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NEXT MEETING:  Sunday, October 14, 2001 at 12:30 PM < Back to Old Meeting Time
1840 Sutter Street, San Francisco, CA
AGENDA:
1. Business meeting — 1:30 PM. Report from the President on the Board Meeting.
2. Show & Tell, items of interest brought in for discussion and study.

3. Monthly meeting Topic: Continuation of the Novice Course — Appreciation of Japanese
Swords lead by Paul Allman

BREAK:
4. Kantei exercise.

5. Next monthly topic — November — Construction of a Japanese Sword with speaker Leon
Kapp

6. Board Meeting — After the regular meeting @ JCCCNC, Room ‘A’, 1840 Suitter.
All Board Meetings are open and members are encouraged to attend

Editors Note: New correspondence address: P.O. Box 60609, Palo Alto, CA 94306

Policy: The NCJSC does not endorse, necessarily agree with or validate the content of articles published in this news | etter.
Theindividual authors are solely responsible for their articles content and any statements contained therein. The sole intent of the
NCJSC, its board and the membership is to further the study and appreciation of the Japanese Sword by publishing current relevant
information for its members.



Northern California Japanese Sword Club

President's notes September Meeting

On September 9", the club had a very interesting session discussing various subjects,
viewing fascinating tsuba and swords.

The discussion of the August Token Tai Kai was very informative. There appears to be
no question that we have one of the best, if not the best show. The following report was
made:

145 tables sold. Interesting program offered by Gordon & Gilbert, Tsuba by Bob
Haynes and Alan Harvie, Hands-on sword display, a VERY successful Oshigata
demonstration and class by Naoji Karita who, again, donated the total receipt ( one
Hundred ( $ 100.00 )from his class. The two mukansa Yoshindo Yoshihara and Kawachi
Kunihira were very much available for questions and discussions. Mr. Kawachi who is
recognized calligrapher, donated one of his calligraphy to the club. The food for the
evening social period was very much appreciated by all, as well as the morning coffee
and roles. Some discussions on. how to improve the Tai Kai was held such as how to
limit tables only to sword related items. A set of photos taken by Ralph Bell was
displayed and distributed to those members in the photos.

The request to the club for financial support by the Japanese community for a legal
effort to regain the official ownership of the Japanese YWCA building was discussed.
The club participation with a five hundred ($ 500.00) dollars donations Was approved
after clearance of the issue of tax-free club status is established. The president
subsequently checked with Dale Minami of the Asian Law Caucus who reported that
there is no conflict or other difficulties. A check will be sent. The club meeting program
for the next two months was discussed. October, Paul Allman will be requested the
continuance of the "Novice course" with emphasis on the more basic standard
procedure for appreciating a nihonto, The club members are requested to bring any of
the swords which are a 'puzzle' regarding its construction. Additionally Paul Allman
requests members to bring their Bizen blades for this club meeting. As usual, any and all
“interesting' sword and sword related articles are requested to be brought to the club for
members discussion. November meeting on the construction of a Nihonto, utilizing the
Yoshindo display on forging steps.( see Club Newsletter for September) Mr. Leon Kapp
will be requested to speak on this subject. December meeting will plan for January club
officer elections as well as an interesting nihonto program.

Mr. William Galeno will be a club speaker next year on yoroi - kabuto after his
upcoming surgery. There will be no dinner or Luncheon for members in December.
There has been some lack of understanding regarding the monthly Kantei

exercise at our meetings. It was discussed that Les Dorfman be requested to



assume total responsibility for this club activity. He will be asked to select the
sword, its presentation, discussion and evaluation. Paul Allman reported that
His attempt to reissue the Yamanaka Newsletter is going ahead. He is trying
to keep the final cost to members as low as possible

Member Paul Allman presented an interesting session on one aspect of the
"Novice Course' with illustrations from his collection and many questions from
the members. Alan Harvie brought three fascinating Tsuba from his collection.
One especially was interesting and most unusual with a jewel inserted as the
eye of a dragon. A member brought a blade in shirosaya for sale from an
acquaintance of his. For the stated price, It was a BUY and was quickly
“snapped up'. We had several members who had not been able to attend
recently. They were introduced and welcomed back.
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Usingthe NTHK "Novice Course' in Learningto Seethe Nihon To
by Paul R. Allman

When | was asked to do this talk, it was suggested that | show how to look at a sword, including handling
customs, and try to show how a relatively new collector might use the 'Novice Course' to help him see and
understand a sword.

Thisis actualy three or more separate topics, but | will try to combine them in away that is, hopefully,
synergistic.

The 'Novice Course' isaversion of a series of articles written by Y oshikawa Sensei for the monthly
magazine of the NTHK, the Nihon Token Hozon Kyokai. Asit was written in Japanese, what we have hereisa
tranglation, supplemented by additional material and explanatory comments from the translator, Gordon
Robson.

This "course" is, in fact, an introduction to the Gokaden, the division of the swords of the Koto Era into
five great traditions supplemented, in the Shinto Era, by the addition of a sixth tradition, the Shinto Tokuden.
There is also another division taught by some teachers which my
Sensel, Albert Yamanaka, called the Inakamono (or Wakimono) or country work, which is work that does not
fit in the Gokaden. Careful readers will have noted that Nagayama Kokan in his The Connoisseur's Book of
Japanese Swords also provides for these blades which do not "fit," which he calls Majiwarimono. Such a careful
reader will also have noted that Nagayama attributes creation of the "six traditions' approach to Hon'ami
Koson, thus rather laughing at those who would have us believe in some ancient and hoary "honorable
tradition” surrounding the study of the Nihon To.

At this point | would like to echo Bob Haynes frequent admonitions to tsuba collectors: read the books: the
Novice Course, both of Nagayama Kokan's works transated by Mishina Kenji, Harry Watson's trandlations of
the Nihon To Koza, the Y amanaka Newsdl etters and the many other works and bits and pieces that have become
available to students of the sword during the last couple of decades. Then, after you have read them, use your
eyes and mind to learn to see swords and think for yourself. Read them and learn them, but don't take them
overly seriously. The common idea that this is some ancient and sacred tradition beyond thoughtful criticismis
simply not true. Ancient traditions exist, al right, but they are not sacred...and frequently, they are not accurate.

L et us examine afew things to teach us to use our own eyes and minds:

1. Misstatements...All of these authorities will tell you that early blades have fumbari, meaning that the blade
widens at the habaki so that it is referred to as looking like a man standing with his legs apart. But get any good
collection of photos and oshigata of early tachi and look for ourself. Look particularly at swords which have
been carefully preserved and which have not been repolished much...like the Oganehira. There is little or no
fumbari here. Thus fumbari is obviously what one finds when one looks at blades which have been polished
many times, but it is not a"diagnostic" for an old blade, it is usually simply a diagnostic for one which has been
polished a lot. (Clarification: After this article was published, a comment was made at a meeting that | had
written that, "Old swords did not have ‘fumbari'.” This is an overstatement which my wording tended to
encourage. What | intended to point out was that fumbari is not inevitable on old blades so that its presence, or
absence, should be viewed with care and caution. There are very, very few absolutes in Japanese swords.)

2. Simplifications...Because of how our minds work, we humans put things into categories. We do so whether
we intend to or not. As a consequence, we will tend to group things together hich are actually quite separate and
distinct except that they have some salient point in common. Let us look at the Gokaden in this light. | do not
know of a single "tradition” where al, or even the mgjority, of the smiths of a single school aways worked in
the "pure" tradition described in hese books. Indeed, we find, even in rather early days, smiths working in a
variety of variations on their usual, common styles. By the Oei nengi (1394-1428) there are few, if any, schools
not
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combining features from different traditions in their work. Many artisans were, in fact, working in more than
one tradition. Y oshikawa points this out, if you read carefully.

3. Language Failures...Language is tricky. Often in sword descriptions, as in other things, a statement will be
made and diagrams drawn which give the novice the idea that a certain "point” is clear and unequivocal when,
in fact, it is simply referring to a rather subtle ‘tendency.’ An example occurs when we speak of the early tachi
having the monouchi quite straight where the Sue koto have sakizori. These are only tendencies. There are quite
old blades of impeccable provenance which have some sori in the monouchi and, conversely, some relatively
late koto blades with very little sori in the monouchi. What the words say is that, to use a statistical term, the
"central tendency” is for early koto to be straighter and Sue koto to have a continuing curvature or, in some
cases, to actually have a dightly increased curvature in the monouchi. But there are exceptions.

4. Omissions...Much is left out. Always remember, these are only "novice" courses. We would never imagine
that we could be a brain surgeon because we read a book on the subject. Yet the delusion persists that we can
learn to truly appraise swords by reading books. There is too much to be learned here. One example | can
demonstrate here is that if you look at Ko Bizen and Ko Ichimonji blades they will almost always revea a
running masame tendency in the ha. Thisis not in any of these books, but, if you will translate the descriptions
in the Juyo Token to Zufu, you will find this is characteristic. It seems that these old blades have the "stacked
edge’ which was brought to our attention by Francis Boyd in his important series of articles on sword
construction. It is so rare as to be notable when a blade has only one kind of hada evident all over the blade. The
Hosho school of Yamato is an example which is truly masame hada from top to bottom, an example which
makes evident how rare acasethisredly is.

5. Subtleties...As my sensei told us many times, the Japanese, even more than most peoples, do not spell things
out for the student. Only when your teacher feels you are ready to learn will many of the finer points be
introduced to you. Those brash souls who find a partial answer and begin to believe they know the whole thing
will never get beyond a beginners knowledge. The "thisis it and nothing but thisisit" falacy is one we all fall
into all the time. (Those with a scholarly affliction may wish to investigate the writings of Ernst Mayr on this
subject.) With swords, this will cause you to look too quickly and jump to conclusions. When a book tells you
that swords of a particular school have "abundant jinie," what have you learned? Jinie varies by type, by size, by
density, by the regularity with which it covers the ji and by color...none of which are described. What do you
know? Y ou know to look at a blade you are sure is of said school and study the ji nie so that you may be able to
recognize it in the future.

6. The indescribables...Many people are impressed with the "contests' that appear in the various magazines of
various organizations. These "Kantel contests’ are al very well and can certainly be fun as a game. They are
not, however, the same as understanding swords. As Yamanaka frequently pointed out, the ultimate Kantei
criterion is the stedl itself, "jitetsu." The one thing you cannot ever learn from a book is the color and texture of
the steel. Regardless of how perfectly you memorize al the points in the books, all the oshigata, and all the
photos, you will not learn the jitetsu.

What does all this mean? It means that the purpose and the best use of the Novice Course is to prepare you to
learn from actual examples. Which is also why and how you can learn from the swords you see at meetings. But
if you don't know what's in the books, you won't learn. With this outline, | hope | have prepared you to read and
learn theNovice Course'...and al the other novice courses available. What | have not done is to give you the
motivation to do so. Only the fascination with, the respect for and the attraction to the sword will do that.



TOKEN KAI-SHI
Articlesby Akiyama Kyusaku
Trandated by Henri L. Joly
Annotated by Robert E. Haynes

PART FIFTY-SEVEN
ISSUE NO. 136 - January 1912

(AKIYAMA) In Meiji 21 (1888, rat year) 1 was in Osaka, and
someone iIntended to exhibit sword furniture with the rat
subject. About this subject, there are some by Goto artists,
Nagatsune (HO06539), Konkan (H03464), etc., but 1 have never come
across anything good. Not only with the rat, but most of the
zodiac animals are not very well done. As this i1s also the rat
year (1912), 1 will talk about the rat subject. 1 have seen a
very good piece signed: Myochin Kaganodaijo Ki no Yoshisada
(H12054) . About the bull, several i1n menuki and kozuka by Goto
artists, and tsuba and fuchi-kashira by Yasuchika.

Tiger, there are several famous kozuka, and menuki, by Goto
and Yokoya Somin, and a tsuba by Yasuchika and others.

Rabbit, I don"t remember anything that interested me.

Dragon, several famous pieces by the Goto, and Yasuchika,
though there are many pieces of this subject made iIn Mito
Province, or Echizen Province, they are all of poor
quality.

Snake, as i1t is hated by many people, we can occasionally
see i1t. A very Tine piece | remember is an iron tsuba by
Kikkan (Yoshihiro H11592). It is so realistic that one
feels creepy. Horse, there are many good ones iIn fuchi-
kashira, and kozuka, by Goto and Yokoya, but 1 have not
seen a very fine piece that 1 can recollect.

Monkey, | don"t remember any very fine piece, although
there were many senbikizaro (1000 monkey) of Yagami
(Mitsuhiro HO05200 to H05202), as well as copies by Oda
Naonori (HO06753), but they are very rough work. As a famous
piece 1 have seen one by Kaneie. | saw many cocks, but the
best one was a kozuka by Nagatsune, with fighting cocks.

Dog, before last year 1 saw an 1ron tsuba with suemono
zogan, the subject was a Dutchman with his dog. This
subject i1s rather
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rare, the signature on the piece | saw was too clever, it was
decided to be an imitation.

Boar, there is a large tsuba known as Marishiten, old Myochin,
according to tradition, It was presented to a shinto temple by
Ashikaga Yoshimasa (1435-90), 1 don"t know if It is genuine or not,
but i1t seems reasonable. I have seen this subject In Shozui®s work
(H08803), but 1 prefer old Goto work to that of Shozui. Since the
5th year of Kaneir (1852, Akiyama was 8 years old, he was born iIn
the year of the dragon, 1844) 1 have had six rat years. In these 61
years (1852-1912) there has been a progress iIn art, and 1 expect to
see some very good work this year. Human beings are generally fond
of talking more about evil than goodness, so it sounds like a
boast, but It iIs not so.

(R.E.H.) 1t would seem that some animals of the zodiac are to
be found far better depicted than others. It would be an
interesting study to catalog the zodiac animals in order of
quality as seen in the work of the most famous artists, a sort
of contest of their ability to portray such common symbols.
Though Akiyama says that he expects to see some fine quality
fittings in 1912, he does not mention any of them. In fact he
very rarely mentions any of the artists who were his
contemporaries. Even Natsuo is only mentioned as a kantei
expert, and not as an artist. In truth he did not care much
for the work that was produced during his lifetime.

(AKIYAMA) At the end of last year | heard a few criticisms
after the swords selected as National Treasures. | think these
criticisms are in my opinion wrong. Selecting the best swords,
from all the swords in Japan, is rather difficult because so
many are from temple treasuries only, and the circumstances
are to the latter ones. Some pieces might not have any
connection with the very deity of a given temple (e.g.
Hachimangu can not find interesting tsuba which Is connected
with Temmangu or Toshogu In its subject). But it is not a
reason to reject it. Sometimes a sword may be selected which
is not very old, because
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this sort of selection is not always concerned with the
makers. Sometimes many quite old swords are selected for
their tradition connected with the donor. In such a case it
is better to select by committee of many people than by
just a few. The one thing I am very much afraid of is that,
people are very sided. A man may clean his blade and never
look at the scabbard. Those who serve Buddha in this world
require money like ordinary Tfolks, and supposing swords
were selected to be valued X000 yen, then it 1is rather
dangerous to leave it in their charge. It is something like
to leave a katsuobushi (dried bonito) with a cat. Who will
have the responsibility when something happens. OFf course
one who entrusts those priests must have the
responsibility. 1f the Kokuho-kan could not be built iIn a
short time, there is the Yujukan and Hakubutsukan, where
they can be left in perfect safety. Swords which are even
not selected, but have value are most dangerous, so they
must not leave them with the priests.

(R.E.H.) These admonitions were never heeded by those in
charge of creating National Treasures. It would be helpful
for the blade collectors to have information about the
history of the pre-war National Treasure committee, and how
they made their choices. After the war all the old National
Treasures were again reviewed and some were kept, but many
others were passed over and are to be seen today, without
their former designation.

(AKIYAMA) 1 found lately evidence to show those people who
declare that there are no tsuba made by Myochin Nobuie
(HO7075). The piece is a tsuba signed: Myochin Osuminokami
Fujiwara no Munenobu, at the age of 81, (H06182). Munenobu
was the 20th Myochin, so that he was the great grandson of
Nobuie (HO7075). This Munenobu, being a tsuba maker, why
could not Nobuie, the 17th, have made any tsuba?

(R.E.H.) There i1s no need to go into the Myochin Nobuie
versus the tsuba Nobuie, again. Perhaps in later articles
Akiyama will have changed his opinion about this subject.
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(AKIYANIA) The articles Zakan Issoku (sic, should be Zuikan
Issoku a bundle of random thoughts) have already appeared in 80
issues, (of the 124 issues of the magazine Token Kai-shi),
chiefly desultory talk. There are many articles which should be
rubbed off, and a few are worth keeping, and I wish 1 could
have a rest for a little of this year. My oshigata, collected
during over 50 years, are about 3000, which is less than one
tenth of all the tsuba that I have seen (30,000), and I wish to
arrange them in order, according to periods and schools, but 1
have a bad habit, since my young days, that 1 never finish
anything yet. 1 am afraid it may end in a bad result, like the
poem by Kagawa Keiju: *"lkutabi (ikudo) ka omoi sadamete kawaru
ran asa sora tashiki waga kokoro kana.™ Often decided and often
changed, i1t i1s dreadful to my mind. Since 1 became a retired
man, 1 made a study of tsuba, in some years, and in others I
studied kodogu. Last year 1 was very keen on furnishing swords.
My iIntention this year is a most difficult business: It seems
to be useless labor, but there is great interest iIn it.

(R.E.H.) It iIs said that Akiyama saw about 40,000 to 50,000
fittings during his lifetime. That would be about 700 pieces a
year during his life. Unfortunately we do not have any major
books from the hand of Akiyama, and he seems correct when he
says that his areas of study shifted from year to year. He had
far too many areas to cover with all the fields of study that
he was iInterested in. It is a great loss that he did not leave
us the master work that he was capable of producing. Even today
the writings that are left, have never been collected in a
book, either in Japan or in the West.
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THE 2001 SAN FRANCISCO TOKEN-KAI SWORD EXHIBIT
Part of thisyear's Token-Kai sword display featured blades by the famous 19th
century sword smith's Jirotaro, and Y amon Naokatsu. The Northern California
Japanese Sword Club was privileged to have several excellent examples loaned for
the event. | wish to take the opportunity to thank the people who worked with me to
make this exhibition areality. The help and support of John Camp and Fred
Weissherg was invaluable. Special thanks go to Ron Hartmann and Paul Davidson for
assistance in gathering information to produce the exhibit catalog reprinted in this
issue of the Newsletter. Lastly, abig thank you goes to the men who were so generous
in loaning their treasures out for all of usto enjoy.

Richard Mantegani

ol
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SHODAI SHOJI JIROTARO NAOKATSU

Shodai Naokatsu is considered one of the best sword smiths to have worked during the
Shin Shinto period. He was the adopted son of Naotane, and was nearly his equal in skill.
His early signature was Kazusa Jiro Naokatsu. Later signatures are Jirotaro, Shoji
Jirotaro, or Shoji Jirotaro Fujiwara Naokatsu Tsukuru Kore. Most of his existing works
are dated. He lived in Edo and produced many excellent swords that will show afinely
made itame [wood grain] hada/jitetsu. Thisforging technique will often flow and form
pools of O'hada reminiscent of what his father Naotane was famous for. His blades are
usually tempered in gunome or gunome choji patterned after the koto Bizen den works of
Kagemitsu, Kanemitsu and the like. Shodai Jirotaro Naokatsu survived Naotane's death
by only ayear and died on July 29th, 1858 [Ansel 5] at the age of 54.

Some examples of Naokatsu's hakago showing signatures and dates can be found in the
Fuj ishiro Shintohen volume, pp 175-177.



SHOJI JROTARO NAOKATSU TACHI
Blade type: Tachi.
Shape [sugata]: Shinogi zukuri, ihori mune, chu-kissaki, Bizen styled sori.
Dimensions:
Length: 79.6 cm Width: 3.2cm  Thickness: 7mm at the mune machi.

Forging pattern: Itame with many chikei and ji-nie applied to the surface. The steel is clear and
bright as aresult.

Tempering [hamon/yakiba]: It isfashioned in nioi deki of gunome midare that features some
box shaped [hako gunome] and gyaku [reversed] shaped gunome. There are many ashi and ko-
ashi with ko-nie, sunagashi, and kinsuji effects worked in.

Boshi: Ko-midare and notare elements are displayed with asmall turnback on the omote.

The boshi tends to be more of a yakizumi type on the reverse [ura].

Nakago: Ubu, with slanting file marks [sujikai yasurime] and kuri jiri [chestnut shaped)] tip. One
mekugi ana. Signed Jirotaro Naokatsu and dated Tempo 14th year [1843].

Carvings [horimono]: Bo-hi and soehi. The bo-hi is chiseled through the nakago [kaki-toshi].
Remarks: The blade is encased in a shirasaya with sayagaki from Michihiro Tanobe of the

NBTHK stating that the blade is a copy done in the style of Kagemitsu and the works of Bizen
Osafune Den.






SWORD: TACHI

smiTH: NAOKATSU (SHODAI)

Type: Tachi Form: Shinogi-
zukuri Sori: 15mm
Koshizori Kissaki:  Extended
chu Shinogi-ji: Narrow
Shinogi: Flat (not
raised) Mune: Ihori

Blade length: 71.15cm (28.0")
Nakago length: 21.9cm (8.6")

Hamon: Soshu-den; midare gunome with some gunome almost becoming
tobiyaki in places. Beautiful abundant nie with many multiple layers of

sunagashi sweeping along the hamon becoming thick sunagashi in places.
Spots of nie-kuzure in the ji mid blade, particularly on the ura (date) side.

Boshi/Kaeri: Midare-komi in strong hakikake of multiple lines of fine
sunagashi with sweeps around in ko-maru fashion. Kaeri is average.

Kitae: Forged in beautifully tight itame with some nagari hada and several

spots where very fine chikie forms around an almost uzumaki-type mokume
resembling Naotane's whirlpool hada.

Horimono: Bo-hi (Katana-hi)

Shape: Ubu
Yasurime: Kesho
Mekugi-ana: (2)

Signature: JRO TARO NAOKATSU
TENPO 10 (1839) A DAY IN MID-AUTUMN

CLASSIFICATION (PAPERYS):
TOKUBETSU HOZON (NBTHK #101036 - Showa 61-6/24)






SWORD: WAKIZASHI
smiTH: NAOKATSU (JIROTARO - SHODALI)

Type: Wakizashi
Form: Shinogi-zukuri
Sori: 14 mmKoshizori

Kissaki: Chu-gissaki
Shinogi ji: Medium Narrow

Shinogi: flat

Mune: Ihori set low

NAGASA

Blade length: 54.9 cm (21.6")
Nakago length: 15.8 cm (6.2")

HAMON: Saka midare gunome/choji with wide and clear nioiguchi with
abundant ko-nie, ashi, ko-tobiyaki. Hamon is very beautiful and clear made
in Bizen-den fashion. Boshi/Kaeri: Midarekomi, ko-maru with some kaeri.
KITAE: Itame mixed with O-itame that appears like elongated pools of O-
hada.

HORIMONO: Bo-hi set on shinogi and made kaki toshi thru the nakago.

Shape: Ubu, shallow marumune and very slight maruha, Sori (2mm).
Yasurime:  Slanting left, finished in simplified kesho fashion. Mekugi-ana: (1)
Signature:  JJRO FUJI NAOKATSU

TENPO 1 (1830) APRIL 5™ NORMKI| KONOMI

Custom made for (Mr.) Norimiki (or Tokukan or Norimoto)

CLASSIFICATION (PAPERS):
TOKUBETSU HOZON (NBTHK #146486 - Heisei 13 - 4/5 (Sayagaki by Michihiro
Tanobe of the NBTHK)



.. S ——— ~ aﬁ_ﬁmxﬂ%.ﬂffﬂwnrﬁhlﬂﬂ%

i IR E RS @
%.El: INVIHEe

K _:,,_,g,; bl @
s a,mimﬁ@. ﬁmﬁ.




NIDAI SHOJI YAMON NAOKATSU

Y amon Naokatsu was born in the sixth year of Tempo [1835], the son of Shodai Jirotaro
Naokatsu, and grandson to Naotane. He originally signed his blades Naoyoshi, but
changed his name to Naokatsu during the second year of Bunkyu [ 1862], some three
years or so after the death of hisfather. From that time, he usually signed his blades
Naokatsu or Shoji Y amon Naokatsu, and often dated them as well. He made blades
styled in the Bizen tradition and was skilled at making gunome and gunome choji
hamon. Some of these swords are found with O'kissaki and will copy or resemble the
Nambokucho works of Kanemitsu and the Soden Bizen School. Y amon Naokatsu died
on March 31 1884 [Meiji 17], at the age of 50.



SWORD: TACHI

Type: Tachi

Form: Shinogi-zukuri

Sori: Koshi-zori 13.5 mm
Kissaki: O-gissaki
Shinogi-ji: Medium narrow
Shinogi:  Raised

Mune: lori-mune

NAGASA

Blade length: ~ 77.9 cm (30.7")
Nakago length:  27.3 cm (10.8")

HAMON: O-midare-choji/gunome in clusters, becoming saka-
choji/gunome, some with boxed (hako-gunome in "horse-tooth” type)
heads that reaches up to the shinogi and into the shinogi ji in places.
Many tobiyaki, ashi, some yo, and strong and thick multiple bands of
"worm-track” kinsuji throughout. There is muneyaki. Wide nioi-guchi
with thick nie/ko-nie all alona the vakiba. Absolutely spectacular

Boshi/Kaeri: Continuation of the hamon in midare-komi with
kaeri continuing as muneyaki in places.

KITAE: Forged in avery tight itame.

HORIMONO: None

AKAGO
Shape: Ubu, tapered with slight sori, shallow maru-mune and
flat ha
Y asurime: Slanting left (O-sugi-chigai) with simple-form
kesho added.

Mekugi-ana: (1)

Signature: Shoji Y amon Naokatsu

CLASSIFICATION (PAPERS)

Tokubetsu Kicho (NBTHK # - Newport Beach, CA 1974) - lost
paper? Kantei-sho - 83 pts. - (NTHK #4713 - Showa 54 - 5/27)






JROTARO NAOKATSU TSUBA
Mid 19th century

Iron sword guard signed Jirotaro Naokatsu [shodai]. It is mokko shaped with a
raised rim. The design is plum blossoms and leaves [Ume] done in kebori style
carving. The plate has good color and shows many granular "bones" on the
surface and around the edge. It has been awarded aNBTHK "green” certificate
[tokubetsu keicho kodogu].

Dimensions
Height: 8.5 cm
Width: 8.2 cm

Thickness [at the rim]: 5.5 mm
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Tenshé Koshirae and Ko-Kinkd Fittings
[ RIER & SGTHhEE]

Gordon Robson and James Gilbert
(San Francisco, 18 August, 2001)

Menuki Tsuba  Kurikata Kaerizuno Kojiri
1 L

Fuchl Savaguchi Kogal Sageo
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22.Kozuka: Suisen (narcissus) motif, mumei, Ko-Kinko, shakudo nanako ground with
high relief carving and silver uttori-iroe, Circa Momoyama.

23.Menuki: Lions {shi-shi) motif, mumei, attributed to Goto Sojo, solid gold ground,
katachi-bori, circa late Muromachi.

24 Menuki: Eggplants motif, mumei, Ko-Goto, shakudo ground, katachi-bori with gold
uttori-iroe, circa Momoyama.

25.Menuki: Crawling dragons motif, mumei, Ko-Goto, solid gold ground, katachi-bori,
circa Momoyama.

26.Menuki: Cloves and lotus seedpods motif, mumei, Ko-Kinko, shakudo ground,
katachi-bori with gold uttori-iroe, circa late Muromachi (illustrated in Jidai Mitokoro-
shu, pages 158/9).

27.Menuki: Aoi motif, mumei, Ko-Kink®, shakudo nanako ground, katachi-bori with gold
iroe, circa late Muromachi.

28.Menuki: Arrowroot motif, mumei, Ko-Kinko, shakudo ground, katachi-bori, circa
early Momoyama.

29.Menuki: Wisteria crest motif, mumei, Ko-Kink®, yamagane ground, katachi-bori, circa
Momoyama.

30.Menuki: Bell flower motif, mumei, Ko-Mino, shakudo ground, katachi-bori, gold iroe,
circa late Muromachi.

31.Menuki: Japanese pepper (sansho) and shoji motif, mumei, KoMino, yamagane
ground, katachi-bori, circa Momoyama.

32.Menuki: Japanese pepper (sansho) motif, mumei, Ko-Mino, yamagane ground,
katachi-bori, circa Momoyama.

33.Fuchi-Kashira: Aoi motif, mumei, Ko-Kinko, shakudo nanako ground with high
relief carving and gold iroe, circa Momoyama.

34.Fuchi-Kashira: Lions (shi-shi) motif, mumei, Ko-Kinko, shakudo nanako ground with
high relief carving and gold iroe, circa Momoyama.

35.Fuchi-Kashira: Morning glory motif, mumei, Ko-Kinko, shakudo ishime ground, high
relief carving and gold uttori-iroe, circa Momoyama.

36.Fuchi-Kashira: Arrowroot and flowers ( ominaeshi [ ZERTE]) )motif, mumei, Ko-
Mino, shakudo nanako ground with high relief carving and gold iroe, circa
Momoyama.

37.Fuchi-Kashira: Tea flowers motif, mumei, Ko-Mino, shakudo nanako ground with
high relief carving and gold iroe, circa Momoyama.

38.Fuchi: Pomegranates and lozenges motif, mumei, Ko-Kinko, shakudo nanako
ground with high relief craving and gold uttori-
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iroe, circa Momoyama.

39. Fuchi (kogai-naoshi): Autumnal foliage motif, mumei, Ko-Mino, shakudo nanako ground
with extremely high relief carving and gold uttori-iroe, circa late Muromachi.

40. Fuchi: Striations and a central line, mumei, brass ground with shakudo inlay, circa
Momoyama.

41. Fuchi: Striations and central groove, mumei, copper ground, circa Momoyama.

42.Fuchi: Striations and grooves, mumei, copper ground with shakudo overlay, circa
Momoyama.

43. Fuchi: Comma crests motif, mumei, shakudo nanako ground with high relief carving, circa
Momoyama.

44. Fuchi: Central groove, mumei, shakudfl ground with gold iroe, circa Momoyama.

I1l. Select Schools and Fittings Makers

1. Ko-Tosho and Ko-Katchu-shi Tsuba [ &71E / &5 B0 |:
From the Meiji and Tensho eras (1868-1926) into the beginning of the Showa
era (1926-1935) Ko-Katchu-shi tsuba were already properly evaluated by
those who appreciated them; however, there were few who had much interest
in Ko-Tosho tsuba. Even among early tsuba, they had come to be seen as
trifling. However, recently, perhaps from an appreciation point of view,
opinions have changed and the fact that the true value of Ko-Tosho seems to
have been recognized is greatly heartening.
There are the Ko-Tosho, Ko-Katchu-shi, Onin and Kamakura type tsuba, and
although from the viewpoint of designation, there is no term for the Ko-
Katchu-shi style ita-tsuba that have lively negative silhouette
piercings (mon-sukashi [#EL / IEL’]), an entire surface that has been
worked with a punch in nanako style and works that give an impression
that is not particularly high, due to the number of these shared features, |
believe they are in the same group.

Excluding the exceptions, the standard Ko-Katchu-shi works are
largesized with a height of around three sun. The construction is thin and
the negative silhouette designs closely resemble those of the other types.
Because of the large size of these tsuba, we can deduce that they were put
on uchigatana with blade lengths of around three shaku. It is probable
that the thin construction and piercings were to keep the weight of these
tsuba down.

In addition, when we take the period into consideration, there were
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the warriors who wore koshigatana or short uchigatana fitted out as tachi. Thus,
it is probable that Ko-Katchu-shi tsuba were used on the uchigatana of those
who were on foot, such as ashigaru, who were a social class that could not wear
tachi. | think that when a warrior on foot challenged a mounted warrior it would
be necessary to have a sword of such a long length. The period from which such
individuals participated in warfare was after the Mongol invasions of 1274 and
1281 during the later half of the Kamakura period. Taking lessons from the
Mongol army, they began to use mass warfare tactics. Before that time, one
would introduce himself as "I am so and so" and ride out singly against a fellow
warrior and engage in individual combat. Those of the ashigaru class were
assigned to various menial services and were not permitted to participate in
battle.

The uchigatana of this class of individuals from the Heian period to the
middle Kamakura period were used for self-defense and were not very long. |
believe that from the late Kamakura period, they became a force in battle and
there was a change to a longer sword during conflicts. Among these same types of
tsuba, with Ko-Tosho tsuba, they are small-sized, around two sun, five bu, and
there are not a few with an extremely deep and old patina. However, among Ko-
Katchu-shi, the fact that such tsuba are not seen testifies to the previously
discussed features of this period.

In addition to a style of workmanship with a beaten back rim (uchikaeshi-mimi

[¥TRE ]), a large number of negative silhouette piercings have been done. To make
Ko-Katchd-shi more attractive, their owners have been elevated in social status from
servants to combatants, reflecting our social consciousness.

Moreover, it is said that the earliest limit for Ko-Tosho is the Heian period
and that for Ko-Katchu-shi is the late Kamakura period. After these, the Onin
and Kamakura tsuba with additional carving and inlays are much later and |
believe they date to after we enter the Muromachi period.

Next, concerning the latest limit for these tsuba, during the twelfth year of
Tenbun (1543) guns were introduced to Japan and they are said to have had a
great influence on battle conditions from that time. | think it is appropriate to see
the end of the role of the long uchigatana for use against mounted warriors as
being due to guns.

As for these Ko-Tosho and Ko-Katchu-shi tsuba, those used as mounts for the
tachi, koshigatana and uchigatana of warriors are said to be completely different in
character and level, but they have not been seen, and thus, these possess a
fascination for us due to this unique aspect.
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Furthermore, Ko-Tosho tsuba, which are from about four hundred and fifty
years ago, and Ko-Katchu-shi, which are from about two hundred and fifty years
ago, occupy a period of history which | believe arouses great interest.

Beginning with the great simplicity of the Ko-Tosho tsuba, the KoKatchu-shi and
then the Kamakura and Onin tsuba, there is a gradual building up of added
techniques. However, nowadays, from an appreciation of the aesthetic pleasures
approach, we can confirm the difference between high art and manufacturing, which is
revealed to our sensibilities through, first of all, the negative silhouette piercings, the
use of space in the surface and the deeply symbolic nature of these works.

In the way that mass battle techniques were used, from among those who were
servants, individuals who were combative were selected if they seemed able to
participate in battle and | think there must have been those servants WhO were also
left over. In addition, up to the time that Hideyoshi conducted his sword hunt during
the sixteenth year of Tensho (1586), even commoners could wear swords. Moreover,
their is the difference between war and peace; however, it is not so simple to
understand the basis for who used these tsuba and who did not or to understand the
general situation.

| believe that those tsuba that are called Ko-Tosho are not entirely all made by
swordsmiths. Moreover, | think we can say the same thing about Ko-Katchu-shi tsuba.
Nonetheless, the sensation one receives from these works and the feelings invoked by
the terms Ko-Tosho and Ko-Katchu-shi are absolutely convincing, such is their
persuasive power.

As for the use of "old" (ko[E ]), Edo period Tosho and Katchu-shi
works are of a completely different type and "old" is used for the purpose of
clarifying this.

With almost all of the early period ji-zukashi tsuba, the area around the
nakago-ana (hole through which the tang passes) has been reshaped through
being beaten in; however, be aware that with Ko-Tosho and KoKatchd-shi tsuba
cases where this has been done are very rare.

Although there are Ko-Tosho tsuba dating to the middle Kamakura period
that are small-sized of just around two sun and five bu, the KoTosho, Ko-
Katchu-shi, Onin and Kamakura tsuba dating before the late Muromachi period,
where such small-sized tsuba are occasionally seen, tsuba around two sun, five
bu can be said to be exceptions. Since it is difficult to believe that everyone was
using large-sized uchigatana, this is an area for further research.

| believe that there are a few Ko-Tosho and Ko-Katchu-shi tsuba that
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have original hitsu-ana (ubu-hitsu-ana). This is linked to the kozuka and
kogai that existed during this same period. However, regarding this,
since there is not much space left, I will just conclude that | am
convinced such ubu-hitsu-ana exist.

Even with ubu-hitsu-ana, there is the balance of the negative silhou-
ette piercings as well as cases where the filling in of the space entirely
enhances the piece. | believe this has to be tolerated through an apprecia-
tive sense.

There is an opinion that Ko-Tosho and Ko-Katchu-shi tsuba were
mounted on nagamaki. However, even if there are exceptions, because of
the arrangement of the negative silhouette piercings, they are said to
have been mounted on uchigatana.

There is a Ko-Tosho tsuba with an iris piercing, and, from the loca-
tion, | believe that this tsuba was mounted on a blade that was worn with
the edge down in tachi style. Since there are illustrations of uchigatana
being worn edge down in picture scrolls (e-makimono), we are not able to
conclude that this is a tachi tsuba; however, we can believe that there
were exceptions.

(translated from Sasano asayuki's "Ko-Tosho « Ko-Katchu-shi Tsuba" in
the Shovu-kai's "Tosoau Yuhin Zufu" series}

2. Onin Tsuba[ {2 There is no basis for calling these works

Onin tsuba; however, we can infer from a knowledge of history that these
are tsuba which were created around the time of the Onin disturbances
(1467-1487). Looking at the style of workmanship, they would seem to
follow in the wake of the Katchu-shi (armor makers) tsuba, and, at the
same time, they have areas of similarity with Kamakura tsuba. This
means that they are thin, flat tsuba with the metal surface finished in
hammer work (tsuchime). In the iron ground there are brass inlays. These
brass inlays are done using two methods. The first method is the suemon
inlay style (the brass is carved into shape and then inlaid into the metal
ground) and the second is inlays of dots and lines. The edges of the
seppa-dai and the hitsu-ana are rimed with lines of inlaid brass. This is
one of the strong features that can be applied to appraisal.

It has been determined that Onin tsuba have an iron ground in which
brass has been inlaid; however, it should be noted that during this same
period brass was such a valuable metal that it even surpassed gold in
preciousness. Thus, it is easy to understand how extremely popular the use of
brass in Onin tsuba must have been. There are no signed examples
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and we have no idea who the individual artisans were.

Their designs include, first of all, family crests of three bars in a circle or a
small tower as well as cherry and plum blossoms, mushrooms, family crests
of interlaced circles, butterflies and clouds, of which many are done in ko-
sukashi (small perforations). These designs are conducted on a flat plate,
round tsuba, which are the characteristics of this type. However, with this
type of tsuba, what could possible be the origin of the materials and the
manufacturing process? In comparison to the jigane of Kamakura tsuba, the
jigane is not very good, and there are works that lack luster and sheen.

It seems that from within this group Yoshiro style and Heianjo style
brass inlaid tsuba emerged.

(translated from Tsuba Kodogu Kantei Nyumon (Introduction to Tsuba
and Kodogu Appraisal] by Wakayama Takeshi and lida Kazuo)

3. Kyo-Zukashi Tsuba [ ZZEMLEE | Kyo-Zukashi tsuba are open

work tsuba manufactured mainly in Kyoto, Yamashiro province. Together
with such groups as Owari and Akasaka, these tsuba are designated with the
place name given first. There is one group of scholars who has separated the
periods of manufacture into the designations "Heianjo-Zukashi

[ FZEL | and Kyo-Zukashi. Although Heianjo-Zukashi are said to be
one period older than Kyo-Zukashi, Heianjo and Heian-Kyo [ &5 ]

(Kyoto) have exactly the same meaning. Thus, the difference in using the
name Heianjo-Zukashi or Kyo-Zukashi is nothing more than a slight nuance.
At present, the general opinion is that the appearance of the sukashi

technique seen in Kyo-Zukashi dates to around the Eisho and Tenbun eras
(1504-1555). As opposed to the stout and rustic Owari-Zukashi tsuba, Kyo-
Zukashi tsuba are elegant and delicate. While the designs seen are always
powerful expressions of refinement, they also elude attempts by the tsuba
makers of other provinces to imitate them. We can thus infer the level of
delicacy and elegance for which the Kyoto area is known. Moreover, we can
see the type of strength these tsuba posses.

As for the style of workmanship, the jigane has excellent forging and the
surface has a flat finish. There are also works with a hammered (tsuchime)
surface and the chiseling is highly skilled with pieces that are have tight and
rounded carving. In comparison to Owari-Zukashi tsuba, the remarkable
manner in which the refined workmanship has been accomplished can be
seen in the steeply cut edges of the open work and the
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entire lack of useless connections between the rim and the designs and within
the designs themselves. The hitsu-ana, in comparison to the width of those on
Owari-Zukashi tsuba, have a tall shape, and a strong feature is the sharpness
of their form. As for the mimi, the majority are slightly rounded, kaku
(squared) that have a slightly narrow feeling. The designs include yatsuhashi
(iris and bridges), water plantain, reeds, Japanese ginger, pampas grass,
cherry blossoms, bamboo, pine trees, plum blossoms, paulownia, oak, willow,
bamboo grass, maple, interlaced circles, commas, geese, family crests, waves
and many other types of designs. There are no signed examples among Kyo-
Zukashi tsuba.

(translated from Tsuba Kodogu Kantei Nyumon [Introductiion to Tsuba
and Kodogu Appraisal] by Wakayama Takeshi and lida Kazuo)

4. Heianjo-Zogan Tsuba [ FRimSKERE] Regarding Heianjo-Zogan
tsuba, they are works that share features in their style with the Onin tsuba of
the same period. They were produced over a rather long period of time from
the late Muromachi period into the early Edo period with the resulting
changes in their style of manufacture, At first they only used brass suemon
inlays similar to Onin tsuba, but over the passage of time, they used all sorts
of colored metals such as gold, silver, shakudo, suaka and other metals. In
addition, with the later periods there is a change from suemon style inlay to
flat inlay.

The shapes of these tsuba also show great variation with round, mokko
(four lobbed) and nadekaku (square with rounded angles) shapes. Many of
the inlaid designs are of grasses and flowers, landscapes and animals, which
allows us to infer that there was a relatively large number of producers. There
are no early signed works; however, from the Momoyama period onward there
are works with such signatures as

"Heianjo ju someone" [ FEZH(FEOO | or Yamashiro no Kuni ju someone”
[ Wik E{E(OO ] with two character signatures being rare. Among these

works, those signed "Heianjo ju Nagayoshi"[ SE&ig{FH£E | are extremely
powerful,

I would like you to be aware that the inlay techniques used on
Heianjo-Zogan tsuba had a great influence on the inlay used by the
Shoami, Umetada and Higo schools.

(translated from Tsuba Kodogu Kantei Nyumon [Introduction to Tsuba
and Kodogu Appraisal) by Wakayama Takeshi and lida Kazuo)
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5. Ko-Shdami Tsuba [ HIEMm#REE |: [N regards to Shoami, their
origin is certainly based on the close relationship Ashikaga =
FIZEE | (1435-1490) had with the large group of Ami s artisans (in
cluding No actors, painters, potters), and | believe they made their ap-
pearance around the late Muromachi period. Those works assigned to the
Muromachi and Momoyama periods are separated by the use of the term
"Ko-Shdami," and all of these pieces are unsigned. Moreover, these
pieces were produced in Kyoto. In the Ko-Shdami school, no other works
ground with a round shape (maru-gata &\%) and numome-zogan ([ fi B
ik | a tvoe of inlav where the base metal is scored in crosshatches and

an inlay typically of gold is pressed into the scored area). The designs

are almost entirely patterns with very few that are pictorial in style.
the products designated Kyo-Shoami RIER# | or Ko-Shdami, there are

those that can be called "presentation tsuba" (kanjo-tsuba [ @t _E$ | in
which intricate gold numome-zokan have been rendered on an ita-tsuba

(flat disc tsuba T

(translated from Tsuba Kodogu Kantei Nyumon [Introduction to Tsuba
and Kodoau Anpraisall bv Wakavama Takeshi and lida Kazuo)

6. Kanayama Tsuba [£lg=] | believe that we can accept that

Kanayama and Owari tsuba were produced in the Mino and Owari
areas. Moreover, Kanayama and Owari tsuba are first seen during the

NMiirnmachi narind

First, drawing on Edo period documents regarding Kanayama tsuba,
in the Horimono Mekiki Saikinsho [EHEFESY ] (Summary for Connois

seurs of Carved and Colored Metal) of the Genroku era (1688-1704) it

states "all Kanavama tsuba are earlv." In the Kvoho era (1716-1736)
Toban Zufu [ 71% & | ,Pictorial Record of Swords) by Matsumiya Kanzan

[#A=Z#LL | it states "If we mention Kanayama, their style is almost

open work with sparse designs, which we should understand by looking
at the later desinns in that stvle. These are earlv tsiiha " In Tanaka

| HF—% | Tenpo era (1830-1844) Kink® Tsuba Yosei-tsuzuri [ & T#E%H |

(Collected Writings on Kinko and Tsuba) and Kurihara Nobumutsu's S\
{&% | Tagane-ko Furyaku [# T &2 | (Abbreviated Record of Chiselers), it

states "Kanayama sukashi tsuba.” However, in all of these sources there

is no mention reagarding Owari tsuba.
Thus, based on this, we have established the division and the

understanding that the period of Kanayama tsuba is early. Nonetheless,
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L. Ko-Téshd, Unsigned, late Muromachi 4. Ko-Katchi-shi, Unsigned, late Muromachi
Period Period

3. Ko-Katchi-shi, Unsigned, Momoyama Period 4. Onin, Unsigned, late Muromachi
Perind






