

horimono...decorative carvings

bonji...Sanskrit inscription

kanji...Japanese inscription

Details of Tang

nakago...tang

futsu,..normal tang

furisode...kimono-sleeve form

funagata...ship=bottom form

tanago-bara...fish~belly form

kijimomo...pheasant-thigh form

kurijiri...U-shaped tang tip

ha-agari kurijiri...uneven U-shaped

kengyo...V¥=shaped

kata-yamagata... uneven V-shaped

kiri...squared=-off tang end

kiri chigai...file marks at right angles to length of tang

suji chigai...marks slanting left{edge down and to left)

ko-suji chigai...slightly slanting left

O-suji chigai...sharply slanting left

katte ogari...slanting right(ko~katte and O-katte also)

taka no ha...V-shaped marks meeting at central ridge, points to left,
("arrow feather™)

gyaku taka no ha...V-shaped, points to right

higaki...checkered

sensuki..5shaved(smoothed with a tool like a draw-shawve, instead of
a file

mekugi ana...hole for retaining peg

mei...the signature of the maker

mumei...unsigned
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