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Preface to the American Edition

It is said that Japanese “soft power”—such as manga and
anime—is overwhelming the world. Many foreigners become
interested in and familiar with Japanese culture through them.
However, Japanese culture has been popularized in the West
not only by manga and anime, but also by Zen.

In the 1980s, many foreigners became interested in Japan
because of its economic power. Times, however, are changing:
even though Japan went through a deep depression in the mid-
1990s, Japanese culture still retains a powerful attraction for
foreigners, who see it as embodying a sense of spiritual exoti-
cism. What has happened in the recent quarter of a century
could be described as a shift from “yen to Zen.” While we find
only a slight difference between “yen” and “Zen” in terms of
alphabetic order, they represent vastly dissimilar value sys-
tems. This book presents some of my research on the process
of how the value system surrounding Zen has changed, based
on an analysis of information transmission between Japan
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and the West. I hope that readers of this book will enjoy sharing the intel-
lectual interest that I have had for nearly twenty years.

It is a great honor for me to have my book translated and published in
English as the first copublishing project between the University of Chi-
cago Press and the International Research Center for Japanese Studies
(Nichibunken) in Kyoto. Earl Hartman, my friend and a skilled practitio-
ner of Japanese archery, kindly undertook the difficult task of translation.
I have adapted and expanded his original translation by incorporating
corrections to the Japanese edition, adding new footnotes, and modifying
some of the Japanese expressions to make the text more understandable
to an English-speaking audience. As a result, this book is not a word-for-
word translation of the original Japanese volume, but a completely revised
edition. All mistakes and inadequacies in this book are mine.

I am grateful to Patricia Fister, editor of the Nichibunken monograph
series, and to Alan Thomas, the editorial director for humanities and sci-
ences at the University of Chicago Press, for their editorial expertise and
cooperation throughout the copublication process; Hans-Peter Roden-
berg, whio kindly undertook the German-English translation of the text of
Herrigel's Defense; and my Nichibunken colleagues Markus Riittermann
and Frederik Cryns, who graciously checked the German and French cita-
tions, respectively.

In addition, I wish to thank the following people for their support and
encouragement: James C. Baxter, William Bodiford, Inaga Shigemi, Kata-
kura Motoko, Kawakatsu Heita, Donald S. Lopez Jr., Nakamura Norio,
Sakamoto Yasuyuki, Mieko Akisawa-Schamoni, and Wolfgang Schamoni.

I would also like to express my gratitude to the colleagues and members
of my project room: Iwai Shigeki, Okaya Junko, and Chavalin Svetanant,
who always cheered me on as I was engaged in working on this English
edition. Finally, I thank my helpmate, Yamada Kazue, from my heart.

Shoji Yamada
Kyoto, June 2008



Introduction

Everyone knows this fairy tale:

“Mirror, mirror on the wall, who is the fairest of them all?”

“Why, you are, of course.”

In a corner of their hearts, everyone is looking for a magic mir-
ror. If there was a mirror that would reflect the image of them
as they fervently wished to be, surely everyone would treasure
such a mirror for as long as they lived.

On the other hand, there are mirrors that don’t do that,
such as concave mirrors and convex mirrors. For a long time
there have been two full-length fun-house mirrors on the ob-
servation deck of the Tsutenkaku tower in Osaka. For people
from other parts of Japan who are not familiar with Osaka’s
fun-loving and idiosyncratic culture, why such things are in
that particular place is a complete mystery; but in any case, it is
amusing to play with them.
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When you stand in front of the concave mirror, you appear stretched
out as though you are being pulled up and down by your head and your
toes—as though you have been transformed into a toothpick. In front of
the convex mirror it is the reverse: you look short and fat as though you
have been squashed in a mechanical press. Unsightly and with short legs,
you look like a comic book character. Tourists look at their distorted ap-
pearances and laugh. But how can they laugh at such warped reflections?
Is it because they can relax knowing that they could not possibly look like
the twisted images in the mirror? People do not believe they really look like
the grossly distorted images in fun-house mirrors, so they laugh them off.
However, when a magic mirror reflects an image distorted in a beautiful
way, people want to think: yes indeed, this is how I really look.

All of you astute readers should understand by now. The image reflected
in the mirror that I am talking about in this book is the image of Japan
drawn by foreigners. However, this brings up a question. What kind of a
distorted image would a Japanese accept as being him or herself? What
sort of a distorted image would he or she laugh off? Where exactly is the
boundary between the two?

On February 25,1936, with the Nazi swastika flag flying over Germany,
a lecture called “Die Ritterliche Kunst des Bogenschiessens” (The chival-
rous art of archery) was given at the Berlin branch of the Germany-Japan
Association. The name of the lecturer was Eugen Herrigel (1884—1955), a
tenured professor of philosophy at the University of Erlangen in southern
Germany. Herrigel had taught at Tohoku Imperial University in Sendai,
Japan, from May 1924 to July 1929. In the lecture, Herrigel spoke about
the lofty spirituality of Japanese archery, which he had come to know dur-
ing his stay, and related the astonishing details of the training he had un-
dergone.

The text of the lecture was published immediately in the German maga-
zine Nippon (Japan).' In the same year, a translated version was featured
in the magazine Bunka (Culture) published by Tohoku Imperial Univer-
sity,> and in 1941 Iwanami Shoten published a revised translation under

1. Eugen Herrigel, “Die Ritterliche Kunst des Bogenschiessens,” Nippon, Zeitschrift fiir
Japanologre 2:4 (1936):193—212.

2. Eugen Herrigel, “KyGjutsu ni tsuite,” Bunka 3:9 (1936): 1007—34.

3. Eugen Herrigel, Nihon no kyajutsu, trans. Shibata Jisaburd with an essay (1940) by
Komachiya 5626 (Tokyo: Iwanami Shoten, 1941). Several Japanese words that refer to Japa-
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the title Nihon no kyijutsu (Japanese archery).” The popularity at that time
of Tohoku Imperial University and the arbiters of culture associated with
Iwanami Shoten can be inferred from the rapid succession of publications
of this text.*

However, the translation was problematic. When it was revised, there
were inconsistencies in the Japanese expressions used to explain some
vital concepts. The people responsible for the translation were all close to
Herrigel and his archery teacher, Awa Kenzo (1880—1939). They were all
in a position to understand Awa’s archery instruction better than Herrigel,
whose Japanese language skills were weak.

It seems that Herrigel’s translators and Japanese friends, while praising
what he had written, were confused about the discrepancies between his
writings and Awa’s teachings. Did Master Awa really say things like this?
Why did Herrigel come to understand Japanese archery in this way? This
confusion can be seen in the inconsistencies among the translations.

In 1948, Herrigel published Zen in the Art of Archery,” which can be con-
sidered the definitive version of the chronicle of his archery training in
Japan. In his book, Japanese archery is described in even more mystical
terms, and not only archery, but all of Japanese culture, is presented as
being synonymous with Zen.

Zen in the Art of Archery was translated into more than five languages
and became a worldwide bestseller. The Japanese version was published
in 1956.° Hand in hand with the Zen and New Age booms in Europe and
the United States, it was very fashionable as a trendy kind of “wisdom”
from the 1950s through the 1970s. There is a surprisingly large number of
foreigners who have said they formed their image not only of Japanese ar-
chery, but of Japanese culture itself, from reading Zen in the Art of Archery.

nese archery appear in the present volume. Kyijutsu, kyido, and shado can be translated
as traditional Japanese archery, the Way of the Bow, and the Way of Shooting, respec-
tively. Kyijutsu is a somewhat archaic term; kyido is a modern term that came into wide-
spread use after World War II; and shad6 was Awa Kenzd's personal term originally used in
Daishadokyd, a school founded by Awa, which I describe later.

4.Iwanami Shoten, one of Japan’s most prestigious publishing houses, was founded in
1913 by Iwanami Shigeo (1881—1946) and influenced the opinions of the Japanese intelli-
gentsia in the twentieth century. Herrigel had many friends at Tohoku Imperial University
with connections to Iwanami Shigeo.

5. Eugen Herrigel, Zen in der Kunst des Bogenschiessens (Muenchen-Planegg: Otto Wil-
helm Barth-Verlag, 1948).

6. Eugen Herrigel, Yumi to zen, trans. Inatomi Eijird and Ueda Takeshi (Tokyo: Kyodo
Shuppan, 1956).
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The book became a widely discussed topic among the Japanese cultural
elite as well. It is not an exaggeration to say that it was accepted as a cen-
tral text in the discussion of “Japaneseness” which took place from the
1960s through the 1970s. Proclaiming that the book presented the ideal
image of Japanese culture and believing in Herrigel's writings 100 percent,
countless numbers of people took it as the starting point for the develop-
ment of their theories of Japaneseness.” I do not know of any other docu-
ment on the theory of Japaneseness that has been accepted this uncriti-
cally. Zen in the Art of Archery was a magic mirror that, for Japanese people,
reflected the ideal image they had of themselves.

One day I was reading an authoritative book about Awa Kenzo, written
by a specialist in the field, and I came upon the following statement:

While Kenzo used the phrase “the bow and Zen are one” and employed the
philosophical language of Mahayana Buddhism in particular to describe
shado (the Way of Shooting), he did not approve of Zen unconditionally.

To be honest, I was shocked. If this is true, it cannot be overlooked. The
man who supposedly taught the bow to Herrigel as Zen did not approve
of Zen unconditionally? If that is the case, then the book that Herrigel
wrote—what was it, exactly? What kind of a mistake did he make to come
up with a book like that and where did he make it?

I should mention that there was a period in my life when I spent a con-
siderable amount of my free time practicing kyudo (the Way of the Bow/ Jap-
anese archery), and Herrigel was always floating vaguely around in the
back of my mind. I started my scholarly career as a research associate at a
three-year engineering college, but it so happened that I later transferred
to an institute that researches Japanese culture from an international
perspective and so I was blessed with an environment that allowed me
to deepen and expand my research and contemplation of this question.
I compared Nihon no kyijutsu (Japanese archery) and Zen in the Art of Ar-
chery in great detail, surveyed related documents, and discovered a great
deal of unpublished material in museums and universities on my trips to
Germany. Through doing this I came to see how the myth of Zen in the Art
of Archery was born and how it was imported back into Japan—that is, I

7. For example, Terada Toru, D6 no shisé (Tokyo: Sobunsha, 1978) and Kawai Hayao,
Kage no genshégaku (Tokyo: Shisakusha, 1976).



Introduction {

came to see the process by which the Japanese found and polished a magic
mirror that reflected a beautiful image of themselves.

In this book I want to discuss an additional topic: the rock garden at
the temple of Ry6anji in Kyoto. I am a complete amateur when it comes to
gardens, so perhaps it might be considered rash of me to venture an opin-
ion on this subject. However, Ryoanji also illustrates the “magic mirror ef-
fect” and so I think it is worthy of discussion.

Today, the rock garden at Ryoanji is one of the most well-known ex-
amples of the Japanese garden. If one asks foreign Japan experts, “What is
the most beautiful garden in Japan?” a large number of them would prob-
ably reply “the rock garden at Ryoanji.”

However, I heard the following story from a foreigner who was an ex-
pert on Japanese gardens. He had lived in Kyoto for a number of years and
had gone to many different gardens, but he simply could not bring himself
to visit Ryoanji. He confessed to me that he was afraid: what would he do
if he went to Ryoaniji, saw the rock garden, and did not like it? Just exactly
what kind of a rock garden is it that can intimidate a foreigner to such an
extent?

Leaving aside foreigners for the moment, how much do the Japanese
themselves value the rock garden at Ryo6anji? Of course, to professional
gardeners, its beauty and importance are self-evident. But do regular tour-
ists really think it is beautiful? I have visited the rock garden any number
of times. But to be perfectly honest, not once did I think that it was pretty.
What a frightening confession to make! Just like the above-mentioned
foreign expert on Japanese gardens, the fact that I think this is a frighten-
ing confession shows that I, too, have been thoroughly intimidated by the
supposed beauty of this rock garden.

Having admitted that, I think I should make a full confession: I prefer
gardens where one can experience the subtle moment-to-moment chang-
ing of nature from month to month throughout the year. The rock garden
at Ryoanji is nothing but an abstraction of nature. One cannot feel the sea-
sons. Not only that, it is always packed with tourists, and as a final indig-
nity, a loudspeaker is always blaring the message: “View the garden quietly,
please!” I am reduced to having to leave the rock garden behind and go to
the Kyoyochi pond elsewhere on the grounds to catch my breath.

The fact that I do not like the rock garden at Rydanji is probably just a
matter of personal taste. It is also not really fair to dislike it just because it
is always crowded with tourists. However, I am confident in my specula-
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tion that those who are moved by its beauty when they see it for the first
time are rare. It is not difficult to find documents that support my specu-
lation from a historical perspective. Prior to the beginning of the Showa
period (1926—1989), few people visited the rock garden at Ryéanji, and
within Japan itself, aside from a few professionals, there were not very
many people who said that it was particularly beautiful. Moreover, praise
from foreigners did not come to be dominant until after the Zen boom
in Europe and the United States started in the 1950s. As a Japanese, it
is somewhat gratifying to know that Japan has a garden that foreigners
praise and travel all the way across the ocean to visit. But this, again, is just
a magic mirror that reflects a beautiful image of me.

I know that there are passionate devotees of both Herrigel and rock
gardens all over the world, and I am sure that some of you will be angry
with me for writing this sort of thing. However, I want you to stop and
think for a moment. If you are angry at this book, what is the source of
that anger?

Just exactly how many magic mirrors do we have? What kind of an
image must a mirror reflect for us to love it? What kind of an image must
a mirror reflect for us to laugh it off as a fun-house mirror? And what kind
of an image must a mirror reflect for us to hate it? Where is the boundary
between these mirrors?

It is on this boundary line that we can find the visage of what we be-
lieve to be the ideal Japan as well as the form of Japanese culture that we
ourselves arbitrarily create. And it is also on this boundary line that we can
see how the Japanese have created Japanese culture while actively selecting
their self-image from among the various images of Japan that come from
foreign countries. With archery, rock gardens, and Zen as our clues, let us
begin our voyage of self-discovery.
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THE KITSCHY WORLD OF “ZEN IN/AND THE ART OF .. .”

In researching Eugen Herrigel's Zen in the Art of Archery, I discovered that
this book has exerted an influence in unexpected directions. There are a
large number of books with titles like Zen in/and the Art of ... that seem
to be playing on the title of Herrigel's original book. Before going into the
actual contents of Zen in the Art of Archery, I would like to discuss this baf-
fling social phenomenon.

The most famous book of this kind is probably Zen and the Art of Motor-
cycle Maintenance by Robert M. Pirsig (1928—)."! This book is an autobio-
graphical account written by a former university professor who lost his
memory as a result of electric shock therapy. It is one of the best-selling
New Age books, so I am sure most people have heard of it. Pirsig does not
discuss Japanese Zen Buddhism, but his book had a big influence on the
so-called Zen boom in Europe and the United States.

Regarding the question of what connection there is between Zen and
motorcycle maintenance, Pirsig says the following:

1. Robert M. Pirsig, Zen and the Art of Motorcycle Maintenance (New York: Morrow,
1974).
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Zen Buddhists talk about “just sitting,” a meditative practice in which the
idea of a duality of self and object does not dominate one’s consciousness.
What I'm talking about here in motorcycle maintenance is “just fixing,” in
which the idea of a duality of self and object doesn’t dominate one’s con-

sciousness.’

Riding with his young son on the back of his motorcycle as he slowly
regains his memory, the hero of Zen and the Art of Motorcycle Maintenance
ponders his personal philosophy of “quality,” which transcends the dual-
ity of subject and object. Regardless of whether this is Zen or not, there is
no doubt that many people in the West felt a great spiritual connection to
this book.

In Zen training, people do work such as cutting grass and cleaning toi-
lets. Sometimes they experience enlightenment as they concentrate single-
mindedly on this manual labor. Therefore, one cannot say that it is im-
possible to experience enlightenment while fixing a motorcycle. The idea
that the practice of manual labor can illuminate profound philosophical
questions is similar to the theory of applied art expounded by Yanagi Mu-
neyoshi (1889—1961).

However, there are probably many Japanese who have doubts about how
real the Zen in Zen and the Art of Motorcycle Maintenance is. Why is this, ex-
actly? Looking at the title, it is obvious that Pirsig was conscious of Her-
rigel's Zen in the Art of Archery. Pirsig’s book was born out of Zen in the Art
of Archery. However, Pirsig’s Zen and the Art of Motorcycle Maintenance was
such a bestseller that many of the books that followed got their inspiration
not from Herrigel, but rather from Pirsig. One can say that books with title
beginning Zen in the Art of. . . . take after Herrigel, and books with title Zen
and the Art of . .. take after Pirsig. Having said that, though, since Pirsig
himself was almost certainly influenced by Herrigel, one can probably con-
sider all books with the title Zen in/and. . . published after Zen and the Art of
Motorcycle Maintenance to be Herrigel's grandchildren, so to speak.

One such book is called Zen in the Art of Writing (1989)." It is a collec-
tion of essays for aspiring writers written by the science-fiction writer Ray

2.1bid., 296-97.

3. Yanagi Muneyoshi was a theologian and philosopher who devoted himself to pro-
moting Japanese folk crafts.

4. Ray Bradbury, Zen in the Art of Writing (Santa Barbara, CA: Joshua Odell Editions,
1989). '

11
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Bradbury (1920—), who is famous as the author of Fahrenheit 451. Brad-
bury has this to say:

Now—are you surprised?—seriously I must suggest that you read ZEN

IN THE ART OF ARCHERY, a book by Eugen Herrigel. Here the words, or
words like them, WORK, RELAXATION, and DON’T THINK appear in
different aspects and different settings. I knew nothing of Zen until a few
weeks ago. What little I know now, since you must be curious as to the rea-
son for my title, is that here again, in the art of archery, long years must pass
where one learns simply the act of drawing the bow and fitting the arrow.
Then the process, sometimes tedious and nerve-wracking, of preparing to
allow the string, the arrow, to release itself. The arrow must fly on its way to a

target that must never be considered.’

Since Bradbury put “Zen” in the title of his book, it appears that he felt
that writing a novel is quite similar to what Herrigel was talking about in
Zen in the Art of Archery. Leaving aside the question of whether he is right
or not, however, the word “Zen” was removed from the title of the Japa-
nese version of Zen in the Art of Writing. In Japan the book is called Burad-
doberi ga yatte kuru (Bradbury this way comes).°

There is another book where the word “Zen” disappeared from the Jap-
anese title. This book is Shoshinsha no tame no intanetto (The Internet for
beginners) by Brendan P. Kehoe (1970—). The original title is Zen and the
Art of the Internet: A Beginner’s Guide (1992).” While it has a provocative
title, it is just an explanation of Internet technology for beginners, writ-
ten in a decidedly conservative style. Among the large number of similar
books available, it seems to have sold well. Kehoe is a hacker who works
at the well-known IT company Cygnus Solutions. He does not appear to
be particularly enamored of Zen, and there is not a single mention of Zen
anywhere in the book. The Japanese title appears to be an attempt to con-
vey the meaning of the book’s contents.

The question is: why was the word “Zen” omitted from the Japanese

5.1bid., 151.

6. The Japanese title is a play on the title of Bradbury’s novel Something Wicked This Way
Comes, published in 1962. 1 am grateful to Professor Tatsumi Takayuki of Keio University
for pointing out this connection.

7.Brendan P. Kehoe, Zen and the Art of the Internet : A Beginner’s Guide (Englewood. Cliffs,
NJ: PTR Prentice Hall, 1992).
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title of both Bradbury’s Zen in the Art of Writing and Kehoe's Zen and the Art
of the Internet? Was it because the publishers thought that Japanese read-
ers would get a strange impression? Or was it perhaps more likely that the
translators and the editors felt that there was a gap between the image that
Bradbury and Kehoe have of Zen and what Japanese people would under-
stand by the term “Zen”? They probably thought that including “Zen” in
the title would make the books appear a bit disreputable in the eyes of Jap-
anese readers, and that there was a danger that they would think that the
books were written by foreigners who had weird ideas about Zen.

In a field related to Zen in the Art of Writing, there is a book called Zen
and the Art of Screenwriting: Insights and Interviews (1996).® The author is a
professor emeritus at the University of California at Los Angeles and is the
creator of UCLA's movie and television scriptwriting program. The book
discusses the vital points in writing screenplays for film and television and
has interviews with ten well-known scriptwriters. The contents have noth-
ing to do with Zen.

Let me give one more example from the field of art and literature: the
mystery novel Zen and the Art of Murder (1998).” The hero of the book is a
tough female private detective who is still hooked on cigarettes even after
surviving lung cancer. The author names her Zen Moses. This book was
nominated for the Seamus Prize for Best Debut Novel in 1999. The author,
Elizabeth M. Cosin, also published Zen and the City of Angels in 1999."

In the field of books about living, there is a book called Zen and the
Art of Making a Living: A Practical Guide to Creative Career Design (1993)."
At more than six hundred pages long, this tome is full of Zen wisdom
and studded with iconic Zen sayings. Its aim is to teach self-realization
through success in business, but wouldn'’t a Japanese think, rather, that
the pursuit of material gain has nothing to do with Zen?

Zen fits well with the world of sports. Under the general rubric of “men-
tal training,” in recent years top athletes have taken to practicing Zen-like
methods for concentration and relaxation. Although I do not play golf my-

8. William Froug, Zen and the Art of Screenwriting: Insights and Interviews (Los Angeles:
Silman-James Press, 1996).

9. Elizabeth M. Cosin, Zen and the Art of Murder (New York: St. Martin’s Press, 1998).

10. Elizabeth M. Cosin, Zen and the City of Angels (New York: St. Martin’s Minotaur,
1999).

11. Laurence G. Boldt, Zen and the Art of a Making Living: A Practical Guide to Creative Ca-
reer Design (New York: Arkana, 1993).
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self, when I watch golf on television it looks as though the states of mind
of the players are similar to those of Zen practitioners, and according to
the author of Zen in the Art of Golf (1991), “all these things are one thing.”*
In the field of exercise and recreation books, there are titles like Zen in
the Art of Mountain Climbing (1992)" and Zen in the Art of Street Fighting
(1996)." Books like Zen in the Art of Stickfighting (2000),” written by a
person claiming to be a Grand Master with a tenth-degree black belt, are
also amusing.

In English, there is a saying that “travel broadens the mind.” According
to Zen and the Art of Travel (2000),"° the “Zen” mind can enrich the experi-
ence of travel and if you travel you will come to better understand “Zen.”
A beautiful pocket book with full color plates of scenes from around the
world accompanying the text, Zen and the Art of Travel explains that travel
preparations, destinations, food and lodgings, precautions, and home-
comings are all connected to “Zen” wisdom. The same publishing com-
pany has also published a series of books with titles like Zen and the Art of
Gardening (2000),"” Zen and the Art of Cooking (2001),"® and Zen and the
Art of Well-Being (2001)."” For Japanese, the word Zen is imbued with an
aura of stoicism, but for Westerners, pleasure is apparently also “Zen.”

Roulette, craps, baccarat, blackjack, slot machines, video poker: accord-
ing to Zen and the Art of Casino Gaming (1995),*° casino gaming involves
complex player psychology and strategies for winning. The author, who is
a professional gambler, claims to transmit the know-how needed to be suc-
cessful at gambling. There is also another gambling and Zen book called
Zen and the Art of Poker (1999).* On the subject of game centers, there is

12. Joseph McLaughlin, Zen in the Art of Golf (New Philadelphia, OH: Pale Horse Press,
1991).

13. Neville Shulman, Zen in the Art of Climbing Mountains (Rutland, VT and Tokyo: Tuttle,
1992).

14. Jack M. Sabat, Zen and the Art of Street Fighting (Berkeley, CA: Frog Ltd., 1996).

15. Stephen F. Kaufman, Zen and the Art of Stickfighting (Lincolnwood, IL: Contemporary
Books, 2000).

16. Eric Chaline, Zen and the Art of Travel (Naperville, IL: Sourcebooks, 2000).

17. Gill Hale, Zen and the Art of Gardening (Naperville, IL: Sourcebooks, 2000).

18.Jon Sandifer, Zen and the Art of Cooking (Naperville, IL: Sourcebooks, 2001).

19. Eric Chaline, Zen and the Art of Well-Being (Naperville, IL: Sourcebooks, 2001).

20. Miron Stabinsky and Jeremy Silman, Zen and the Art of Casino Gaming: An Insider’s
Guide to a Successful Gambling Experience (n.p.: Summit Publishing, 1995).

21. Larry W. Phillips, Zen and the Art of Poker (New York: Plume, 1999).
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an interesting book called Zen and the Art of Foosball (2002),” which ex-
plains the secret to winning foosball, a table soccer game where players
spin numerous handles mounted in a table to kick the ball towards a goal.

Not only gambling, but comedy is “Zen” too. According to Zen and the
Art of Stand-Up Comedy (1998),” “Zen” is defined as “your guess is as good
as mine.” It talks about how “Zen” accepts that which is unpredictable and
lives life just as it is in the present moment. If that is true, is not stand-up
comedy nothing other than “Zen”? English-language stand-up comedy is
usually delivered in an incredibly rapid-fire style and so I have great diffi-
culty understanding it. However, is there really “Zen” there of which Japa-
nese people are unaware? The same author has also written a book in the
same category called Zen and the Art of the Monologue (2000).**

I would also like to mention two books that, simply from the unexpect-
edness of the juxtapositions in the titles, are really amusing. Zen in the Art
of Close Encounters (1995)” is a critical anthology concerning things like
UFOs and crop circles. According to the book, these phenomena can be
understood if you expand your concept of reality. Just like in “Zen.” There
is also Zen and the Art of Changing Diapers (1991).*° This book was self-
published by the author, a female journalistand poet. It is a book of poems
expressing love for a child written from the point of view of the father.
While I stand in a certain kind of flabbergasted awe at her ability to bring
Zen into a discussion of diaper changing, as a parent who has raised chil-
dren there is something strangely convincing in the author’s statement
that “a baby, too, is a kind of kéan.””” On the subject of raising children,
there are also titles like Zen in the Art of Child Maintenance (1993)*® and Zen
and the Art of Fatherhood (1997).”

22. Charles C. Lee, Zen and the Art of Foosball: A Beginner’s Guide to Table Soccer (Lincoln,
NE: Writers Club Press, 2002).

23. Jay Sankey, Zen and the Art of Stand-Up Comedy (New York: Routledge, 1998).

24. Jay Sankey, Zen and the Art of the Monologue (New York: Routledge, 2000).

25. Paul David Pursglove, ed., Zen in the Art of Close Encounters: Crazy Wisdom and UFOs
(Berkeley, CA: The New Being Project,1995).

26. Sarah Arsone, Zen and the Art of Changing Diapers (Los Angeles: Sarzh Arsone,
1993).

27.A koan is a puzzling, sometimes paradoxical statement or story given by Zen masters
to pupils as an aid to meditation and attaining spiritual awakening.

28. Michael Pastore, Zen in the Art of Child Maintenance (Dayville, CT: Zorba Press,
1993).

29. Steven Lewis, Zen and the Art of Fatherhood: Lessons from a Master Dad (New York:
Plume, 1997).
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There are many, many more books like this. Some intriguing titles are
Zen in the Art of Rhetoric (1996),’° Zen and the Art of Anything (1999),” Zen
and the Art of Postmodern Philosophy (2000),” Zen and the Art of Knitting
(2002),” Zen and the Art of Diabetes Maintenance (2002),”* Zen and the Art
of Falling in Love (2003),” Zen in the Art of the SAT (2005),>® Zen and the
Art of Happiness (2006),” Zen and the Art of Dodgeball (2006),’* Zen and
the Art of Faking It (2007),”” and Zen and the Art of Housekeeping (2008).*°
Even this list with all of these titles does not include all of the Zen in/and
the Art of . .. books that have been published.

Zen in/and the Art of . . . can be found not only in the world of literature,
but also in articles in serious professional journals. The contents of these
articles are highly specialized, so I will just list the titles and the names of
the journals in which they appeared. Of course, this does not exhaust all
of the Zen in/and the Art of . . . articles that exist:

“Zen and the Psychology of Education,” The Journal of Psychology (1971)"
“Zen and the Art of Management,” Harvard Business Review (1978)%

30. Mark Lawrence McPhail, Zen in the Art of Rhetoric (New York: State University of
New York Press, 1996).

31. Hal French, Zen and the Art of Anything (New York: Broadway Books, 1999).

32. Carl Olson, Zen and the Art of Postmodern Philosophy (New York: State University of
New York Press, 2000).

33. Bernadette Murphy, Zen and the Art of Knitting (Avon, MA: Adams Media, 2002).

34. Charles Creekmore, Zen and the Art of Diabetes Maintenance (Alexandria, VA:
American Diabetes Association, 2002).

35. Brenda Shoshanna, Zen and Art of Falling in Love (New York: Simon & Schuster,
2003).

36. Matt Bardin and Susan Fine, Zen in the Art of the SAT : How to Think, Focus, and
Achieve Your Highest Score (Boston: Houghton Mifflin, 2005).

37. Chris Prentiss, Zen and the Art of Happiness (Los Angeles: Power Press, 2006).

38. Alex Karasz, Zen and the Art of Dodgeball (Charleston, SC: BookSurge, 2006).

39. Jordan Sonnenblick, Zen and the Art of Faking It (New York: Scholastic Press,
2007).

40. Lauren Cassel Brownell, Zen and the Art of Housekeeping: The Path to Finding Meaning
in Your Cleaning (Avon, MA: Adams Media, 2008).

41. Alonzo M. Valentine Jr., “Zen and the Psychology of Education,” Journal of Psychol-
ogy 79 (1971):103—10.

42.Richard Tanner Pascale, “Zen and the Art of Management,” Harvard Business Review
56:2(1978):153—62.
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“Zen and the Art of Supervision,” The Family Journal: Counseling and Therapy
for Couples and Families (1998)"

“Zen and the Art of Higher Education Maintenance,” Journal of Higher Edu-
cation Policy and Management (1999)*

“Zen and the Art of Policy Analysis,” The Journal of Politics (2001)%

“Zen and the Art of Medical Image Registration,” Neurolmage (2003)*

What do Japanese people think about this phenomenon of “Zen” being
used in such a seemingly indiscriminate manner? I would like to empha-
size that I am not ridiculing these books and articles. Most of these au-
thors are quite serious and you can sense the enthusiasm they have for
their subject matter. However, the majority of these books and articles do
not say a single thing about Zen even though they use “Zen” in their titles.
Apparently in English, “Zen” does not just refer to a sect of Buddhism; it
also appears to be used to refer to introductory or basic knowledge. I have
also heard that in the West the word “Zen” is used to mean “cool.”

At the risk of repeating myself, I want to state again that most of these
books are serious books. Then why, when I line up the titles, do they seem
kitschy to me? Is it perhaps because Japanese have a self-image of what
they want to be—in this case it is the Japanese image of “Zen”—and
these books do not reflect the image Japanese have of themselves? Let us
consider this point in depth. Japanese have a reputation for being espe-
cially sensitive to, and appreciative of, the opinions of foreigners. This
kitschy world of Zen in/and the Art of . .. must also be an “image of Japan as
seen through the eyes of foreigners.” Why then do the Japanese ignore the
world of Zen in/and the Art of . .. and brush it off as phony “Zen”?

It seems as though there is a hidden mechanism concerning the creation
of Japanese culture in this particular area. Japanese people do not simply
swallow whole foreign images of Japan just as they receive them. Rather,

43. Marina Oppenheimer, “Zen and the Art of Supervision,” Family Journal: Counseling
and Therapy for Couples and Families 6:1 (1998): 61—63.

44. Patricia M. Shields, “Zen and the Art of Higher Education Maintenance: Bridging
Classic and Romantic Notions of Quality,” Journal of Higher Education Policy and Manage-
ment 21:2 (1999): 165—72.

45. Kenneth J. Meier et al., “Zen and the Art of Policy Analysis: A Response to Nielsen
and Wolf,” Journal of Politics 63:2 (2001): 616—29.

46.W. R.Crum etal., “Zen and the Art of Medical Image Registration: Correspondence,
Homology, and Quality,” NeuroImage 20 (2003):1425—37.
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from among myriad possibilities for Japanese culture presented by foreign-
ers, the Japanese select specific things as they fashion their self-image.

THE ROCK GARDEN IN NEW YORK

In addition to the Zen in/and the Art of. . .. books, there are other things
that make one think about the dividing line between the real and the fake
when it comes to Zen. I would like to consider Ryoanji-style rock gardens
in foreign countries as an example of this.

On the northern edge of Wall Street, New York City's famous center of
finance, one can find the Chase Manhattan Bank building. Below street
level, as seen looking down from the plaza in front of the building, there
is a modern garden patterned after the rock garden at Rydanji. This cir-
cular garden, which was designed to be seen from above, has stones from
the Uji River in Kyoto arranged amidst a design made from stone tiles
placed so as to imitate a pattern of flowing water created by raking sand
with a bamboo rake. In the summer, water flows into the garden so that
the stones float like islands, and in the winter the garden is dry. A wall of
glass surrounds the garden, which is on the first underground level of the
building, and it can be viewed from the adjacent aisle. The garden creates
a weird spatial distortion in the inorganic landscape of Manhattan. It is
one of the famous works of the avant-garde artist Isamu Noguchi (1904—
1988) and was created in 1964.

I wonder what Japanese people think when they see this garden. It is
easy to imagine reactions like “A rock garden in New York! How interest-
ing! And to have been created by a mixed-race Japanese!” or “I guess it
is an example of how Japanese traditions have influenced modern art.”
Looking at it from the opposite perspective, there are probably few people
who get from this garden a sense of “genuine Japanese culture” or the
“Zen thought” contained within it.

Having said that, however, I have no confidence that I can say for sure
that Noguchi’s rock garden is a fake dressed up as Japanese culture. After
all, it is a well-known work by a famous artist who was active all over the
world. In the sense that it is a work by Noguchi, it is the genuine article.
However, everyone would probably agree that it is not representative of
traditional Japanese culture. It seems that Noguchi’s garden may hold a
key for finding our self-image as it relates to Japanese culture. I will dis-
cuss Noguchi in detail later, so let us leave him for the moment.
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In the 1960s when Noguchi created the rock garden at the Chase Man-
hattan Bank, copies of Rydanji were being made in other parts of the
United States as well. At the Japanese Embassy in Washington, D.C., for
example, there is a scaled-down copy of the rock garden at Ryo6anji. The
Japanese ambassador at the time, Asagai Koichird (1906-1995), and a
member of the lower house of the Japanese Diet, Takasaki Tatsunosuke
(1885—1964,), proposed the idea for this garden to commemorate the one
hundredth anniversary of the friendship between Japan and the United
States, and it was constructed in 1960 with the support of the Japanese
financial community. The rock garden is located in front of a teahouse
called Ippakutei, which is built in the style of the Katsura Detached Villa
in Kyoto.

A pamphlet printed by the Japanese Embassy describes the garden as
follows:

One element recalls the sand garden and masonry wall of the Ryoanji [sic]
in Kyoto. The very austerity of the garden, barren of all vegetation and con-
structed entirely of fine gravel and stone, is calculated to induce meditation.
It is not meant to evoke a particular image, though the impression most
often imparted is one of solitude—a desert, perhaps, or bleak islands in a

vast sea.?

In the year this garden was made, the head priest of Ryoanji at the time,
Matsukura Shoei (1908-1983) visited the Japanese Embassy. In an ar-
ticle published in the journal Zen bunka (Zen culture), he divulged his feel-
ings as follows: “The garden itself is exquisite, but I was disappointed that
the surrounding atmosphere did not match it, even though I know that it
could not be helped.”*®

I have not seen this garden. When I called the Japanese Embassy, I was
told that they still use it to explain the atmosphere of Japanese gardens to
visitors, but that since there is no gardener it is not cared for as well as it
should be, and it probably is not in the same condition as when it was first
made. In the photograph of this garden published in Zen bunka, the white
sand is already rank with weeds.

There was also a rock garden from the 1960s until the 1980s at the

47. Ippakutei: The Ceremontal Tea House & Garden (Washington, DC: The Embassy of
Japan,n.d.).
48. Matsukura Shoei, “Tozenkd, “Zen bunka 22 (1961): 61.
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Brooklyn Botanical Gardens, one of the places where New Yorkers go to
relax. This rock garden was different from the one at the Japanese Em-
bassy in Washington, D.C., being a full-sized replica of the actual rock
garden at Rydanji. The garden was made by Tono Takuma (1891-1985),
who taught landscape architecture at the Tokyo University of Agriculture
as well as at other colleges in Japan and the United States. I sent an in-
quiry to the Brooklyn Botanical Gardens for information about the his-
tory of this garden from its original construction until it was dismantled,
but never received a response.

In Portland, Oregon, there is a garden called the Japanese Garden of
Portland. With the local Japanese Garden Society spearheading the effort,
work was begun around 1962 on a large site that was originally a zoo. Tono
Takuma was in charge of the landscaping, just as he was for the garden at
the Brooklyn Botanical Gardens. This is an honest-to-goodness Japanese
garden with a tea house, a reading room, a pond, a waterfall, a brook, an
arched bridge, and many moss-covered garden lanterns, where visitors can
enjoy a variety of blooming flowers throughout all four seasons as well as
the beautiful fall foliage. It is a place of rest and relaxation for the Japa-
nese community where people dance the Bon Odori (Bon Festival dance) in
honor of deceased ancestors and send lanterns floating down the brook.

Within the Japanese Garden of Portland there is a rock garden modeled
after the rock garden at Ryoanji. The number of rocks and their placement
are different, so it is not exactly like Ryoanji. However, the design concept,
with the rectangular site enclosed by an earthen wall, not a single tree or
a blade of grass to be seen, and a pattern of flowing water in white sand,
specifically recalls Rydanji. I was told that they used Shirakawa sand,* just
like at Rydanji. Brimming with confidence, the descriptive pamphlet for
the Japanese Garden of Portland describes the rock garden as follows:

Portland’s Sand and Stone Garden, unlike the Ryoan-ji [sic], is not over-
whelmed with thousands of visitors, disgorged from dozens of filled tour
buses, led by guides using bull horns to squire their charges through an
overly visited sanctuary, the Ryoan-ji is often a most un-Zen-like place. Port-

land’s Zen garden, on the other hand, has the advantage of relative quiet.*

49. White sand from Shirakawa in the eastern part of Kyoto.

50. Bruce Taylor Hamiltog, Human Nature, the Japanese Garden of Portland, Oregon (Port-
land, OR: Japanese Garden Society of Oregon, 1996), 68.
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Would Japanese people consider the Oregon rock garden to be the
real thing? It is inside a well-crafted Japanese garden, so the atmosphere
is rather nice. Since a professional Japanese landscape architect super-
vised the construction, it makes a favorable impression. However, since
it is not on the grounds of a temple, there is no religious aspect, and so
the question of whether anyone would feel any Zen from it is difficult to
answer.

The rock garden at Rydanji has even made its way into the world of
toys. Bookstores in North America and England sell the Mini Zen Gar-
dening Kit, a toy which comes in a small box and sells for about $7.00. It
is a set consisting of a box about three inches wide by four inches long,
some white sand, three small rocks, and a little rake. You can play at mak-
ing your own little rock garden by putting the sand in the box, arranging
the stones, and raking the sand.

The kit was conceived as a way to relax while traveling. The following
blurb is written on the container:

Does travel leave you frazzled? Carry along The Mini Zen Gardening Kitand
you'll have tranquility wherever you go. Based upon a centuries-old tradi-
tion, the kit includes a base, sand, rocks, and miniature wooden rake, plus a

36-page introduction to the beauty of Zen gardening.

However, there cannot be many people who would experience Japanese
culture or Zen from making this miniature rock garden. Regardless of
whether one is Japanese or not, most people would regard this as a fake.
The people who sell this kit also seem to be selling it as a gag item. The
publishing company which makes this kit also sells things like the Mini
Bonsai Kit and the Mini Water Gardening Kit. It appears that the Mini
Zen Gardening Kit is selling well compared to the other kits.

The pamphlet included in the kit has a description of the Zen garden.
An excerpt follows:

This is the Zen rock garden, called kare-sansui [sic] (withered landscapes)
in Japanese. These gardens cannot be entered in the usual sense, but are
meant to be viewed. Embodying the Zen Buddhist desire to turn away from
the life of this world in order to find our true and essential natures, Zen
rock gardens both disarm and empower us. ... Emptied of the usual garden

elements such as plants and trees, Zen rock gardens serve as perfect back-
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drops to empty ourselves of our own frivolous clutter and to see the world

in a new way.”'

This kind of stereotypical description of rock gardens is very common.
Reading this, most Japanese would probably nod in agreement and accept
it without thinking it strange. The description has a feeling of “genuine-
ness.” One could say that the humor in this kit comes from the combina-
tion of the “fakeness” of the kit itself and the “genuineness” of the de-
scription.

But there is a question we have to ask here. This question is: why do we
get a feeling of “genuineness” from reading this kind of description? Is it
only because we frequently hear Zen gardens described like this? People
usually do not believe something just because they hear it a lot. When
people believe something without verifying it, it is because they want it to
be true.

There is one theory that holds that the basis for determining if some-
thing is Zen or not is whether it has an air of simplicity and solitude. If we
base our judgments on this, then Noguchi’s rock garden and the Mini Zen
Gardening Kitare not Zen, and the rock gardens at the Japanese Embassy
in Washington, D.C., and Portland are on the borderline. Neither of them
can be considered “real” rock gardens.

However, the inference that rock gardens = an air of solitude = Zen is it-
self nothing more than a stereotype. For example, the gaudy Kinkaku (the
Golden Pavilion) is located at the temple of Rokuonji in Kyoto, a bona
fide Zen temple that belongs to the same Rinzai Zen sect as Rydanji. A
rock garden and the Kinkaku are just about polar opposites, and there is
probably no one who sees Zen in the Kinkaku. However, a dazzling mul-
tistoried building like the Kinkaku is also one concrete example of a Zen

temple. In spite of that, the Kinkaku is ignored in discussions of Zen. Why
is that?

THE MOVING BORDERLINE

The dividing line between the real and the fake is not fixed and immov-
able. Depending on the situation, that which was considered “real” can

51. Abd al-Hayy Moore, Zen Rock Gardening (Philadelphia and London: Running Press,
2000), 22—24.
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Figure 1. Photograph of an archer by Baron Raimund von Stillfried. Collection of the
International Research Center for Japanese Studies, Kyoto.

become “fake” and vice versa. Moreover, the same thing can be seen as
either real or fake depending on the knowledge and experience of the per-
son viewing it.

Let us look at some concrete examples through photographs. Figure 1
was taken in the Meiji period (1868—1912) by the photographer Baron
Raimund von Stillfried (1839—1911) and was sold as a souvenir for foreign
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Figure 2. Photograph of kneeling archer by Nakajima Matsuchi.
Collection of Yokohama Archives of History.

tourists. From the picture, one gets a feeling that one is looking at a mas-
ter of archery. A book that featured this photograph describes it as follows:
“Removing his arm from one of his kimono sleeves, the archer draws the
bow to its fullest. From his serious expression one can feel the tension
where even a single instant of mental weakness cannot be allowed.””

At first glance, this photograph seems to be genuine. However, anyone
who is experienced in kyudo can see immediately that it is a fake. For pur-
poses of comparison, let us look at another photograph of what appears
to be a genuine archer that was taken at roughly the same time (figure
2). How do these photographs differ? When shooting a bow, the archer
must remove the kimono sleeve from his bow arm. If he does not do so,
the string will slap the sleeve when the arrow is released, causing it to fly

52. Ikokujin no mita bakumatsu Meiji Japan (Tokyo: Shin Jinbutsu Oraisha, 2003), 69.
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off course. The archer in figure 1 has removed the wrong arm from his ki-
mono sleeve. In addition, the way he is gripping the bow is totally wrong,
and the way he holds the string in his right hand is unnatural. I can say
unequivocally that the model in this photograph has absolutely no kyido
experience whatsoever and was posed so he would look just enough like
an archer to satisfy the photographer.

Now let us look at figure 2. No matter which detail one examines, every-
thing is completely natural: how the archer holds the bow, where on the
floor he has placed his arrows, the position of his right hand, and where he
has fixed his gaze. More than anything else, his bulging shoulder muscles,
out of place on a man his age, attest to his rigorous daily training. Since
this photograph was printed in a book it is hard to see, but it looks as
though he has what is called a boshi kazari, or decoration, on the thumb
of his shooting glove, which in past years only a high-ranking archer was
permitted to wear.

Now that we have trained our eyes, let us look at figure 3. This is a page
from the book Martial Arts (1987)” written by Peter Payne (1945—), a
martial artist and student of psychology. A picture of the rock garden at
Rydanji appears next to a picture of a karate practitioner knocking down
an arrow in midflight with his bare hand. The commentary accompanying
this picture of kyido and a rock garden, which perfectly matches the theme
of my book, is as follows:

The Zen garden, with its rock mountains and sand waves, embodies the har-
mony and controlled spontaneity which characterizes the masterly perfor-

mance of the martial arts ... .. In this picture sequence a Karate master splits
an arrow fired at him from point-blank range. Such a feat, which is used as a
training exercise in several martial arts schools, clearly demands a controlled

spontaneity of the highest order.”

This description embraces martial arts and rock gardens as bona fide Zen.
However, readers who have been educated by the two photographs dis-
cussed above should realize that figure 3 is also a fake. Since the archer
has removed his sleeve from the incorrect arm, it is obvious that he knows
nothing about kyido. I do not think the author planned this, but the lay-

53. Peter Payné, Martial Arts: The Spiritual Dimension (London: Thames & Hudson,
1981).
54.1bid., 92.
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Figure 3. Page from Martial Arts: The Spiritual Dimension (1981) by Peter Payne.

Courtesy of Thames & Hudson, London and New York.
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out of this page covers up the suspect nature of the martial arts photo-
graph by juxtaposing it with a genuine rock garden and Zen.

The reason I can distinguish the real from the fake is because I know a
little bit about kyido. If I did not, I would probably assume that the photo-
graphs represented the real thing. Stereotypes of Japanese culture are cre-
ated through the accumulation of these seemingly real images.

Itis not easy to tear down a stereotype. When people believe this stereo-
type and traditional culture to be one and the same thing, it often happens
that national ideology stubbornly hardens it into an ossified mass. A lot of
things we consider to be traditional culture unique to Japan are in reality
social systems created quite recently. When Japan was inundated by the
post-Meiji wave of modernization, people became conscious of things like
martial arts, landscape architecture, and Zen, and reorganized them. Ac-
tually, the great wave of this reorganization started in the decades after
World War II and still continues. This point is the heart of the issue pre-
sented in this book.

If we look at the social system called traditional culture with this sensi-
bility, we can free ourselves from a simple “either/or” dichotomy when we
consider the issue of the real versus the fake in Japanese culture. Being
able to take apart things we thought were real, and, conversely, seeing real
Japanese culture in things that were thrust aside as fake—this kind of
flexible thinking is important.
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THE BEGINNING OF THE STORY

Now, let us finally make our way into the story of Zen in the Art of Archery
and the mystery hidden within it.

In May 1924, a German scholar of philosophy, accompanied by his wife,
came to Sendai, Japan. His name was Eugen Herrigel. Exactly forty years
of age with the piercing gaze of a philosopher, he cut a conspicuous figure.
Herrigel’s heart was full of expectations. He was going to be in close prox-
imity with living examples of the mysticism he had been pursuing for so
long—this is the thought that first came to his mind when some former
students of his at. Heidelberg University invited him to teach at Tohoku
Imperial University. He wanted above all to study Zen. But the Japanese
people Herrigel consulted did not encourage him to leap right away into
the world of Zen. Instead, they named several of the “Japanese arts associ-
ated with Zen” and suggested that he study one of those as an introduc-
tion to Zen.

Herrigel was proud of his skill in pistol shooting, so he chose kyujutsu.
Through the introduction of a colleague at Tohoku Imperial University,
Komachiya $6z6 (1893—1976), Herrigel became a student of Awa Kenzs,
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who had once been Komachiya’s kyijutsu teacher. It is here that the story
of Zen in the Art of Archery begins.

What did Herrigel learn through his study of Japanese kyujutsu? He
talks about this in two publications. One is “Die Ritterliche Kunst des
Bogenschiessens” (The chivalrous art of archery; 1936)," a short transcript
of his Berlin lecture, and the other is Zen in the Art of Archery (1948).> Com-
pact and easy to read, “Die Ritterliche Kunst des Bogenschiessens” gives
one a good general picture of Herrigel’s experiences, but it is lacking in
detail. To really understand Herrigel, we must focus our attention on the
definitive version, Zen in the Art of Archery.

Zen in the Art of Archery has gone through multiple printings in English,
and it can be easily purchased at any large bookstore in major cities or via
the Internet. I would like to recommend that people buy the book and
read it. But since this is not a very kind thing to say to readers of this book,
I will summarize the gist of Herrigel’s archery experience as it is presented
in Zen in the Art of Archery. In order to facilitate the flow of the story, I have
deleted some things and changed the phrasing except in the case of actual
quotations.

SPIRITUAL ARCHERY AND HERRIGEL'S MEETING WITH
ITS TEACHER

At first sight it must seem intolerably degrading for Zen . . . to be associated
with anything so mundane as archery. . . . Nothing could be more mistaken

than this expectation. . . . The “Great Doctrine” of archery tells us some-

1. Eugen Herrigel, “Die Rittetliche Kunst des Bogenschiessens” [The chivalrous art of
archery], Nippon, Zeitschrift fiir Japanologie 2:4 (1936):193—212.

2. Eugen Herrigel, Zen in der Kunst des Bogenschiessens (Muenchen-Planegg: Otto Wilhelm
Barth-Verlag, 1048; trans. Richard F. C. Hull as Zen in the Art of Archery [1953; New York: Vin-
tage Books,1999]). Unless otherwise indicated, all citations are to the 1999 edition.

3. As I will discuss later, Awa had founded a religious sect called Daishadokyo before
Herrigel met him. While Daishaddkyd can be most accurately translated as the “Doctrine
of the Great Way of Shooting,” Herrigel rendered it as the “Great Doctrine” instead. How-
ever, I have decided to use “Great Doctrine,” as it is found in the English-language version
of Zen in the Art of Archery, since this will be more familiar to readers who have already read
Herrigel. Thus, when Herrigel discusses the “Great Doctrine” in Zen in the Art of Archery (5,
11ff.) the actual referent is Awa’s Daishadokyd, not Zen. “Doctrine” implies Awa'’s personal
belief; however, Herrigel avoided mentioning that fact and used “Doctrine” as a general
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thing very different. According to it, archery is still a matter of life and death

to the extent that it is a contest of the archer with himself.*

For masters of archery, Herrigel says, “the contest consists in the archer
aiming at himself—and yet not at himself, in hitting himself—and yet
not himself, and thus becoming simultaneously the aimer and the aim, the
hitter and the hit.”

According to Herrigel, this strange mode of expression is exceedingly
clear to Easterners but bewildering to Westerners. He also says that judg-
ing from their internal form, the various arts of Japan hark back to a com-
mon origin, namely Buddhism, and, in particular, Zen. He stresses that
it is impossible to overlook the fact that those who have been reborn
through Zen, that is, those who have been purified by the “fire of truth”
(9) live lives of unshakable conviction. However, there is practically noth-
ing in the writings of Zen adepts that describes the process or the stages
of the journey to reach that goal. Herrigel’s goal was to illuminate the true
nature of Zen as it functioned in, and was expressed through, the various
arts to which it had given form.

Herrigel believed that his intention could be most effectively achieved
by describing the training process a kyidé trainee must undergo. There-
fore, Herrigel wrote Zen in the Art of Archery as a report on the almost six
years of training that he received from one of the most accomplished in-
structors in the art during his stay in Japan.

BECOMING A DISCIPLE

Herrigel had been preoccupied with mysticism from the time he was a stu-
dent, as though driven by a secret urge. When asked whether he was inter-
ested in teaching the history of philosophy at Tohoku Imperial University,
he was ecstatic that he would have the chance to get to know firsthand the
people and the country of Japan. This was because he had heard that in
Japan there were “teachers of Zen astonishingly well versed in the art of
spiritual guidance” (15).

term. In the Japanese edition of Zen in the Art of Archery, “Doctrine” is translated as 6gi (se-
cret, or inner, teachings).

4. Herrigel, Zen in the Art of Archery, 3—s5. Further citations to pages from this work will
be given parenthetically in the text.
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His Japanese acquaintances told him that “it was quite hopeless for a
European to attempt to penetrate into this realm of spiritual life—per-
haps the strangest which the Far East has to offer—unless he began by
learning one of the Japanese arts associated with Zen” (15). For this pur-
pose, they named a number of such arts. Without much hesitation, Her-
rigel's wife decided upon ikebana (flower arranging) and sumie (ink paint-
ing ). Herrigel thought that kyitdo would be most suitable for him. This was
based on the completely mistaken assumption that his experience in rifle
and pistol shooting would be helpful.

Herrigel asked one of his colleagues, Komachiya $6z6 of the Law De-
partment, to ask Komachiya's teacher, the famous Master Awa Kenzo, to
accept him as a student. Komachiya had twenty years of kyido experience
and was acknowledged to be the most knowledgeable person about kyido
at the university. Master Awa refused the request at first, his reason being
that he had once taught a foreigner and found it to be an unpleasant ex-
perience. Herrigel swore that he did not want to practice kyido as a pas-
time but to understand the “Great Doctrine,” and so he and his wife were
accepted as students on the condition that Komachiya serve as inter-
preter.

BREATHING

The day for the first practice session arrived. The Master demonstrated
how to shoot the bow and said the following: “Now you do the same, but
remember that archery is not meant to strengthen the muscles. When
drawing the string you should not exert the full strength of your body, but
must learn to let only your two hands do the work, while your arm and
shoulder muscles remain relaxed, as though they looked on impassively.
Only when you can do this will you have fulfilled one of the conditions
that make the drawing and the shooting ‘spiritual’” (18).

Herrigel drew the bow, but he had to exert strength in order to hold it
and as a result, in a few seconds his hands started to shake and his breath-
ing became labored. No matter what he did, it did not appear that his
shooting would become “spiritual.”

“You cannot do it,” explained the Master, “because you do not breathe
right” (19—20). Saying that if Herrigel breathed properly the shooting
would become easier day by day, he drew a strong bow and told Herrigel to
stand behind him and feel his muscles. They were completely relaxed.

33



B4

] Chapter 2

When the Master told Herrigel to relax his shoulders and chest muscles
when drawing the bow, Herrigel’s leg muscles stiffened violently with-
out his being aware of it. The Master pounced on him like lightning and
without saying anything, pressed painfully on Herrigel's leg muscles in a
particularly sensitive spot. To excuse himself, Herrigel remarked that he
was conscientiously making an effort to keep relaxed. The Master replied:
“That’s just the trouble, you make an effort to think about it. Concentrate
entirely on your breathing, as if you had nothing else to do!” (21—22).

It took a long time before Herrigel could breathe as the Master de-
manded. However, he was finally able to do it successfully. He learned how
to become absorbed in the breathing without worrying about it, and there
were times when he even felt that he was not breathing but that he was
being breathed. Herrigel finally thought that he understood what it must
mean to draw the bow “spiritually.”

THE RELEASE

After a year, Herrigel at last was satisfied that he could draw the bow “spiri-
tually,” that is, with a kind of effortless strength. The next item to attend to
was the release. At this point, Herrigel was shooting at a makiwara (prac-
tice target made of straw) that was no more than two meters away, so hit-
ting it was not difficult. In such a situation, Herrigel had been just pulling
and releasing the string without much thought.

One day, the Master found nothing more to object to in Herrigel's re-
laxed manner of drawing the bow and said, “All that you have learned
hitherto . . . was only a preparation for loosing the shot. We are now faced
with a new and particularly difficult task, which brings us to a new stage in
the art of archery” (27).

The Japanese bow is drawn using a version of what is called the “Mon-
golian draw,” where the thumb of the right hand holds the string just
under the arrow and the arrow is held in place against the right-hand side
of the bow by placing the first two or three fingers over the thumb. Her-
rigel found that when attempting to release the arrow, he could not open
the three fingers which pressed down on the thumb without effort. The
result of this was that at the moment of release, a jerk would occur which
caused the shot to wobble.

The Master exclaimed to Herrigel, “Don’t think of what you have to do,
don’t consider how to carry it out! You mustn’t open the right hand on
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purpose,” to which Herrigel replied, “I understand well enough that the
hand mustn’t be opened with a jerk if the shot is not to be spoiled. But
however I set about it, it always goes wrong.”

“You must hold the drawn bowstring like a little child holding the prof-
fered finger. It grips it so firmly that one marvels at the strength of the tiny
fist. And when it lets the finger go, there is not the slightest jerk. Do you
know why? Because a child doesn’t think.”

“When I have drawn the bow, the moment comes when I feel: unless
the shot comes at once I shan’t be able to endure the tension. And what
happens then? Merely that I get out of breath.”

“Do you know why you cannot wait for the shot and why you get out
of breath before it has come? The right shot at the right moment does not
come because you do not let go of yourself. You do not wait for fulfillment,
but brace yourself for failure.”

Herrigel explained, “For ultimately, I draw the bow and loose the shot
in order to hit the target. The drawing is thus a means to an end, and I
cannot lose sight of this connection.”

In a loud voice the Master cried: “The right art is purposeless, aim-
less! The more obstinately you try to learn how to shoot the arrow for
the sake of hitting the goal, the less you will succeed in the one and the
further the other will recede. What stands in your way is that you have a
much too willful will. You think that what you do not do yourself does
not happen.”

“But you yourself have told me often enough that archery is not a pas-
time, not a purposeless game, but a matter of life and death!”

“I stand by that. We master archers say: one shot—one life! What this
means, you cannot yet understand. But perhaps another image will help
you, which expresses the same experience. We master archers say: with
the upper end of the bow the archer pierces the sky; on the lower end, as
though attached by a thread, hangs the earth. If the shot is loosed with a
jerk there is a danger of the thread snapping. For purposeful and violent
people the rift becomes final, and they are left in the awful center between
heaven and earth.”

“What must I do, then?” Herrigel asked thoughtfully.

“You must learn to wait properly.”

“And how does one learn that?”

“By letting go of yourself, leaving yourself and everything yours behind
you so decisively that nothing more is left of you but a purposeless ten-
sion.
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“So I must become purposeless—on purpose?” The question escaped
Herrigel's lips before he was aware of saying it.

“No pupil has ever asked me that, so I don’t know the right answer.”

“And when do we begin these new exercises?”

“Wait until it is time” (29—32).

PURPOSEFULNESS AND PURPOSELESSNESS

No matter what he did, Herrigel was unable to prevent his effortless con-
centration from flagging precisely at the moment when the shot should be
loosed. Not only did he simply get tired while waiting at full draw for the
release to come, he could not bear the tension.

“Stop thinking about the shot!” the Master called out. “That way it is
bound to fail.”

“I can’t help it,” Herrigel answered, “the tension gets too painful.”

“You only feel it because you haven't really let go of yourself” (47).

No matter what he did, Herrigel was simply unable to wait without
worrying about it until the shot “fell” of its own accord. He kept releasing
the arrow on purpose, just as he had always done. In this state, three years
had already passed since he had begun practicing.

During his summer vacation, Herrigel and his wife went to the seashore
and Herrigel practiced day in and day out, concentrating single-mindedly
on the release. Finally, he hit upon a simple and obvious solution. After
drawing the bow, if he cautiously and gradually eased the pressure of the
three fingers on the thumb, a moment would come when the thumb would
be torn out of place as if spontaneously. By doing it in this way the shot
was released like lightning. Herrigel was convinced that he was on the
right track. Using this method, almost all of his shots went well, smoothly
and spontaneously.

When practice resumed, Herrigel's first shot was a brilliant success in
his opinion. The release was smooth and spontaneous. The Master looked
at Herrigel for a while and then said hesitantly, like someone who could
scarcely believe his eyes, “Once again, please!” (50). To Herrigel, his second
shot seemed even better than the first. At that point, the Master stepped
up to Herrigel without a word, took the bow away from him and sat down

on a cushion with his back facing him. Understanding what this meant,
Herrigel left.
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The next day, Komachiya told Herrigel that the Master refused to teach
him any further because Herrigel had tried to deceive him. Through Ko-
machiya’s intercession, the Master finally agreed to reconsider, but made
continued training conditional on Herrigel’s promise to never again go
against the spirit of the “Great Doctrine.”

Herrigel’s training had already entered its fourth year. One day, Herri-
gel asked the Master: “How can the shot be loosed if ‘T’ do not do it?”

“‘It’ shoots,” the Master replied.

“I have heard you say that several times before, so let me put it an-
other way: How can I wait self-obliviously for the shot if ‘T" am no longer
there?”

“‘It’ waits at the highest tension.”

“And who or what is this Tt"?”

“Once you have understood that, you will have no further need of me.
And if I tried to give you a clue at the cost of your own experience, I would
be the worst of teachers and would deserve to be sacked! So let’s stop talk-
ing about it and go on practicing” (51—52)

Several weeks passed.

One day, after Herrigel released a shot, the Master bowed courteously
and broke off the practice. As Herrigel stared at him bewildered, the Mas-
ter cried, “Just then ‘It’ shot!” When Herrigel finally understood what the
Master meant, he could not suppress the joy which suddenly came welling
up inside him.

“What I have said,” the Master told Herrigel severely, “was not praise,
only a statement that ought not to touch you. Nor was my bow meant for
you, for you are entirely innocent of this shot. You remained this time ab-
solutely self-oblivious and without purpose in the highest tension, so that
the shot fell from you like a ripe fruit. Now go on practicing as if nothing
had happened” (52—53).

After considerable time had passed, Herrigel finally was able to perform
a correct shot occasionally. The Master recognized these shots by a silent,
polite bow.

THE TARGET IN THE DARK

Herrigel's archery training now entered a new phase. Up to that point, he
had been shooting at a makiwara on a wooden stand, which served as both
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a target and a means to stop the arrow. In contrast to that, the actual tar-
get was placed on a sandbank fifty feet away.”

The slender bamboo arrows flew off in the right direction, but failed to
hit even the sandbank, much less the target, and buried themselves in the
ground just in front of it.

“Your arrows do not carry,” observed the Master, “because they do not
reach far enough spiritually” (54).

Herrigel supposed that there must be a relationship between the arrow
tip and the target and therefore an approved method of sighting which
made hitting the target possible.

“Of course there is,” answered the Master, “and you can easily find
the required aim yourself. But if you hit the target with nearly every shot
you are nothing more than a trick archer who likes to show off. For the
professional who counts his hits, the target is only a miserable piece of
paper which he shoots to bits. The ‘Great Doctrine’ holds this to be sheer
devilry” (55).

Herrigel obediently kept practicing and shooting without aiming. In
the beginning, he remained completely unmoved no matter where his
arrows flew. Even his occasional hits did not affect him since he knew
that they were only flukes. However, as he continued practicing, he got
to the point where he could no longer stand this kind of haphazard
shooting.

“You worry yourself unnecessarily,” the Master comforted him. “Put
the thought of hitting right out of your mind!” (56).

Herrigel asked: “Is it not at least conceivable that after all your years
of practice you involuntarily raise the bow and arrow with the certainty
of a sleepwalker, so that, although you do not consciously take aim when
drawing it, you must hit the target—simply cannot fail to hitit?” Then he
blurted out, “Then you ought to be able to hit it blindfolded.”

“Come to see me this evening,” the Master said (57—58).

The training hall was brightly lit. The master instructed Herrigel to
place a long thin stick of incense in the ground front of the target but
to not turn on the light in the target stand. The Master’s first arrow flew
from brilliant light into pitch blackness. Herrigel could tell from the
explosive sound that it was a hit. The second arrow also hit the target.

5. This is an error on Herrigel's part; the actual distance is twenty-eight meters, or, al-
most 92 feet.



The Mystery of Zen in the Art of Archery {

When Herrigel switched on the light in the target stand, he was dumb-
founded to see that the first arrow was in the center of the black and
that the second arrow had splintered the nock of the first arrow, plowed
through the shaft, and was embedded in the black right next to it. Not
daring to remove the arrows separately, he took the arrows and the target
back to the Master.

The Master surveyed the arrows critically and then said, “The first shot
was no great feat, you will think, because after all these years I am so famil-
iar with my target-stand that I must know even in pitch darkness where
the target is. That may be, and I won'’t try to pretend otherwise. But the
second arrow which hit the first—what do you make of that? I at any rate
know that it is not ‘I' who must be given credit for this shot. ‘It shot and
‘It made the hit. Let us bow to the goal as before the Buddha!” (59).

The Master’s two shots had also pierced Herrigel.

One day, at the moment that one of Herrigel’s shots “fell” of its own ac-
cord, the Master cried “It is there! Bow down to the goal!” After bowing,
Herrigel looked at the target and saw that the arrow had only grazed the
target frame. “That was a right shot,” said the Master decisively, “and so
it must begin. But enough for today, otherwise you will take special pains
with the next shot and spoil the good beginning” (60).

Another day, after a particularly good shot, the Master asked Herrigel,
“Do you now understand what I mean by ‘It shoots, ‘It hits’?” (61).

Herrigel replied, “I'm afraid I don’t understand anything more at all.
Even the simplest things have got in a muddle. Is it ‘T" who draws the bow,
or is it the bow that draws me into the state of highest tension? Do ‘T’ hit
the goal, or does the goal hit me? Is “It” spiritual when seen by the eyes
of the body, and corporeal when seen by the eyes of the spirit—or both
or neither? Bow, arrow, goal and ego, all melt into one another, so that
I can no longer separate them. And even the need to separate has gone.
For as soon as I take the bow and shoot, everything becomes so clear and
straightforward and so ridiculously simple.”

“Now at least,” the Master broke in, “the bowstring has cut right
through you” (61).

In this way, Herrigel was awarded a fifth degree ranking,® and he re-
turned to Germany.

6. The ranking is presumed to be that of Awa’s original system.
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THE RIDDLE OF “IT”

The above is a general outline of what Herrigel's archery training was like.
As I said before, I have abbreviated it considerably, so for a more complete
picture, please read Herrigel's book in its entirety.

Herrigel's book gives an account of the process of kyitjutsu training un-
known even to Japanese. One cannot help but think in admiration, “is this
really what Japanese kyiijutsu is like?” Yet one is also chagrined to think
that a German who spent only six years in Japan could be more knowl-
edgeable about an aspect of Japanese culture than the Japanese them-
selves.

However, there are parts of this account that at first glance are some-
what bewildering. For example, this teacher explained that the arrows did
not reach the target because they were not “spiritual” enough. This is ri-
diculous. An arrow is not propelled by spiritual power. The reason the ar-
rows did not reach the target is not because they were not shot spiritually
enough, it is because the angle of elevation was insufficient compared the
arrow’s initial velocity.

As befits a bestseller that caused a sensation in intellectual circles, I
have heard that even today there are many people who start practicing
kyudo after reading Zen in the Art of Archery, especially in Germany. A kyido
teacher in Germany told me that he tells people who start practicing kyido
after reading Herrigel to forget everything that they have read in Zen in the
Art of Archery. While it may be an excellent thesis on Japanese culture, it
can be an obstacle when teaching kyiido to beginners, apparently.

In considering Zen in the Art of Archery, particular attention must be
paid to the concept of “It,” which lies at the heart of the story. This is the
teaching that says that the archer does not shoot the bow but that “It”
does the shooting; the idea that an entity beyond human understanding
called “It” acts upon the archer and brings forth a good shot.

In the original German, “It” is expressed by the term “Es.” “Es” is a fa-
miliar word in psychoanalysis and refers to the unconscious. Psychoanal-
ysis teaches that a person’s spiritual growth comes from establishing the
Self (the Ego) on the foundation of “It” (the Id). To put it another way,
when a person experiences a crisis of the Ego, the power of the Id becomes
too dominant. Psychoanalysts treat this by analyzing the unconscious and
bringing the Id tc the person’s consciousness so that the person can in-

tegrate it into the Ego. The “It” that Herrigel wrote about fits quite neatly
into this Freudian way of thinking.
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However, for historians of Japanese kyidjutsu, there is a big problem
here: in the six hundred years that have passed since the founding of orga-
nized school of kyijyutsu, evidence of the teaching of “‘It’ shoots” is no-
where to be found. And as far as I have been able to determine, there is no
record even that Awa Kenzd, Herrigel's own teacher, taught ““It’ shoots” to
any of his disciples other than Herrigel.

I find it strange that even though
be found anywhere except in Zen in the Art of Archery, it has spread all over

X3

It" shoots” is a teaching that cannot

the world as if it were a central teaching in Japanese kyijutsu. Up to the
present, the Japanese intelligentsia and those involved with kyido have
not made an issue of this. To me, this suggests that I am watching some-
one gazing into a magic mirror.

For readers who are not familiar with kyidos, this may seem to be of
no significance. However, paying close and scrupulous attention to little
doubts like this is what allows us to see the various forms in which Japa-
nese culture is understood in foreign countries and how it is reimported
back into Japan.
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THE SPREAD OF ZEN IN THE ART OF ARCHERY

What kind of associations are conjured up by the word kyido? Reading
Herrigel's book, a person will instantly think of words like silence, ceremo-
nial etiquette, spiritual training, and Zen. Many people also say “kyitdo
leads to spiritual focus” or “kyudo resembles Zen.” However, looking back
over the history of kyuds, one can say that it was only after the end of
World War II that kyiido became strongly associated with Zen. To be even
more specific, this is a unique phenomenon that occurred after 1956 when
Zen in the Art of Archery was translated and published in Japanese.

What was kyiido like prior to that time? From the Meiji period (1868—
1912), after the era of the samurai had ended, most people practiced kyido
for physical training or as a pastime. During this time, an archer named
Ohira Zenz6 (1874—19352) established an organization called the Dai Nip-
pon Shagakuin (the Great Japan Institute for Awakened Archery), took
the name Shabutsu (the Shooting Buddha), and preached the doctrine of
shazen kenshé (seeing true nature through the Zen of shooting).! During

1. Ohira and Awa were “brother” disciples under Honda Toshizane. Ohira’s Dai Nippon
Shagakuin and Awa’s Daishadékyd were established at almost the same time. It is natural
to think that they were mutually influenced by each other.
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the Zen boom from the Taisho period (1912—1926) through the begin-
ning of the Showa period (1926—1988) there was a movement to explain
archery using Zen terminology. Herrigel's experience is inseparably linked
to the atmosphere of this era.

With the exception of those written by Ohira, prewar kyijutsu texts
which note a deep relationship between Zen and archery are rare. Even
today it is very unusual for a person in Japan to practice kyido as a form of
Zen training. This suggests that the emphasis on the relationship between
the bow and Zen is due to the influence of Zen in the Art of Archery.

The Kyudo Chair at the University of Tsukuba conducted a survey in
1983, asking 131 West German kyiido practitioners what motivated them to
begin their study of kyido (table 1). A full 84 percent responded “for spiri-
tual training,” a further 61 percent cited their interest in Zen, and 49 per-
cent said they began kyido because they had read Zen in the Art of Archery.
No similar polls have been conducted in Japan, but I believe that most Jap-
anese practice kyido for physical training or for pleasure and that Zen has
little to do with it. I am sure that Herrigel's book accounts for the diver-
gence of motivation between Japanese and German kyiido practitioners.

This may seem surprising, but while Awa was famous, he was also an
exceedingly eccentric instructor. What I mean by this is that he was not
in step with kyijutsu as it had been practiced up to that point in time. The
core of Awa’s teaching was radically different in nature from the teachings
of the traditional schools of kyiajutsu.

Awa’s eccentricity was fairly common knowledge among kyiido profes-
sionals. Most commentators who are ignorant of kyido, however, accept
what Herrigel presented as being an accurate description of kyido. Of
course, if Herrigel’s account is considered not as a treatise on kyiido but as
a discussion of Japanese culture or as just a report of his experiences, it is
of great interest. However, when one compares real kyiido and the kyido
that Herrigel described, one cannot help but wonder about the discrep-
ancy between them. Is it because Awa was on a supremely high level and
the kyiido that most people practiced was inferior? I do not think it is that
simple. In any case, it is dangerous to unquestioningly accept Herrigel's
account at face value.

It should be possible to understand the reason for the gap between real
kyido and what Herrigel described by carefully rereading Herrigel's books
and related documents and reconstructing his experiences. By doing this,
we should also be able to clarify how the myth of Zen in the Art of Archery
came to be born.
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Table 1. The reasons 131 West German kyido practitioners began kyudo.

For spiritual training 84.0%
Interest in Japanese culture 66.4%
Interest in Zen 61.19%

To acquire a beautiful posture 54.29%
Read Herrigel's Zen in the Art of Archery 48.9%

Note: Multiple answers OK, conducted by Kyiido Chair at the University of Tsukuba, 1983.

THE MOMENT THE MYTH WAS BORN

Both “Die Rittetliche Kunst des Bogenschiessens” (The chivalrous art
of archery) and Zen in the Art of Archery relate two mystical and inspiring
things. The first of these is the teaching of “‘It’ shoots” and the second is
the “Target in the Dark” episode. These two things are what elevate Her-
rigel’s story to the level of myth and, at the same time, make it a wellspring
that pumps out a mystical image of Japan. To begin with I would like to
reexamine these two issues.

Let us look at the first issue—the teaching of “‘It’ shoots.” Before in-
vestigating this issue, however, I would first like to clarify the language
barrier that existed between Herrigel and Awa. The conversations between
Awa and Herrigel took place through the mediation provided by Ko-
machiya S6z6 in his role of interpreter.

Awa used many cryptic words when talking to Herrigel. Regarding how
difficult it was to interpret Awa’s words, Komachiya offers the following
reminiscence:

At every lesson Awa would explain that kyido is not a matter of technique
but is a means of religious training and a method of attaining awakening.
Indeed, like an improvisational poet, he would freely employ Zen-like adages
at every turn. When he grew impatient, in an effort to get Herrigel to under-
stand what he was saying he would immediately draw various diagrams on
the chalkboard that was hanging on the wall of the practice hall. One day, for
instance, he drew a figure of a person standing on top of a circle in the act of
drawing a bow and drew a line connecting the lower abdomen of the figure
to the center of the circle. He explained that this figure, which represented
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Herrigel, must put his strength into the lower abdomen, enter the realm of

no-self, and become one with the universe.?

Sakurai Yasunosuke, who was a disciple of Awa, says that “At first I
struggled to understand due to the abstruse nature of Awa’s instructions.
I was able to grasp an outline of Awa’s teachings and persevere at practice
only because I relied on senior students to interpret his meaning for me.”
He also criticizes Awa’s writings by saying that “their logic is not rigorous,
and long sentences, in particular, exhibit a lack of coherence.”

It is hard to imagine the difficulty of interpreting Awa’s unintelligible
lectures. Even leaving that aside, however, there is one instance where it
appears that Komachiya’s interpreting was less than exact. Herrigel wrote
the following in “Die Ritterliche Kunst des Bogenschiessens”:

Thus, the foundation that actually supports archery is so infinitely deep that
it could be called bottomless. To use an expression that is well understood
among Japanese masters, when shooting a bow everything depends on the

archer becoming an “unmoved center.”*

This is what Herrigel says, but my guess is that there are a lot of archery
teachers who would not clearly understand what is meant by an “unmoved
center.” Shibata Jisaburd, who translated “Die Ritterliche Kunst des Bo-
genschiessens,” says that an “unmoved center” probably refers to the
kyitdo term kai.’ Even a kyijutsu teacher who does not clearly understand
the concept of an “unmoved center” would probably instantly understand
if it was explained to him in those terms. Kai refers to the condition where
the archer, having drawn the bow to its fullest, tries to bring the opportu-
nity for the release to fruition by continuing to stretch even further to the
left and right. The term kai (meeting) originally comes from the Buddhist
saying eshajori (those who meet are destined to part). The term an “un-

2. Komachiya S6z6, “Herigeru-kun to yumi” (1940; repr. in Eugen Herrigel, Nihon no
kyajutsu [Tokyo: Iwanami Bunko, 1982]), 86—87. Citations are to the 1982 edition.

3. Sakurai Yasunosuke, Awa Kenzo: Oi naru sha no michi no oshie (Sendai: Awa Kenzd
Sensei Seitan Hyakunensai Jikko linkai, 1981), 6—7.

4. Eugen Herrigel, “Die Ritterliche Kunst des Bogenschiessens” [The chivalrous art of
archery], Nippon, Zeitschrift fiir Japanologie 2:4 (1936):194.

5. Shibata Jisaburd, “Kythan e no yakusha koki kara” (1941; repr. in Herrigel, Nihon no
kyiajutsu [1982]), 102. Citations are to the 1982 edition.
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moved center” probably suggested itself to Komachiya as a translation for
kai because of the nature of the activity taking place during kai.

Komachiya explicitly acknowledged that his interpreting frequently
distorted the meaning of Awa’s abstruse language:

For that matter, in those days, there were many occasions when Awa would
say something that seemed to contradict what he had taught previously. At
such times, I did not interpret for Herrigel but remained silent. When I did
that, Herrigel would think it strange. He would insistently ask me about
what Awa had just said, which left me feeling completely flummoxed. Even
though I felt bad for doing so, I would say, “Oh, Awa is just extremely intent
on his explanation and he is repeating what he always says about putting an
entire lifetime of exertion into each shot (issha zetsumer) and that all shots
are holy (hyappatsu seisha),” and put a brave front on the situation. In effect,
as Awa expounded on the spirit of archery he would become spontaneously
excited, and, wanting desperately to express his feelings he would use vari-
ous Zen terms. Even today I think that both Awa and Herrigel knowingly
let me get away with my translation strategy of “sitting on and smothering”

[difficult sentences].®

This is an astonishingly straightforward confession. These words were
written as the afterword to Nihon no kyujutsu (Japanese archery). Ko-
machiya is confessing that, acting partially as a knowing accomplice, he
deliberately covered up Awa’s contradictory words and attempted to con-
vey what he understood to be Awa’s meaning instead. I am amazed that
the editors at Iwanami Shoten allowed these words to appear in the book
at all, seeing as how they seem to invalidate Herrigel’s reverential text.

This is a significant issue that bears on the credibility of what Herrigel
experienced. Komachiya probably read “Die Ritterliche Kunst des Bogen-
schiessens” and, realizing that his free translation had taken on a life of its
own, felt he had no choice but to explain what had really happened. To be
sure, it is unjust to criticize Komachiya. Just imagine, for a moment, how
difficult it must have been to interpret cryptic Awa-esque sentences like
the following;:

If the target and I become one, this means that the Buddha and I become

one. Then, if the Buddha and I become one, this means that the arrow is in

6. Komachiya, “Herigeru-kun to yumi,” 87—88.
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the unmoved center of both existence and non-existence, and thus in the
center of the target. The arrow is in the center. If we interpret this with our
awakened consciousness, then we see that the arrow issues from the center
and enters the center. For this reason, you must not aim at the target but aim
at yourself. If you do this, you will hit yourself, the Buddha, and the target all

at once.’

This passage has undergone a double translation from Japanese to En-
glish through German, compounding the problem: we simply have no idea
what Awa actually said.

Komachiya’s freestyle translation was not the result of any malicious
intent. Komachiya later became a professor of maritime and international
law at Tohoku University and was active in an international capacity, so
I think it is more proper to regard Komachiya as a man who had a diplo-
matic sensibility and consideration even from a young age.

This should suffice as an introduction. We can now analyze the main
issue of “‘It’ shoots.” There are two big problems with the teaching of “‘It’
shoots.” The first problem, as I mentioned previously, is that there is no
record of Awa ever having taught “‘It’ shoots” to any of his disciples other

“i

than Herrigel. The second problem is that the phrase “‘It’ shoots” is only
mentioned in the briefest way in “Die Ritterliche Kunst des Bogenschies-
sens,” which can be considered the first draft of Zen in the Art of Archery.

There is a voluminous work on Awa’s life called Awa Kenzo: Oi naru sha
no michi no oshie,® written by Sakurai Yasunosuke and published in com-
memoration of the one hundredth anniversary of Awa’s birth. Due to the
circumstances of its publication one cannot say that it is free of bias, but
as a study of Awa, it has no equal.

A thorough reading of Sakurai’s research on Awa reveals that the teaching
of “‘It’ shoots” appears only in the section concerning Herrigel. Even books
and memoirs written by Awa’s disciples contain no record that he taught
““It’ shoots” to any of them. These facts back up my first contention.

The second issue is illustrated by the fact that while “It” appears in the
“Target in the Dark” episode in Zen in the Art of Archery, it does not appear
in the same episode as related in “Die Ritterliche Kunst des Bogenschies-
sens.” In this version of the “Target in the Dark,” when Awa struck the
nock of the first arrow with his second arrow, he says the following:

7. Herrigel, “Die Ritterliche Kunst des Bogenschiessens,” 204.
8. Sakurai, Awa Kenzo.
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But what do you make of the second shot? Since it did not come from “me,”
it was not “me” who made the hit. Here, you must carefully consider: Is it
possible even to aim in such darkness? Can you still maintain that you can-
not hit the target without aiming? Well, let us stand in front of the target
with the same attitude as when we bow before the Buddha!®

In Zen in the Art of Archery, however, the exact same scene has been changed
to the following:

But the second arrow which hit the first—what do you make of that? I atany
rate know that it is not “I” who must be given credit for this shot. “It” shot
and “It” made the hit. Let us bow to the goal as before the Buddha!"

Without carefully comparing “Die Ritterliche Kunst des Bogenschies-
sens” and Zen in the Art of Archery, there is a danger of missing this point.
There definitely is no mention of “It” in this section in the first essay. In
the German original as well, “Es,” which corresponds to “It,” is not used.
In Zen in the Art of Archery, however, Herrigel has Awa saying, “‘It’ shot”
when referring to the second shot which struck the target in exactly the
same place as the first shot.

What is the reason for this inconsistency? In response to these reserva-
tions, I propose the following two hypotheses.

Hypothesis #1:
Herrigel fabricated the doctrine of “‘It’ shoots” when he wrote Zen in the Art
of Archery.

Hypothesis #2:

Miscommunication occurred between Awa and Herrigel concerning “‘It’

shoots.”

Let us examine the first hypothesis. “Die Ritterliche Kunst des Bogen-
schiessens” was first delivered as a lecture, so it is possible that Herrigel
did not go into any great depth or detail. It is also possible that at the time
he gave the lecture in 1936, Herrigel himself had not been able to solidify
his understanding of “‘It’ shoots.”

9. Herrigel, “Die Ritterliche Kunst des Bogenschiessens,” 206.

10. Eugen Herrigel, Zen in the Art of Archery, trans. Richard F. C. Hull (1953; New York:
Vintage Books, 1999), 59. Unless otherwise indicated, citations are to the 1999 edition.
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It is true that “It” does not appear in the “Target in the Dark” episode
in “Die Ritterliche Kunst des Bogenschiessens.” On the other hand, “It” is
used in two other places in this book in connection to shooting. However,
there is no explanation whatsoever as to what “It” might mean in the con-
text in which it is used. The term “It” just suddenly appears.

In the first Japanese translation of “Die Ritterliche Kunst des Bogen-
schiessens,” which appeared in 1936 in the magazine Bunka, the translator
Shibata rendered these two instances of “It” as follows:

1244

“that now is the very time to shoot ‘It

“It was now that I really knew what is meant by “It” shoots.”™

However, in the first revised translation published by Iwanami Shoten
in 1941, Shibata rewrote the same two passages as follows:

“already being time to loose the arrow”

“It was now that I truly knew what it meant to loose the arrow.”"

Briefly, this is what happened. At first Shibata translated the German
“Es” directly as “It”; but it did not make sense in Japanese. Thus, in the
version published by Iwanami Shoten, he deleted the impersonal pronoun
“Es” from the translation and translated it as “to loose [the arrow].”

The confusion surrounding “It” can be palpably felt from this instance.
As can be seen in the version of Nihon no kyujutsu in circulation today,
which was published by Iwanami Bunko based on the 1941 translation,
Herrigel did not touch upon “It” in “Die Ritterliche Kunst des Bogen-
schiessens” (so far as the Japanese-language version is concerned).

How did the translator himself feel about this revised translation? In
the translator’s afterword in the Iwanami Shoten version, Shibata wrote:

Subsequently, I saw that there were not a few places where my understand-
ing was deficient, and ever since then I have earnestly hoped that I could dis-

charge my obligations as a translator by publishing this revised version.”

11. Eugen Herrigel, “Kytjutsu ni tsuite,” trans. Shibata Jisaburo, Bunka 3:9 (1936): 1020,
1027.

12. Eugen Herrigel, Nihon no kyajutsu, trans. Shibata Jisaburd (Tokyo: Iwanami Shoten,
1941), 26, 40.

13. Shibata, “Kyahan e no yakusha koki kara,” 101.
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I do not know whether or not “places where my understanding was de-
ficient” refers to “It,” but I think it is reasonable to assume that Shibata
felt that the Iwanami version, where he deleted “It,” was a more accurate
translation than the version in Bunka, where he used “It.”

Twelve years passed between the publication of “Die Ritterliche Kunst
des Bogenschiessens” and Zen in the Art of Archery. Whether he revised
his thinking or whether he fabricated something new, what is clear is that
Herrigel took a great deal of time finalizing Zen in the Art of Archery.

In the preface to Zen in the Art of Archery, Herrigel declares, “And so I can
well say that there is no word in this exposition which the Master would
not have spoken, no image or comparison which he would not have used.”*
If this declaration is to be believed, the first hypothesis starts to look weak.
However, as I have already stated, Komachiya stood between Awa and Her-
rigel in his capacity as interpreter, and he was somewhat cavalier about
translating Awa’s words precisely. The result is that what Herrigel wrote is
probably not what Awa actually said. However, that is not Herrigel'’s fault.

Next, let us consider the feasibility of the second hypothesis. Concern-
ing “‘It" shoots” (“‘Es’ schieft”) and “Just now, ‘It’ shot!” (“Soeben hat
‘Es’ geschossen”), the cultural critic Nishio Kanji (1935—) points out that

@i

“We really do not know whether Awa actually said the Japanese word ‘It’
or whether Herrigel merely inserted the German-language third-person
pronoun for some Japanese words that were spoken to him. The German-
language third-person pronoun ‘Es, which corresponds to ‘It is an im-
personal pronoun that expresses something which transcends the self.”"

In German, the word “Es” is used in a unique way. For example, to ask
“How are you feeling?” in German, one would say, “How well does it make
you?” (“Wie geht es Thnen?”); and when one wants to say, “I cannot bear
it,” one says in German “It confuses me” (“Es wird mir zu bunt”). To say,
“excuse me,” one can say “It makes me feel sorry” (“Es tut mir Leid”). Like
the English “It,” the German “Es” refers to a power surpassing human un-
derstanding and expresses the concept that a person’s action is the result
of that person being moved by that power. The Japanese language does
not have these kinds of expressions, and so there is a strong possibility
that Komachiya translated some words of Awa’s using the impersonal pro-
noun “Es” as the subject.

At the first International Kyido Symposium held in 1994 in Hamburg,

14. Herrigel, Zen in the Art of Archery (1953), 12.
15. Nishio Kanji, Koi suru shisaku (Tokyo: Chad Koronsha, 1982), 32.
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Germany, Feliks Hoff (1945—), the past president of the German Kyudo
Federation, presented a paper that argued that the cause of the confusion
was that the Japanese phrases “that’s it” and “that was it,” were translated
so that “Es” was used as the subject. This paper generated a lot of discus-
sion. The phrases “that’s it” and “that was it” are very natural expressions
of praise used when a student performs well. Hoff is saying that since
these phrases were related to Herrigel as “‘It’ shoots” and “Just then ‘It’
shot,” Herrigel understood them to mean something like “an entity called
‘It, which transcends the self, shoots.”

Hoff’s thesis is very convincing. I also think that the real identity of “It”
must be something like this. When Herrigel made a good shot, Awa cried,
“That’s it!” Komachiya then mistakenly translated this as “‘It’ shot!"*¢

Judging from context, Awa first said “‘It’ shot” when Herrigel was
still practicing at the straw practice target and had not yet been permit-
ted to shoot at a regulation target. It is utterly inconceivable that Herrigel
could have realized the advanced level of spirituality suggested by the term
“It” when he was still very much a raw beginner. It is far more natural to
conclude that Awa simply praised Herrigel by saying “That’s it,” mean-
ing “That was a good shot.” In Zen in the Art of Archery, however, Herrigel
reached the following conclusion about the true identity of “It”:

and just as we say in archery that “It” takes aim and hits, so here “It” takes
the place of the ego, availing itself of a facility and a dexterity which the ego
only acquires by conscious effort. And here too “It” is only a name for some-
thing which can neither be understood nor laid hold of, and which only re-

veals itself to those who have experienced it.”

“That’s it” was mistakenly translated to Herrigel as “‘It’ shoots,” and
Herrigel understood “It” to mean “something which transcends the self.”
If that is what happened, then the teaching of “‘It’ shoots” was born when
an incorrect meaning filled the void created by a single instant of misun-
derstanding.

Now let us dissect the second myth of Zen in the Art of Archery, the “Tar-
get in the Dark” episode. At a practice hall in the dark of night, a master
archer demonstrates before a solitary disciple. Facing a target that is prac-

16. According to the memory of a student of Awa, “sore desu” (That'’s it!) was one of his
master’s favorite phrases.

17. Herrigel, Zen in the Art of Archery, 76.
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tically invisible, the master shoots an arrow and hits the mark. Then, the
master’s second shot strikes the nock of the arrow that is in the center of
the target and splits it. Anyone would be moved by this story.

A person who has actually practiced kyids will understand the fre-
quency with which this happens. In kyads, an arrow striking the nock of
an arrow that has already been shot so that the two arrows look like they
are joined together is called tsugiya (connected arrows). Cases of tsugiya
are fairly rare, but they do happen occasionally.”® Even if tsugiya does not
occur, it often happens that an archer will break the nock of an arrow by
hitting it with a succeeding arrow.

Some people might think “No, the ‘Target in the Dark’ episode occurred
when it was so dark that the target was invisible, so it must be something
special after all.” However, if one looks closely at the “Target in the Dark”
episode, Herrigel says that while the target stand was dark, “the practice
hall was brightly lit.”"” If that is the case, then it may have been possible to
see the target faintly by the light reflected from the practice hall, and even
if Awa could not see the target, he would know right away where he had to
stand by looking at the floorboards of the practice hall, with which he was
intimately familiar. Moreover, a stick of burning incense indicated where
the target was located.

It has been shown by experiments in sports psychology that the smaller
the target is, the more the archer concentrates and the more accurate his
shooting becomes. In this case, the light of the burning incense served as the
target, and so Awa was in a psychological state where he was aiming at a tar-
get that was infinitesimally small. Therefore, it is conceivable that the likeli-
hood of a “Target in the Dark”—like event occurring in such a situation would
be higher than during a normal practice session. Even given that, however,
the incident described in “The Target in the Dark” was certainly a rare thing.

Let us look at it from a different angle. Among archers who practice
traditional schools of kydjutsu, an archer breaking the nock of his own
arrow is considered a shameful thing, since the archer thereby damages
his own equipment. It would not be strange for Awa, who had mastered
a traditional school of kyijutsu, to hold the same view. This event was by
no means something about which an archer would boast. Herrigel wrote,
“The Master surveyed them [the two arrows] critically.” Perhaps Awa was
secretly thinking: “Blast! I have ruined one of my favorite arrows!” In fact,

18. Herrigel did not clearly mention that tsugiya occurred.
19. Herrigel, Zen in the Art of Archery, 58.
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Awa did not speak of this episode to anyone except Anzawa Heijird (1887—
1970), one of his senior disciples. Awa probably did not want to divulge
that he had broken the nock of his arrow because he was ashamed of it. In
any event, that is what I think.

In an interview in the magazine Kyido, Anzawa related that Awa de-
scribed this incident in the following fashion:

Master Awa told me: “On that occasion I performed a ceremonial shot.

The first arrow hit the target, and the second arrow made a ‘crack’ sound as
though it had struck something. Herrigel went to retrieve the arrows, but no
matter how long I waited he didn’t come back. I called ‘Eugen! Oh, Eugen!””
Master Awa said, “What'’s wrong? Why don’t you answer?”

Then, well, there was Herrigel sitting up straight right in front of the tar-
get. Master Awa went up to him like this [Anzawa imitated someone walking
nonchalantly] and asked, “What'’s the matter?” Herrigel was speechless, sit-
ting rooted to the spot. Then without pulling the arrows from the target he
brought them back. . ..

Master Awa said, “No, that was just a coincidence! I had no special inten-

tion of demonstrating such a thing.”*°

These are the words that Awa reportedly related to Anzawa. In short,
it was a coincidence. Awa’s words are very easy to understand and do not
have even the slightest whiff of mysticism about them. However, the words
that Awa supposedly said to Herrigel have a different ambience altogether.
Let us review the passage in Zen in the Art of Archery:

“The first shot,” he then said, “was no great feat, you will think, because after
all these years I am so familiar with my target-stand that I must know even

in pitch darkness where the target is. That may be, and I won’t try to pretend
otherwise. But the second arrow which hit the first—what do you make of
that? I at any rate know that it is not “I” who must be given credit for this shot.
“It” shot and “It” made the hit. Let us bow to the goal as before the Buddha!”*

These words are radically different, enigmatic, and extremely difficult
to understand. What accounts for the discrepancy between the words that

20. “Zadankai: Awa Kenzo-hakase to sono deshi Oigen Herigeru-hakase no koto o
Komachiya-hakase ni kiku: Sono san,” Kyiido 183 (August 1965): 4—7.
21. Herrigel, Zen in the Art of Archery, 59.

55



56

} Chapter 3

Awa is supposed to have said to Anzawa and those he is supposed to have
said to Herrigel? Here one’s suspicions must rest on the interpreting, after
all. During regular practice, Komachiya translated Awa’s instructions for
Herrigel. However, during this particular episode, Awa and Herrigel were
alone. Komachiya offers the following testimony:

Herrigel's 1936 essay describes an incident when, in pitch darkness, Awa lit
a stick of incense, put it in front of the target and shot two arrows, hitting
the nock of the first arrow with the second. It also recounts what Awa said at
that time. Since I was not there to interpret that evening, I think that Herri-
gel, relying on his own ability to understand Japanese, understood all of that
by means of mind-to-mind transmission, as truly amazing as that is. This
essay is probably the first place where he spoke publicly about what hap-
pened on that day. He never told me about it. After I read his essay, I asked
Master Awa about this incident one day. He laughed and said, “You know,
sometimes really strange things happen. That was a coincidence.” While I
am impressed at Herrigel’s restraint in not telling me of this strange incident
during the time he was in Japan, it is truly admirable that Master Awa did

not mention this even once until Mr. Shibata’s translation was published.”

This should finally clarify what actually happened. Komachiya knew
Herrigel's Japanese language ability. He read “Die Ritterliche Kunst des
Bogenschiessens” and judged that it was “truly amazing” that Herrigel
understood what Awa said during the “Target in the Dark” incident. It
seems to me that Komachiya intended this to be sarcastic.

Komachiya, astonished by what Herrigel wrote, went so far as to write
him a letter in which he asked: “Did you really see that? Did you just think
it up, or did you write your essay to make it appear that is what master
Awa actually said?” It seems that Komachiya thought that Herrigel's words
must be a fabrication. Komachiya says that Herrigel answered his letter
saying, “I assure you that I actually experienced it.””

There is no way for us to know now what sort of conversation took
place between Awa and Herrigel. However, it is easy to imagine that Awa,
speaking a language Herrigel did not understand, experienced tremen-
dous difficulty in trying to explain this coincidental occurrence. The co-

22. Komachiya, “Herigeru-kun to yumi,” 98—99.

23. “Zadankai: Awa Kenzo-hakase to sono deshi Oigen Herigeru-hakase no koto o
Komachiya-hakase ni kiku: Sono san,” 6.
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incidence of the second arrow hitting the first produced a void that had
to be filled with some kind of meaning. One can imagine Herrigel striving
to find some kind of mystical significance in this coincidence. However,
for this Westerner who ceaselessly searched for Zen, introducing the Bud-
dha into his explanation only served to amplify the mystical nature of the
event to no purpose.

I believe that Herrigel anguished greatly over how to interpret both “‘It’
shoots” and the “Target in the Dark.” This is illustrated by the fact that it
took twelve long years, even granting that a war intervened, from “Die Rit-
terliche Kunst des Bogenschiessens”, which does not touch on “It” at all,
to the publication of Zen in the Art of Archery, which has “It” as its center-
piece. In the foreword to Zen in the Art of Archery, Herrigel wrote:

But, in the conviction of having made further spiritual progress during the
past ten years—and this means ten years of continual practice—and of
being able to say rather better than before, with greater understanding and
realization, what this “mystical” art is about, I have resolved to set down my

experiences in new form.*

It is impossible to know exactly what Herrigel means by “further spiri-
tual progress.” However, this phrase certainly contains the feeling that he
was now able to understand “‘It” shoots” and the “Target in the Dark” to
his satisfaction so that he could discuss them with somewhat more con-
fidence.

Thus, Herrigel not only made up the question asking “what is this ‘mys-
tical’ art about,” but he also provided his own answer. He then presented
his creation to the world, where it eventually found its way back to Japan.

WHAT IS JAPANESE ARCHERY?

What was Japanese archery like before Awa came upon the scene? I would
like to give a brief historical overview of the course it followed. Without
understanding the position Awa occupied in the history of Japanese ar-
chery, a number of things cannot be clearly understood.

Bows have been used since ancient times as hunting implements.
Wooden bows and countless stone arrowheads have been excavated from

24. Herrigel, Zen in the Art of Archery (1953), 12.
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ruins dated to the Jomon period (ca. 12,000 BC—400 BC), such as the
San’nai Maruyama site in Aomori prefecture.

The Japanese bow has two distinguishing characteristics: it is a long-
bow, over two meters in length, and to shoot it the archer grips it at a point
below the center of the bow stave. The below-center grip is unique to the
Japanese bow and is something which is not found in foreign archery.

On a bronze bell-shaped object (dotaku) datable to the Yayoi period (ca.
400 BC—AD 400) that was reportedly excavated from Kagawa prefecture
and which has been designated as a National Treasure, there is a scene
depicting an archer aiming at a deer. It appears that the archer is gripping
the bow below the center of the bow stave. In addition, the well-known
Chinese chronicle Weishu (written before AD 297) relates that “Japanese
soldiers use a wooden bow that is short below and long above.”” From
this we can see that since the Yayoi period the Japanese have used bows
that have a below-center grip.

Historians believe that bows and arrows came to be used as weapons
from the Yayoi period onward. They base this conclusion on the fact that
Yayoi-period excavations have yielded arrowheads that are visibly larger
than those from the preceding Jomon period, as well as skeletons that
show evidence of arrow wounds. As time went on, literary works began
to celebrate the exploits of famous archers, such as Minamoto no Yori-
masa (1104—1180), who killed a mythical beast known as a nue,*® and Mi-
namoto no Tametomo (1139—1170), who drew an exceptionally powerful
bow. During the Genpei War (1180—1185), bows and arrows came into full
flower as military weapons.

The organized schools of archery that have survived to the present day
have their roots in the period of the Onin War (1467—1477). During this
time there lived a legendary archer named Heki Danjo Masatsugu, who
refined his skills in the battles in Kyoto and afterward purportedly toured
other provinces teaching archery. There is also a theory that Heki Danjo
was a fictional character. Scholars have not come to an agreement as to
whether such a person actually existed.

In any case, Heki Danjo Masatsugu supposedly taught his exquisite
archery techniques to Yoshida Shigekata (1463—1543) and Yoshida Shige-
masa (1485—1569), who were father and son. From the time of the Yoshi-
das the transmission of this archery lineage can be traced through his-

25. Shintei gishi wajin den hoka san pen (Tokyo: Iwanami Bunko, 1951), 109.
26. A Japanese chimera; see the Heike monogatari and the noh drama Nue.
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torical sources. The school they transmitted is known as the Heki-rya
(Heki school or lineage). It eventually split into various branch schools
(ha), such as the Insai-ha, the Sekka-ha, the Dosetsu-ha, the Sakon’emon-
ha, the Okura-ha, and so forth. Even today a few of these schools still exist
in various parts of Japan. In addition, a Shingon Buddhist priest named
Chikurin’b6 Josei, who officiated at a temple sponsored by the Yoshida
family and who was also a skillful archer, founded a school known as the
Heki-rya Chikurin-ha. Although the name of this school starts with the
appellation “Heki-rya,” the general consensus is that it has no direct con-
nection to Heki Danjo Masatsugu.

In addition to the various branches of the Heki-ryt there also exists an-
other celebrated archery school known as the Ogasawara-ryi. Founded at
the beginning of the Kamakura period (1185—-1333) by Ogasawara Naga-
kiyo, this school taught horsemanship, archery, and etiquette. It special-
ized in the ceremonial use of the bow and arrow and in equestrian archery
such as yabusame.” The early Ogasawara teachings, however, were lost dur-
ing the Muromachi period (1336—1573). During that time the Ogasawara
family split into a number of collateral groups so that by the Edo period
(1603—1868) there were at least five clans among regional lords (daimyo)
alone using the Ogasawara surname. Tokugawa Yoshimune (1684—1751),
the eighth Tokugawa shogun, collected kyitjutsu texts from throughout
Japan and ordered Ogasawara Heibei Tsuneharu (1666—1747), one of
his middle-level retainers (hatamoto), to study their contents so as to re-
vive the lost Ogasawara teachings of equestrian archery and ceremonial
precedents. In this way, Ogasawara Heibei Tsuneharu became the direct
founder of the Ogasawara-ryt that now exists in Tokyo.

From a technical standpoint, Japanese archery can be divided into two
categories: ceremonial archery (reisha) and military archery (busha). Cer-
emonial archery is concerned with the ritual and thaumaturgic aspects of
kyijutsu, and one can safely say that this is the exclusive domain of the
Ogasawara-ryu. Military archery can be further divided into three cate-
gories: foot archery (hosha), equestrian archery (kisha), and what is called
hall archery (dosha).

Foot archery refers to the archery used by foot soldiers on the battle-
field. In foot archery, the archers must be able to accurately hit their tar-
gets with sufficient force to penetrate traditional Japanese armor at a dis-

27. Archers on horseback ride down a straight course and shoot at three stationary tar-
gets placed along the length of the course.
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tance of about thirty meters, the optimum killing range, even in the heat
of battle while their lives hang in the balance. Training in foot archery
aims to develop an extremely accurate, subtle technique and to cultivate
a death-defying spiritual fortitude. The Heki-rya Insai-ha is one of the
schools that specialize in foot archery.

Equestrian archery refers to the technique of shooting a bow from
horseback. Equestrian archery dominated the battlefield only from the
Heian period (794—1185) through the Kamakura period. Since this was so
long ago, it is impossible to know what equestrian archery on the battle-
field was actually like. In the past there was a sport called inuomono (dog
chasing), where archers on horseback chased dogs around a circular en-
closure while shooting blunted arrows at them. Records indicate that this
sport was practiced up until the beginning of the Meiji period, but today it
is completely extinct. Since the line of transmission has been broken, just
as with battlefield equestrian archery, it is nearly impossible to tell what
tnuomono was like.

However, judging from texts regarding inuomono and from the charac-
teristics of modern-day yabusame, it appears that the technique of eques-
trian archery consisted of skillfully managing a horse so that the archer
could approach close enough to the target to shoot from a distance where
it would not be too difficult to hit it. Consequently, equestrian archery
training focuses on how to ride a horse while carrying and shooting a bow.
Even though they are both forms of kyijutsu, it is obvious that equestrian
archery has a different feeling than foot archery.

Finally there is hall archery, which concentrated exclusively on a con-
test called the toshiya. In toshiya contests the archers competed to see
who could shoot the most arrows (ya) down the entire length (tosu) of
the outside veranda of Sanjusangendo (Hall of Thirty-three Bays) of the
Rengeoin temple in Kyoto, using only the space between the bottom of the
overhanging eaves of the temple’s roof and the veranda itself, which mea-
sures one hundred and twenty meters in length by five meters in height.
It is hard for a modern person to imagine, but during the Edo period,
the toshiya was furiously contested and various feudal domains, staking
their prestige on the outcome, sent their archers to compete. There were
different classes of competition: the dyakazu competition, where archers
would shoot for twenty-four hours straight to see who could shoot the
most arrows down the length of the veranda, and the hyakusha-gake, where
archers would shoot one hundred arrows, the victor being the archer who
successfully shot the most arrows the entire length of the veranda. The
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record for the oyakazu was set in 1686 by an archer from the Kisha do-
main (present-day Wakayama prefecture) named Wasa Daihachird, who,
out of a total of 13,053 arrows shot, succeeded in shooting 8,133 the full
length of the veranda.

Hall archery requires mastery of a technique that allows the archer, with
minimum fatigue, to shoot light arrows with a low trajectory. Insofar as
the arrows are not required to penetrate armor, the technique differs con-
siderably from that of foot archery and equestrian archery. Moreover, hall
archery entailed aspects of sport or spectacle. From a spiritual perspective,
too, it differs from foot archery and equestrian archery, which were based
on the experience of facing death in battle. Some domains forbade the
practice of hall archery, saying it was nothing but a warrior’s game. How-
ever, both the Heki-rya Chikurin-ha and the Heki-rya Sekka-ha partici-
pated extensively in this type of archery contest.

The length of the modern-day kyido range is twenty-eight meters
from firing line to target. This distance is based on the optimum range
for battlefield foot archery, so foot archery solidly survives in the form of
modern kyuds. Equestrian archery survives in the form of yabusame. Hall
archery, however, declined when competition at Sanjusangendo ceased
with the end of the Tokugawa shogunate. With the loss of this traditional
shooting area, the archery schools that specialized in hall archery must
have been in a confused and desperate situation.

Awa studied kyijutsu under two teachers, both of whom came from
schools that specialized in hall archery: Kimura Tatsugord of the Heki-rya
Sekka-ha and Honda Toshizane (1836—1917) of the Bisha (present-day
Aichi prefecture) Chikurin-ha. Familiarity with the characteristics of hall
archery and the situation faced by its practitioners at that time may help
us to better understand Awa. Also, the fact that the founder of the Chiku-
rin-ha, Chikurin’bd Josei, had been a Shingon priest and the teachings of
the school were influenced by Buddhism must also have had an effect on
Awa’s way of thinking.

THE GREAT DOCTRINE OF THE WAY OF SHOOTING

Let us bring the discussion of the history of kyidos closer to Herrigel. First,
I will give a brief description of the life and career of Awa Kenzg, the man
who taught kyijutsu to Herrigel. There are no primary sources regarding
Awa that are publicly available, so I have no choice but to rely on the book
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by Sakurai that I mentioned earlier.?® Sakurai’s narrative style is a bit melo-
dramatic: he describes Awa’s personality by referring to the geography and
native fauna of the region around Ishinomaki Bay where Awa was born
and grew up, and intimates that that Awa was born of the oceanic energy
generated by the meeting of the southern-flowing Kurile (a.k.a. Okhotsk)
Current and the northern-flowing Black (a.k.a. Japan) Current. Still, be-
cause Sakurai cites a wealth of sources, he provides ample material for un-
derstanding Awa.

Awa was born in 1880 in the village of Kawakitamachi in Miyagi pre-
fecture, the eldest son of the Sato family, which operated a kojiya (a factory
for producing malted rice used in the manufacturing of sake and miso).
Awa’s formal education consisted of only primary school, but at the age of
seventeen he opened a private school for teaching the Chinese classics. It
is not clear, however, exactly what curriculum was taught at this school. At
the age of nineteen, he married into the Awa family, which was also in the
malted rice business in the city of Ishinomaki, and thereby acquired the
Awa family name.

At the age of twenty, Awa began training in Heki-rya Sekka-ha kyijutsu
in Ishinomaki under the tutelage of Kimura Tatsugord, a former vas-
sal of the Sendai domain. Awa’s progress was rapid, and after only two
years Kimura awarded him his diploma of complete transmission (menkyo
kaiden), the highest rank possible. Thus, when Awa was only twenty-two
he established his own kyizjutsu training hall near his house.

In 1909, when Awa was twenty-nine, he moved to the city of Sendai,
where he opened a new kyiijutsu training hall and began studying Heki-rya
Chikurin-ha ky#jutsu under Honda Toshizane, who was the ky#jutsu mas-
ter at Tokyo Imperial University. At about the same time, Awa became the
kydjutsu master at the Number Two College in Sendai. It appears that at
this juncture, Awa was an expert archer, capable of hitting the mark nearly
one hundred times for every one hundred shots (hyappatsu hyakuchi). His
instruction to students also emphasized accuracy in shooting. Sometime
around the beginning of the Taisho period, however, Awa began having
doubts about kyijutsu. He began to call it “a kind of hereditary disease
that prizes technical training” and began to preach the doctrine of shads
(the Way of Shooting), which he characterized as being “austere train-
ing in which one masters the study of humanity.” As a result, the kyi#jutsu
community treated him like a lunatic, and on occasion people even threw

28. Sakurai, Awa Kenzo.
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rocks at him when he went to places where traditional kyiijutsu was firmly
entrenched. Honda Toshitoki (1901—1945), the grandson of Honda
Toshizane and later the headmaster of the Honda-ryu, harshly criticized
Awa’s shooting style, saying that Awa shot merely as his whims and moods
moved him. Ohira Zenzd, who was a fellow disciple of Awa’s under Honda
Toshizane, was equally scathing. In reference to the doctrine of “putting a
lifetime of exertion into each shot” (issha zetsumei; sometimes translated
as “one shot, one life”) that Awa later expounded, Ohira said that it was
“idiotic to tell people just to persevere until they dropped dead.”*” From
this we can see that the members of the Honda-ryt were merciless in their
criticism of Awa.

It appears that Kané Jigoro's (1860—1938) success with his Kodokan
judo was behind Awa’s advocacy that people convert “from kyijutsu to
shado.” Kano had synthesized a new school of jujutsu from elements of
various traditional jijutsu schools and named his new art judo (the Way of
Flexibility). According to Sakurai, in one of the manuscripts he left behind
Awa wrote: “To give the closest example, the reason why Kand Jigoro's
Kodokan school of jido is praised not only in Japan but in foreign coun-
tries as well is because, first of all, it is taught as a Way [d6], and, rather
than restricting its techniques to just one lineage or style alone, it blends
the strong points of all schools.”*® In short, Kand'’s successful conversion
of jijutsu into jiudo prompted Awa to come up with the idea of transform-
ing kyijutsu into shado.

In 1920, when Awa was forty years old, he had an experience that
proved to be decisive. To borrow Sakurai’s words, Awa experienced a “great
explosion.” Using some short compositions and drawings left by Awa as
clues, Sakurai describes this experience as follows:

Late one evening, the family was fast asleep, all was wrapped in silence, and
all that could be seen was the moon peacefully illuminating the evening
darkness. Alone, Kenzo went to the shooting hall and with his beloved bow
and arrows quietly faced the target.

He was determined.

Would his flesh perish first? Would his spirit live on?

No release. Total focus.

29.1bid., 162.
30.1Ibid., 145.
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He was determined that with this shot there would be no retreat, not
even so much as a single step.

The bitter struggle continued. His body had already passed its limit. His
life would end here.

Finally: “I have perished.”

Just as this thought passed through his mind, a marvelous sound rever-
berated from the heavens.

He thought it must be from heaven since never before had he heard such
a clear, high, strong sound from the twanging of the bowstring and from the
arrow piercing the target. At the very instant that he thought he heard it, his
self flew apart into infinite grains of dust, and, with his eyes dazzled by a

myriad of colors, a great thunderous wave filled heaven and earth.”

This is just what Sakurai imagined to have happened, so there is no
proof that Awa actually experienced this. However, judging from the
changes in Awa's words and actions beginning in 1920, and from the writ-
ings he left behind, it appears that there was some change in his state of
mind.

If Awa actually experienced this kind of “great explosion,” then this
mystical experience may well have formed the foundation of his thought.
This type of experience very often becomes the starting point for the
founding of religions. For example, the story of the morning star flying
into the mouth of Kakai (774—835), the founder of Shingon Buddhism,
during his religious austerities in Muroto-misaki in Kochi prefecture, re-
sembles Awa’s experience.”

After his “great explosion,” Awa began to vigorously preach that one
“must put an entire lifetime of exertion into each shot” (issha zestumer)
and that “one can see true nature in the shot” (shari kensho). Sakurai ex-
plains the essence of these teachings as follows:

Even though we are speaking of the power of nature, one must train one’s
mental energy and generate spiritual energy (in order to unite with this
power). In this way, one enters the Absolute Way that eliminates all relativ-
ity. Space is destroyed as one passes through it. Then for the first time one

becomes wrapped in the radiance of the Buddha and can perceive the self

31.Ibid., 159—60.

32. According to legend, when Kikai was meditating in a cave at Muroto-misaki, the
morning star came into his mouth and he was enlightened.
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which reflects the radiance of the Buddha. At this moment the self is both
the self yet not the self.”

In 1927, when Awa was forty-seven, he overruled the bitter objections
of his students at the Number Two College and founded an organization
called Daishadokyo (Great Doctrine of the Way of Shooting). His stu-
dents at the Number Two College subsequent to that time testified that
Daishadokyo consisted of “archery as a religion,” that “the founder of this
religion is Master Awa Kenzd,” and that “the Master described his teach-
ing trips to various regions not as just practice or as teaching, but as mis-
sionary work.””* Thus, it is clear that Awa’s Daishadokyo possessed reli-
gious characteristics.

The phrase the “Great Doctrine” of kyido appears in Zen in the Art of
Archery. In the Japanese-language version, this is translated as g7, a word
that means the “secret principles” or “inner mysteries” of an art. To give
one example, in the Japanese version, ogi is used like this: “The ogr holds
this to be sheer devilry”” (in the English version, “Great Doctrine” is used
instead of ogr). However, the term “Great Doctrine” does not mean the 6g7
of kyiado but rather refers to Awa’s Daishadokyo. Herrigel offered no expla-
nation of what the “Great Doctrine” might be, so it is impossible for read-
ers of Zen in the Art of Archery to know that this was simply Awa’s personal
philosophy.

The year after Awa established Daishadoky he fell ill. Although at one
point he appeared to recover, from that time on he remained in a partially
incapacitated condition until his death of an illness in 1939, at the age
of fifty-nine. Today there are many practitioners of kyido who are grand-
disciples or great grand-disciples of Awa and who practice kyiido in the
style of Awa’s Daishaddkyo. Nonetheless, as a religious organization,
Daishadokyo died with Awa.

WHAT HERRIGEL STUDIED

The kensho (to see true nature, that is, attain awakening) of shari kensho,
one of the doctrines that Awa preached, is a Zen term, but there is not that

33. Sakurai, Awa Kenzo, 164.
34.1bid., 210—11.
35. Herrigel, Zen in the Art of Archery, 55.
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much of a Zen feeling in Awa’s teaching itself. Surprisingly, it appears that
Awa himself never spent any time at a Zen temple or received proper in-
struction from a Zen master. Sakurai, who has conscientiously researched
Awa’s life, wrote that “no evidence can be found that Kenzo ever trained
with a Zen priest”’® and that “while Kenzo used the phrase ‘the bow and
Zen are one’ and used the philosophical language of Mahayana Buddhism
in particular to describe shado, he did not approve of Zen uncondition-
ally.””” If that is the case, then a straightforward question presents itself:
why did Herrigel connect Awa’s teaching with Zen?

Herrigel wrote that from his student days he had “as though driven by
some secret urge, been preoccupied with my'sticism."3 ® The mysticism to
which Herrigel referred was that of the German mystic Meister Eckhart
(ca.1260—1327). As a result of his interest in mysticism, Herrigel became
interested in Zen, which he regarded as the most mystical of religions, and
through Zen he developed an interest in Japanese culture. In Zen in the Art
of Archery, Herrigel explained how his interest in Zen was behind his deci-
sion to go to Japan:

For some considerable time it has been no secret, even to us Europeans, that
the Japanese arts go back for their inner form to a common root, namely
Buddhism....Ido not mean Buddhism in the ordinary sense, noram I
concerned here with the decidedly speculative form of Buddhism, which, be-
cause of its allegedly accessible literature, is the only one we know in Europe
and even claim to understand. I mean Dhyana Buddhism, which is known in

Japan as “Zen.””’

No matter how one looks at it, the statement that “all Japanese arts can
be traced back to Zen” is an exaggeration. For example, ukiyoe (Japanese
woodblock prints) is a famous example of a Japanese art tradition, but it
cannot be connected to Zen. Kabuki and buyé (forms of Japanese drama
and dance), with their flamboyant styles, are a far cry from Zen. When
Herrigel says that Zen is the root of all Japanese arts, he is simply par-
roting the ideas of Daisetsu T. Suzuki (1870—1966). In Zen in the Art of
Archery, Herrigel says:

36. Sakurai, Awa Kenzo, 223.

37.1bid., 266.

38. Herrigel, Zen in the Art of Archery, 13.
30.1bid., 6.
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In his Essays in Zen-Buddhism, D.T. Suzuki has succeeded in showing that
Japanese culture and Zen are intimately connected and that Japanese arrt,
the spiritual attitude of the Samurai, the Japanese way of life, the moral, aes-
thetic, and to a certain extent even the intellectual life of the Japanese owe
their peculiarities to this background of Zen and cannot be properly under-
stood by anybody not acquainted with it.*

We can divine from the above passages that Herrigel, influenced by
D. T. Suzuki and driven by his own preoccupation with mysticism, tried as
hard as he could to detect Zen elements within Japanese culture. Regard-
ing his purpose in visiting Japan, Herrigel wrote:

Why I set out to learn the art of archery and not something else requires
some explanation. Already from the time I was a student, I had assidu-
ously researched mystical doctrine, that of Germany in particular. However,
in doing so I realized that I lacked something that would allow me to fully
understand it. This was something of an ultimate nature, which seemed as
though it would never come to appear to me, something which I felt I would
never be able to resolve. I felt as though I was standing before the final gate
and yet had no key with which to open it. Thus, when I was asked whether

I wanted to work for several years at Tohoku Imperial University I accepted
with joy the opportunity to know Japan and its admirable people. By doing
so I had the hope and welcomed the idea of making contact with “living”
Buddhism, and that thereby I might come to understand in somewhat more
detail the essence of so-called “detachment,” which Meister Eckhart had so
praised but yet had not shown the way to reach.”

I imagine that most Japanese, reading this, would feel quite pleased. To
think that Japanese culture possesses such wonderful aspects must con-
jure up feelings of happiness and pride. However, while Herrigel did not
undergo any actual Zen training during his stay in Japan, he wrote a lot
about Zen, and his writings were collected and published posthumously
in 1958 under the title Der Zen-Weg (The Method of Zen).* From these es-
says it is clear that Herrigel read extensively about Zen.

go0.1bid.,7.
41. Herrigel, “Die Ritterliche Kunst des Bogenschiessens,” 197—98.

42. Eugen Herrigel, Der Zen-Weg, comp. Hermann Tausend (Munich: Otto Wilhelm
Barth-Verlag, 1958).



68

] Chapter 3

In The Method of Zen, Herrigel relates an episode that led him to pas-
sionately seek out Zen after he arrived in Japan. Early during his stay in
Japan, when he was meeting with a Japanese colleague at a hotel, an earth-
quake occurred and many guests stampeded to the stairs and elevators:

An earthquake—and a terrible earthquake a few years before was still fresh
in everyone’s memory. I too had jumped up in order to get out in the open.

I wanted to tell the colleague with whom I had been talking to hurry up,
when I noticed to my astonishment that he was sitting there unmoved,
hands folded, eyes nearly closed, as though none of it concerned him. Not
like someone who hangs back irresolutely, or who has not made up his mind,
but like someone who, without fuss, was doing something—or not-doing
something— perfectly naturally . ...

A few days later I learned that this colleague was a Zen Buddhist and I
gathered that he must have put himself into a state of extreme concentration
and thus become “unassailable.”

Although I had read about Zen before, and had heard a few things about
it, I had only the vaguest idea of the subject. The hope of penetrating into
Zen—which had made my decision to go to Japan very much easier—
changed, as a result of this dramatic experience, into the decision to start

without further delay.”

The “terrible earthquake a few years before” probably refers to the
Great Kanto Earthquake in 1923. Amid the panic of everyone around him,
a single Zen practitioner sits unperturbed. This, indeed, was how the “ad-
mirable people” of Japan whom Herrigel was seeking were supposed to
act. “Yes,” Herrigel must have assured himself, “Zen practitioners who
have mastered Zen and achieved the Immovable Mind must be everywhere
here!” At the same time, Herrigel was completely oblivious to the fact that
the vast majority of the Japanese people at the hotel were thrown into a
panic by the earthquake. For Herrigel, the Japanese had to be special.

After this experience, Herrigel relayed his request to become Awa’s disci-
ple through his colleague at Tohoku Imperial University, Komachiya $6z6.
In 1924, Herrigel and Komachiya were both invited to teach in the Depart-
ment of Law and Letters that had been established at Tohoku Imperial
University the previous year and they took up their posts at the same time.

43. Herrigel, Der Zen-Weg, 126—27.
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Komachiya, who was fluent in German, must have been a good friend for
Herrigel.

As a favor to Herrigel, Komachiya made the arrangements for him to
become Awa’s disciple. Looking back on the situation at that time, Ko-
machiya wrote:

I think it was in the spring of 1926. Herrigel came to me and said, “I want
to study the bow. Please introduce me to master Awa.” The bow is difficult
to approach, even for Japanese. I wondered what caused him to want to try
his hand at it. When I asked him the reason he replied: “It has been three
years since I came to Japan. I have finally realized that there are many things
in Japanese culture that must be studied. In particular, it appears to me that
Buddhism, especially Zen, has exerted a very strong influence on Japanese
thought. I think that the most expedient way for me to get to know Zen is to
study kyado.”*

Awa was reluctant to accept a foreigner as a student, but Komachiya
subsequently prevailed upon him and Awa agreed to teach Herrigel on the
condition that Komachiya accept the responsibility of interpreting. Thus,
Herrigel began taking lessons from Awa once a week.

Here again, a question arises. When exactly did Herrigel become Awa’s
disciple? The true duration of Herrigel’s actual kyijutsu training hinges on
the answer to this question. This should be a very fundamental issue of
fact, but when the various accounts are compared, there are discrepan-
cies.

In his own writings Herrigel states that he became Awa’s student im-
mediately after arriving in Japan and spent nearly six full years training in
kyajutsu until he returned to Germany. He writes as though he was Awa’s
student throughout the whole six years he was in Japan, saying things like
“To be more precise, I shall try to summarize the six-year course of in-
struction I received from one of the greatest Masters of this art during my

4

stay in Japan”® and “More than five years went by, and then the Master

proposed that we pass a test.”** However, the figure of six years is sus-

44. Komachiya, “Herigeru-kun to yumi,” 69—70. The person who suggested to Herri-
gel that he study kyido is assumed to be Takeda Bokuyd (Tsunejird), the ikebana teacher of
Herrigel's wife who was associated with Awa.

45. Herrigel, Zen in the Art of Archery, 11.

46.1bid., 63.
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picious. First of all, Herrigel lived in Japan from May 1924 until August
1929, so the length of his stay in Japan was five years and three months.
Therefore, there is no possibility that he studied kydjutsu “for almost six
years” as he states.

In Komachiya’s reminiscence quoted above, he says, “I think it was
spring of 19026” when Herrigel asked to be introduced to Awa. The spring
of 1926 was nearly two full years after Herrigel had arrived in Japan. Not
only that, Komachiya relates that Herrigel told him that “It has been three
years since I came to Japan.” “Three years since I came to Japan” prob-
ably means “the third year since I came to Japan.” No matter how vague
Komachiya’s recollection might be, he would certainly not make a mistake
about whether he introduced his workplace colleague to his mentor just
after he met him or after a few years had passed.

There is another inconsistency regarding the length of time Herrigel
practiced kyijutsu in Japan. This is brought forth in the section in The
Method of Zen where Herrigel describes the episode of the Zen practitioner
being unperturbed by the earthquake. He says that this happened “shortly
after I arrived in Japan” while also saying how the “terrible earthquake a
few years before was still fresh in everyone’s memory.” The Great Kanto
Earthquake of 1923 occurred the year before Herrigel arrived in Japan, so
if the earthquake occurred “a few years before” Herrigel started training in
kyijutsu, Komachiya’s memory of Herrigel becoming Awa'’s student in the
spring of 1926 best matches the facts.

It seems most reasonable to conclude, then, that Herrigel trained in
kyajutsu for a total of three years from around the spring of 1926, the third
year after he came to Japan, until just before leaving Japan in August of
1929. If that is the case, then we are forced to conclude that Herrigel is tell-
ing a bald-faced lie about the most fundamental of issues—the duration
of his training.

A person who is familiar not only with kyijutsu but with Japanese arts
in general will easily be able to imagine what level a man past the age of
forty would be able to attain practicing once a week for only three years. In
spite of that, Zen in the Art of Archery, boosted by the widespread popularity
of D. T. Suzuki at that time, became an international bestseller, and so the
myth began its march around the world. In 1953, the eighty-three-year-
old Suzuki, impressed with Zen in the Art of Archery, went all the way to
Germany to visit Herrigel. Herrigel related to Inatomi Eijir6 (1897—1975),
one of the people who worked on the Japanese translation of Zen in the Art
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of Archery, that “just the other day Professor Suzuki came to visit and we
spent the entire day deep in conversation. It was most enjoyable.”¥

Zen in the Art of Archery continues to be reprinted. Nihon no kyujutsu
(“Die Ritterliche Kunst des Bogenschiessens”), however, has not been
widely published outside of Japan, even in Germany. Although the after-
words by Komachiya and the other Japanese people involved in this story
that appear in the Japanese-language versions of Zen in the Art of Archery
and Nihon no kyijyutsu have been partially translated into German, most
people outside of Japan are unaware of their existence. Thus, Herrigel’s
foreign devotees remain ignorant while what actually happened is obvious
to anyone who reads Komachiya’s text.

Consider the characteristics of the two protagonists. On one side was
Awa, who was trying to make kyijutsu into a religion, while on the other
side was Herrigel, who had no way of knowing about Awa’s idiosyncratic
nature. There was Herrigel, who was avidly seeking Zen, and Awa, who
by no means affirmed Zen. I believe that on the whole, we now have been
able to verify what the conversations between these two men were actu-
ally like.

If I were to venture an interpretation of the two mystical episodes that
lie at the heart of Herrigel's Zen in the Art of Archery, I would say this: they
constitute empty signs or symbols that emerged in the voids created by the
misunderstanding resulting from the faulty translation of “‘It’ shoots”
and by the coincidental occurrence in the “Target in the Dark” episode.
The French critic Roland Barthes (1915—1980) explained that this empti-
ness is the wellspring for the mythic function. The intentionality of in-
dividuals and the ideology of societies breathe meaning into these voids
and through this process we generate our myths. In Zen in the Art of Ar-
chery, the personal aims of Herrigel, who searched for Zen-like elements
in kydjutsu, gave birth to a modern myth. This is how Herrigel created his
version of “Japaneseness.”

The Japanese-language version of Zen in the Art of Archery, Yumi to zen
(Zen and the bow), is the culmination of a circular translation process
whereby Awa’s original words were translated from Japanese to German
and then back to Japanese, thus altering them to such an extent that it
is impossible to know what he originally said. As a result of reading this

47. Inatomi Eiji;‘é, “Herigeru sensei no omoide,” in Eugen Herrigel, Yumi to zen (Tokyo:
Ky5do6 Shuppan, 1956),15.
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book, even Japanese themselves have come to have a somewhat skewed

view of Japanese archery. Even Sakurai, himself a disciple of Awa, clearly
saw the main problem:

Awa did use the expression “bow and Zen are one.” Nonetheless, he did not
expound archery or his shado as a way leading to Zen. Regardless of how
Herrigel acquired that impression, today when many Japanese have the same
misunderstanding we should not place the blame on Herrigel. Rather the re-
sponsibility must be placed squarely on our own Japanese scholars who have

failed to clarify the difference between the arts of Japan and Zen.*®

How did this come to happen? It was because the image of Japan re-
flected in the mirror of Herrigel’s book was so ideal that almost no one in
Japan wanted to criticize it.

48. Sakurai, Awa Kenzo, 238.
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THE BLANK SLATE

Until now, the life story of the person named Eugen Herrigel has not been
well known. Why did he become interested in Zen even though he lived in
Germany? How did he acquire his knowledge of Zen? What did he study
and what sort of a life did he lead after returning to Germany? All of these
important questions have been shrouded in mystery.

Based on his history as introduced in his various writings, this is the
outline of Herrigel’s life:

+ Bornin 1884 in Lichtenau near Heidelberg

« Studied theology at Heidelberg University; later studied philosophy under
Wilhelm Windelbandt (1848—1915), Emil Lask (1875—1915), and Hein-
rich Rickert (1863-1936)

- Served in the army during World War I from 1914 to 1918.

« Returned to Heidelberg University after the war as a private lecturer of
philosophy

» Invited to Tohoku Imperial University as a lecturer and arrived in
Japan with his wife Auguste (1887—1974; often called “Gusty”) in May
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1924; lectured on philosophy while learning kydjutsu from Master Awa
Kenzo

« Returned to Germany in August 1929 and became a tenured professor at
the University of Erlangen

o Left Erlangen after the end of World War II lived a secluded life in
Garmisch-Partenkirchen

« Died of lung cancer in the spring of 1955

Even though Herrigel has had a profound influence on the discourse
on Japanese culture, only the scantiest details are known about him. In
particular, there is practically no information about his early years or the
period of his life that shaped his determination to travel to Japan. If we
look even more closely, we see that his career during one of the most im-
portant periods in modern German history is completely missing. This
gap is nothing other than the period of Nazi rule.

This seems very strange. For German scholars who lived through the
Nazi era, how they conducted themselves during that time is an extremely
delicate issue. There are even some scholars such as Martin Heidegger
(1889—1976) who were continuously censured for their participation in
the Nazi effort. The question of how scholars behaved during this time
is similar to the situation of a devoutly religious person who finds him
or herself being forced to choose between death or apostasy. How one re-
sponds in a situation where a life-and-death choice must be made reveals
where one truly stands.

Some members of the post—World War II European intelligentsia pub-
licized the fact that Herrigel had been a Nazi party member and censured
him severely for the opportunistic way he lived his life. For example, the
famous authority on Jewish mysticism, Gershom Scholem (1897-1982),
claimed that Herrigel was “a convinced Nazi” (this he had heard from an
old friend of Herrigel’s). He wrote that “This was not mentioned in some
biographical notes on Herrigel published by his widow, who built up his
image as one concerned with the higher spiritual sphere only.”’

Rodney Needham (1923—) argued that “the actual consequence, a few
years after he had assumed the position of professor of philosophy at the
University of Erlangen, was that Herrigel voluntarily joined the Nazis,”
and, presumably in reference to Herrigel’s denazification hearing, that “the

1. Gershom Scholem, “Zen-Nazism?” Encounter 16:2 (1961): 96.
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tribunal concluded, to its regret, that, since his resistance to the Nazis did
not satisfy the requirements of the law, it was unable to accede to Herri-
gel’s petition for exoneration.”

Furthermore, the Jewish scholar Zwi Werblowsky (1924—) stated in an
interview that Herrigel was “a convinced Nazi” and a “follower of Hitler.”’
Werblowsky was probably relying on what Scholem had written. However,
neither Scholem nor Needham produced any conclusive proof to back up
their claims. This gave some the impression that Herrigel’s connection
with the Nazis was just speculation.

In Japan there has been no discussion whatsoever about Herrigel’s
Nazi past. Even people who are thoroughly conversant with Herrigel's
writings would be shocked to hear that he had been a Nazi. The writings
of Scholem and Needham are not easily accessible to the average Japanese,
so what they wrote would have no way of becoming known in Japan.

However, among German researchers who are familiar with the Nazi
period, the rough outlines of Herrigel's Nazi connection are discussed
as semi-common knowledge. When I asked a scholar whose field was re-
search into the history of the University of Erlangen about Herrigel, the
first words out his mouth were “Oh, yes, he was a Nazi.” I remember being
rather shocked at the bluntness of his opinion of Herrigel.

The facts are these: Herrigel joined the Nazi party on December 5,1937,
and from 1938 to 1944, when the Nazi party controlled the German ed-
ucational system, he served as vice rector of the University of Erlangen
and then as rector from 1944 to 1945. These facts do not entirely match
the image of Herrigel as the person who introduced the West to the lofty
spirituality of Zen. That is probably why all evidence of Herrigel’s connec-
tion with Nazism has been excluded from the biographical information
included in his books, thus rendering the overall image of his life ambigu-
ous. Here, flitting in and out of hiding, can be seen the unspoken inten-
tion of a certain group of people to make sure that the image of Herrigel
the Nazi was not reflected in the mirror of Japanese culture.

Why has there been practically no research into Herrigel’s life, even
though nearly fifty years have elapsed since his death? The reason is be-
cause there is so little information about him. Another factor that blunted
the desire of researchers to investigate his life is the statement that, on the

2. Rodney Needham, Exemplars (Berkeley: University of California Press, 1985), 13.
3. “An Interview with R. J. Zwi Werblowsky: ZEN,” The Center Magazine 3:2 (March/April
1975): 61—70.
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verge of death, “knowing that he had not long to live, Herrigel ignored his
wife’s attempts to restrain him and burned voluminous quantities of his
manuscripts to ashes.”

It is probably true that Herrigel burned his manuscripts. However, I
never abandoned a faint hope that some information about Herrigel might
still be left in the files of the organizations to which he had belonged. When
I had the opportunity to go to Germany in the winter of 2000, I visited the
University of Erlangen and I was able to examine a great deal of material
on Herrigel. I next visited the archives at Heidelberg University where Her-
rigel had studied, and it was there that I stumbled upon a veritable treasure
trove of information. I could hardly believe my eyes when a pile of mate-
rial concerning Herrigel’s entire family, including a large quantity of Her-
rigel’s unpublished materials, was produced from the stacks of the library
and arrayed in neat rows on a desk in the reading room.” These materials
had been preserved and organized by Herrigel's nephew, who donated them
to the university in 1993 (hereafter, these materials will be referred to as
the Heidelberg documents). This nephew was the oldest son of Herrigel’s
younger sister. Herrigel was his godfather, and it appears that a portion of
Herrigel’s unpublished materials passed to him because he and Herrigel had
been especially close. Using the material in the Heidelberg documents as
clues, I would like to recover Herrigel's “erased” history and reveal the true
form and identity of the mirror which reflected Zen in the Art of Archery.

HERRIGEL'S EARLY YEARS

What follows is Herrigel's personal history according to the Heidelberg
documents.

Herrigel was born on March 20, 1884, in Lichtenau, near Heidelberg.
His father’s name was Gottlob (1850—1926) and his mother’s name was
Johann® (1850—1915). There were seven siblings in all: Oskar (1874—1934),
Hermann (1876—1932), Emma (1878—1946), Friedrich (1880—1886),

4. Shibata Jisaburd, “Shinpan e no yakusha koki,” repr. in Herrigel, Nihon no kyijutsu
(Tokyo: Iwanami Bunko, 1982), 117. Unless otherwise indicated, citations are to the 1982
edition. _

5.1 thank both Professor Wolfgang Schamoni of Heidelberg University and Ms. Mieko
Akisawa-Schamoni, who gave me suggestions and provided help with this research.

6. Johann is a male name; however, I have followed the spelling given in the original
document.
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Eugen (1884—1955), Else (1887~1977), and Hedwig (1894—1963) (since
Friedrich died young, they grew up as a family of six siblings.)

Gottlob Herrigel was an educator and an organist. When Eugen was
born, Gottlob was vice principal at the school in Lichtenau, but soon after,
he was transferred and the family moved to Number 6 Philosophenweg
in Heidelberg. The two-story house in which they lived was located on a
small rise surrounded by greenery, and had a nice view of the old city of
Heidelberg across the Neckar River.

Mutai Risaku (1890-1974), a philosopher and a professor at Keio
University, was a boarder at the Herrigel home from April to September
of 1926 while Herrigel was in Japan. The philosopher Takahashi Satomi
(1886—1964), who later became the rector of Tohoku University, was an
exchange student in Heidelberg at the time and arranged for Mutai to
board with the Herrigel family. Mutai remembers the area around Herri-
gel’s home: “The freesias, the chestnuts, and the cherries in the orchard are
all blooming and the clusters of wisteria are giving off their sweet scent—
it is the most beautiful time of the year, just when all of the most beautiful
flowers bloom at once. The grey thrushes are singing with their harmoni-
ous voices in the luxuriant hedges that still remain in the town, country
capital though it is.”” From the time he was a child until he came to Japan,
Herrigel lived in this beautiful house.

Gottlob was highly regarded as an organist and occasionally gave con-
certs at the Heiliggeistkirche in the center of Heidelberg. It appears that
when any important guest came to the church, Gottlob was asked to per-
form. He also published collections of stories. After Gottlob retired at the
age of sixty-five, he accommodated Japanese, French, and English over-
seas students at the Herrigel home and tutored them. Mutai was probably
among them. Eugen’s younger sister Else writes in her memoirs that “some
Japanese named Oe came to the house often to visit Eugen."8 Mutai, who
came to stay at the Herrigel home just as Herrigel was leaving for Japan,
left Heidelberg in September 1926 and went to study with Edmund Hus-
serl (1859—1938) of Freiburg. Gottlob died the same year on August 31, so
it is probable that Mutai left Heidelberg after attending the funeral.

7. Mutai Risaku, “Rytugaku jidai no Takahashi Satomi-san,” in Shisaku to kansatsu: Wakai
hitobito no tame ni (Tokyo: Keisoshobs,1968),170—79.
8. Dietrich Eugen Schopfer, “Meine Mutter Else Schopfer-Herrigel erzihlt von ihrem

Elternhaus,” typescript, Herrigel and Schopfer family history papers, Universitit Archiv
Heidelberg.
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After Gottlob’s death, the house in Heidelberg was sold to a university
professor and was later destroyed during World War II. The area where
Herrigel's house once stood is now occupied by a parking lot belonging to
the Physics Research Center at Heidelberg University. Only a few piles of
bricks remain in what appears to be the area that was once the old garden.

Oskar, the oldest of the Herrigel sons, was a minister. He was fluent
in Eastern languages in addition to Esperanto, and published a series of
newspaper articles on the life of Johannes Kepler (1571—1630). In his ca-
pacity as a minister, he also taught religion, as well as German, French,
and history at the Karlsruhe Gymnasium (a traditional German middle
school). The second Herrigel son, Hermann, also chose to become a min-
ister. The eldest daughter, Emma, was a French teacher and published a
book for the study of the language. The emphasis in the Herrigel home on
education and religion must have had a profound effect on the path Eugen
chose to follow and on his way of thinking.

Eugen, the third son, studied at the national elementary school and
then at the gymnasium, receiving his diploma in 1903. He continued on
to Heidelberg University and studied theology from 1907 to 1908 and
neo-Kantian philosophy from 1908 to 1913. He received his doctorate
studying under Wilhelm Windelbandt in 1913 and established a relation-
ship with Emil Lask. During World War I, he worked as a medic (1914—
1916), and from 1917 to 1918 he was a delegate of Imperial Commissioners
and Military Speculators. In 1923, he received his certification as a uni-
versity professor under Heinrich Rickert. At this time, he helped to proof-
read the anthology Zen: der lebendige Buddihismus in Japan (Zen—the liv-
ing Buddhism of Japan; 1925)° authored by Ohazama Shiei (1883—-1946;
an educator and later the principal of Seikei College) and edited by the
philosopher August Faust (1895—1945).

In 1929, after returning to Germany from Japan, Herrigel became a
tenured professor of philosophy at the University of Erlangen. From
1936 t0 1938, he was the head of the Philosophy Department. He officially
joined the Nazi party on May 1, 1937. His party membership number was
5499332. After becoming a party member, Herrigel rapidly rose through
the ranks at the university. He was vice rector from 1938 t01944, became
an official member of the Bayern Science Academy in 1941, and was rec-
tor of the University of Erlangen from 1944 to 1945. After the war, he was

9. Schuej Ohasama [Ohazama Shiei], Zen: der lebendige Buddihismus in Japan, ed. Au-
gust Faust (Gotha: Verlag Friedlich Andreas Perthes, 1925).
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demoted to vice rector on May 31,1945, and then to tenured professor on
January 14, 1946. Herrigel retired in 1948.
Herrigel wrote the following essays, which are virtually unknown:

“Die Aufgabe der Philosophie im neuen Reich” (The question of philosophy
in the new empire; 1934)"°

Nationalsozialismus und Philosophie (National socialism and philosophy;
1935)"

“Die Tradition im japanischen Volks = und Kulturleben” (The traditions
and cultural life of the Japanese people; 1941)"

“Das Ethos des Samurai” (The ethos of the samurai; 1944)"

Concerning his Japanese language ability, which was an issue in the
“Target in the Dark” episode, Herrigel plainly stated in the documents he
submitted to the district chief of the Nuremburg Provincial Education
Ministry on September 15,1943, that “my Japanese language ability is very
limited. I don’t have knowledge of the reading and the writing.”** These
documents substantiate the strong likelihood that a language barrier ex-
isted between Awa and Herrigel, as discussed in the previous chapter.

Now let us turn to Herrigel’s wife. It has been thought that Herrigel’s
wife Auguste accompanied him to Japan. She studied tkebana (flower ar-
ranging) in addition to kydjutsu and is known as the author of the book
The Way of Flowers (1958).” However, according to the Heidelberg docu-
ments, Auguste was Herrigel's second wife. Up until now this fact has been
completely unknown.

Herrigel's first wife was a baroness, Paula von Beulwitz (1893—1924),

10. Eugen Herrigel, “Die Aufgabe der Philosophie im neuen Reich,” Pfilzische Gesell-
schaft zur Férderung der Wissenschaften (1934): 26—32. (The author has not seen the text.)

11. Eugen Herrigel, Nationalsozialismus und Philosophie (1935), unpublished manu-
script, Collection of Universitatsbibliothek Erlangen-Nurnberg.

12. Eugen Herrigel, “Die Tradition im japanischen Volks = und Kulturleben,” in Kultur-
macht Japan, ed. Richard Foester (Vienna: Die Pause, 1942),14—15.

13. Eugen Herrigel, “Das Ethos des Samurai,” Feldpostbriefe der Philosophischen Fakultdt
3(1944): 2—14.

14. Letter from Eugen Herrigel to An den Herrn Bereichsleiter, des Gauschulungsamtes,
Niirnberg-O, September 15, 1943. Eugen Herrigel Correspondence/Papers, Collection of
Bundesarchiv, Berlin.

15. Gusty L. Herrigel, Der Blumenweg [The way of flowers] (Munich: Otto Wilhelm
Barth, 1958).



The Erased History {

and it was she who accompanied Herrigel to Sendai. It appears that she
was pregnant when they arrived in Japan, for on August 8,1924, less than
three months after their arrival, Paula gave birth to a daughter. Sadly, the
child was stillborn. She was given the name Ulla. Perhaps itwas due to the
strain of the long voyage to Japan in addition to the stillbirth, but five days
after giving birth, Paula herself passed away on August 13.

Herrigel never spoke about his first wife or the daughter he lost in
Japan. He must have kept it hidden away deep in his heart. The Heidel-
berg documents contain a photograph of Eugen together with Paula and
Ishihara Ken (1882—1976), a scholar of the history of Christianity who
later became the president of Tokyo Women'’s Christian University. Ishi-
hara certainly knew about Paula and Ulla. Since the deaths of Herrigel’s
wife and daughter occurred shortly after their arrival in Japan, it is likely
that very few people realized what had happened. Perhaps Komachiya was
one of those who was informed.

Herrigel married Auguste L. Seefried on September 16, 1925, one year
and four months after he came to Japan. The Heidelberg documents con-
tain a copy of the marriage certificate bearing that date, which was issued
by the mayor of Sendai. This means that the part of Herrigel’s personal
history that states that “Herrigel was invited to be an instructor at Tohoku
Imperial University and came to Japan with his wife Gusty”' is mistaken.

In Zen in the Art of Archery, Herrigel writes that he and his wife became
Awa’s students at the same time. Bearing this statement in mind, and con-
sidering the fact that Gusty married Herrigel in 1925, the Heidelberg doc-
uments bear out my thesis that Herrigel became Awa’s student in 1926,
two years after coming to Japan, and that he trained in kyijutsu for a total
of three years.

THE JAPANESE IN HEIDELBERG

The foregoing gives us a good overall picture of Herrigel’s personal history
before and after he went to Japan. Next, I would like to clarify why Herrigel
attempted to study Zen in Japan.”

16. Shibata Jisaburd, “Shinpan e no yakusha koki,” repr. in Herrigel, Nihon no kyi-
Jutsu, 114.

17. I referred to citations in the following articles by Niels Gulberg: “Eugen Herri-
gels Wirken als philosophischer Lehrer in Japan (1),” Waseda-Blitter 4 (1997): 41—66,
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In addition to Mutai and Takahashi, Herrigel had close and friendly re-
lations with a number of Japanese overseas students in Heidelberg, among
them Amano Teiyt (1884—1980), a philosopher and later the president of
Dokkyo University; Ishihara Ken; Kita Reikichi (1885—1961), a philoso-
pher and later a member of the lower house of the Japanese Diet who was
also the younger brother of Kita Ikki (1883—1937; a famous Japanese ultra-
nationalist); and Miki Kiyoshi (1897—1945), a philosopher, cultural critic,
and later a professor at Hosei University. Contrary to the commonly ac-
cepted story that Herrigel came to Japan and studied Zen, it was during
the Heidelberg period that Herrigel acquired considerable knowledge of
Zen through his association with these overseas students.

Miki was an overseas student in Germany from 1922 to 1925. Inflation
was rampant in Germany at that time, and this enabled Japanese overseas
students to live lives of luxury. They could buy all the books they wanted
and could hire instructors at Heidelberg University as private tutors. One
could even say that a kind of system developed whereby the Japanese over-
seas students supported the teachers in Heidelberg economically. In his
memoirs, Miki offers the following reminiscence:

Luckily—this word has a somewhat strange meaning here—1I was able to
buy all of the books I wanted during this time. Thanks to the unprecedented
inflation in Germany, we were unexpectedly able to live like millionaires for
a time. ... I translated an essay by Professor Hoffman and published it in
the magazine Shisé [Thought]. Because of the inflation, the German intelli-
gentsia were having economic difficulties at that time and so, thinking that
they would be happy with any amount of money for their work, I asked the
professor to write an essay. Because of the situation, all the young professors

gladly gave private lessons to the Japanese students."

It appears that Herrigel gave lectures to Miki on Lask’s philosophy. In
addition to Herrigel, Miki received private lessons from the scholars Her-
mann Glockner (1896—-1979) and Karl Mannheim (1893—1947).

The following people were among the Japanese whom Miki knew in
Heidelberg. All of these men, either singly or in groups, hired the profes-
sors and young lecturers of Heidelberg as private tutors.

and “Eugen Herrigels Wirken als philosophischer Lehrer in Japan (2),” Waseda-Blitter 5
(1998): 44—60.
18. Miki Kiyoshi, Miki Kiyoshi zenshit, Vol. 1 (Tokyo: Iwanami Shoten, 1966), 412—18.
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« Abe Jiro (1883—1959; philosopher, aesthetician, professor of Tohoku Im-
perial University)

+ Amano Teiyu

+ Ishihara Ken

. Ouchi Hydei (1888—1980; economist, professor of Tokyo Imperial Uni-
versity, president of Hosei University)

. Ohazama Shaei

. Obi Hanji (social education theorist, birth and death dates unknown)

» Kita Reikichi

« Kuki Shizo (1888—1941; philosopher)

« Kuruma Samez6 (1893—1982; economist, professor at Hosei University,
researcher at the Ohara Institute for Social Research)

« Kokushé Iwao (1895—1949; historian of economics, professor at Kyoto
Imperial University, rector of the Osaka University of Economics, presi-
dent of Okayama University)

+ Suzuki Munetada (1881—1963; theologian, philosopher, professor at To-
hoku Imperial University)

« Naruse Mukyoku (1884—1958; scholar of German literature, essayist, dra-
matist, professor at Kyoto Imperial University)

« Hani Goré (1901—1983; historian)

« Fujita Keizo (1894—1985; small business administration theorist, presi-

dent of the Osaka University of Economics)

According to Miki, Herrigel was of central importance for the Japanese
overseas students who had come to Heidelberg to study philosophy during
this period, leading reading groups that met at the lodgings of Ohazama
and Kita."”

According to Glockner’s memoir, Heidelberger Bilderbuch (A picture book
of Heidelberg; 1969),?° in addition to the aforementioned people, Herrigel
was also close with Akamatsu Kaname, Oe Seiichi and his younger brother
Oe Seizo, and Iwasaki Tsutomu.” The Akamatsu Kaname mentioned by
Glockner is probably the economist and professor at Hitotsubashi Uni-
versity of the same name (1896—1974), and Iwasaki Tsutomu is probably
the philosopher and professor at Waseda University (1900—1975). The
Oe brothers are most likely the “Japanese named Oe” mentioned in Herri-

19. Ibid.
20. Hermann Glockner, Heidelberger Bilderbuch (Bonn: H. Bouvier u. CO. Verlag,1969).
21.1bid., 231—32.
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gel’s younger sister Else’s memoirs.” It is probably safe to assume that Oe
Seiichi refers to the philosopher (also known as Oe Seishiro; 1897—?), and
that Oe Seiz refers to the scholar of the philosophy of science and profes-
sor at Nihon University (1905—72).

Herrigel formed his image of Japan and the Japanese through his as-
sociation with these students. Ishihara, who was in Heidelberg from 1921
to around 1923 wrote, “When I was in Heidelberg, we would gather to
conduct research into mysticism with Mannheim, who later became a pro-
fessor in Frankfurt; Herrigel, who went to Japan; Faust; and a community
minister.”?

The mysticism referred to here is the German mysticism of Meister
Eckhart. As Herrigel wrote in Zen in the Art of Archery, he had been ab-
sorbed in mysticism from his student days and had pursued academic re-
search in this area. However, he realized that he himself lacked something
that would enable him to understand it. It was with this state of mind that
Herrigel met and became friendly with the Japanese overseas students. In
particular, Herrigel believed that he had discovered the key to deepening
his understanding of German mysticism in the “Zen” that the Japanese
spoke about.

One of the Japanese students in Heidelberg was a man named Ohazama
Shuei, who wrote a Zen anthology together with August Faust.” As I men-
tioned previously, Herrigel helped with the proofreading. It is safe to as-
sume that Ohazama played a central role in Herrigel's Zen education.
However, there are a lot of gaps in our knowledge of Ohazama, and his
life is something of a mystery. He was born in 1883 in Yamagata prefec-
ture and graduated from the Number Two College in Sendai in 1904. After
graduating from the Philosophy Department of the College of Humani-
ties of Tokyo Imperial University in 1907 he worked variously as a teacher
at the Ibaraki Prefectural Tsuchiura Middle School, a professor at the Nii-
gata School of Medicine, and a professor at the Meiji Vocational School.
The Japanese Ministry of Education subsequently sent him to Germany
from 1921 to 1923 to study ethics and pedagogy. After returning to Japan,
he held successive posts as a professor at the Taisho Academy for East-
ern Culture and as the vice principal of Seikei College. Ohazama was also
a Buddhist layman who was affiliated with the Rinzai sect, and he had

22. Schopfer, “Meine Mutter Else Schopfer-Herrigel erzahlt von ihrem Elternhaus.”
23. Ishihara Ken, “Haideruberuku daigaku no omoide,” Ris6 87 (1938): 25—32.
24. Ohasama, Zen.
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his own Zen training hall, called the Takuboku-ry6, in Tokyo near Nippori
Station.”

Ohazama was a student of Shaku Sokatsu (1871—1954), who was a
disciple of the chief abbot of Engakuji temple in Kamakura, Shaku Séen
(1860-1919). Shaku Soen is well known as the teacher of D. T. Suzuki.
The German theologian Ernst Benz (1907—1978) described Ohazama as
“the religious instructor of a Rinzai layman’s group from 1942 until his
death.””® The Rinzai layman’s group mentioned here refers to the Ryobo-
kai (later the Ryobo Kyokai) established at the beginning of the Meiji
period by Imakita Kosen (1816—1892), the teacher of Shaku Scen. Many
prominent people, such as the politician Katsu Kaisha (1823-1899), the
politician and kendé master Yamaoka Tesshu (1836—1888), the philoso-
pher Nakae Chomin (1847—1901), D. T. Suzuki, and the novelist Natsume
Soseki (1867—1916) frequented the Ryobo-kai. Benz also refers to Herri-
gel as Ohazama’s disciple.

In Heidelberger Bilderbuch, Glockner describes his first meeting with
Ohazama:

A prominent religious figure, by no means young and with an old-fashioned
and ceremonial deportment, came to Heidelberg from Japan with a few fol-
lowers in tow and immediately set himself up as the central figure of a group
composed of like-minded countrymen. These men all were interested in
philosophy and studied very diligently, either asking to be admitted to Rick-
ert’s seminar, or if that was not possible, to at least be allowed to attend his

lectures so they could listen to and follow his teachings.”

Robert Sharf (1953—), a scholar of Buddhism, identifies a trait com-
mon to most of the people who have been involved with spreading Zen in
the West: they lack the training and qualifications required of legitimate
teachers and existed on the periphery of Zen religious groups in Japan.*®
This is a very penetrating observation. Ohazama was no exception.

25. Ohazama Shiei, Rirekisho [curriculum vitae] (1931), unpublished handwritten
manuscript, Collection of Seikei Gakuen Shiryokan; Nenkan jinbutsu joho jiten (Tokyo:
Nichigai Asocietsu, 1982),398.

26. Ernst Benz; Zen in westlicher Sicht (Weilheim: O. W. Barth-Verlag, 19 62), 66.

27. Glockner, Heidelberger Bilderbuch, 229.

28. Robert H. Sharf, “The Zen of Japanese Nationalism,” History of Religions 33:1
(1993): 40. :
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Ohazama’s followers introduced him to Rickert as “a high ranking Zen
priest who is the 79th generation in a direct line from the Buddha.”** Faust
also believed that at that time Ohazama already had a prominent position
in the Rinzai sect and that he had been “designated as the successor to the
present abbot.””° However, Ohazama was a layman, not a priest, and as for
being the successor to a Rinzai sect abbot, he was nothing of the sort.

Was Ohazama a charlatan? I do not think that is necessarily so. A de-
vout Buddhist would certainly want to count the generations from the
Buddha so he could determine his place in the line of transmission. While
Ohazama was not the successor to any Rinzai sect abbot, he was regarded
as the successor to Shaku Sokatsu within the Ryobo Kyokai, a layman’s
group with a proud tradition. Unfortunately, Ohazama died before his
teacher and was not able to succeed him.

Nishiyama Matsunosuke (1912—), a well-known scholar of Edo-period
culture, was a member of the Takuboku-ryo and received instruction from
Ohazama. Nishiyama offers the following reminiscence about his time in

the Takuboku-ryo:

The Zen that Master Sokatsu transmitted to Senior Layman Chikudé
[Ohazama’s Zen name] was a layman’s Zen which had severed its relations
with the temple and did not curry favor with power or wealth. It was truly
filled with courage and with a clear and unpolluted purity.”

According to Glockner’s recollection, “It was as though Herrigel's
friendship with Ohazama was predestined.””” This was quite a contrast
to Hoffman, who showed no interest in the Japanese. Glockner also says
that “both of them got on famously and were friends almost from the first
time they met. Not only did Ohazama, who was more wealthy than nor-
mal, invite Herrigel on a grand tour of Germany he took on his vacation,
he arranged for Herrigel to be a professor at Tohoku Imperial University
in 1924.”” This is what Glockner says, but the only point of contact that

29. Glockner, Heidelberger Bilderbuch, 229.

30. August Faust, “Vorbemerkung des Herausgebers,” in Ohasama, Zen, xii.

31. Nishiyama Matsunosuke, “Meguriai: Rokoji no sei naru jissen ni odoroki: Ohazama
Shtei-sensei,” Mainichi shinbun, July 29, 1981.

32. Glockner, Heidelberger Bilderbuch, 230.

33. Ibid.
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Ohazama had with Tohoku Imperial University was the fact that he grad-
uated from the Number Two College.’ It is unlikely that Ohazama was in
a position to arrange for a teaching post at Tohoku Imperial University.

Glockner says that “it is true that Ohazama was an eccentric, but he
was worthy of respect.” Kita Reikichi also praised his character. Kita and
Ohazama were teachers together at the Ibaraki Prefectural Tsuchiura
Middle School, and they were closer than brothers. According to Kita,
Ohazama was so religious that the housewife at the home where he lodged
in Heidelberg called him “heaven sent,” and ministers referred to him as
“a model Christian.” He relates how Ohazama, seeing as how the exchange
rate had made them rich, said that the Japanese overseas students should
be kind to the Germans and share life’s bounty with them, and that “he
always had chocolate in his pocket for the neighborhood children, he
shared his meat with families in the community, and in response to the
children’s requests he would let them ride on his bicycle, and, observing
how happy it made them, would be as delighted as if they were his own
flesh and blood.””

Once or twice a week Kita and Ohazama would host evening get-
togethers for several university instructors and their wives. Herrigel was
a fixture at these events. In June of 1922, Kita gave a lecture on Zen in re-
sponse to a request from Rickert, and he asked Herrigel to proofread the
text of the lecture. Kita remembers that “Herrigel himself, who proofread
the text, responded with great enthusiasm because of his natural affinity
to mysticism”; “I explained that the distinguishing characteristic of Zen is
its unique method of uniting contemplation and action,” and “Professor
Herrigel, who was in attendance, said that there had never been a seminar
like it.”*® This testimony reveals that Herrigel learned about Zen from Kita
as well as Ohazama.

There is also proof that Herrigel was directly influenced by Ohazama
and his circle while he was forming his image of Zen. Herrigel referred to
Japanese Zen as “living Buddhism.””” Herrigel probably got this expres-

34. Number Two College served as a preparatory school for Tohoku Imperial Univer-
sity.

35. Kita Reikichi, Tetsugaku angya (Tokyo: Shinchosha, 1926), 314—15.

36.1bid., 70—-74.

37. Herrigel, “Die Ritterliche Kunst des Bogenschiessens” [The chivalrous art of ar-
chery], Nippon, Zeitschrift fiir Japanologie 2:4 (1936):198.

89



90

] Chapter 4

sion from the book written by Ohazama and edited by Faust— Zen: der
lebendige Buddihismus in Japan (which translates to Zen: the living Bud-
dhism of Japan).”®

Kita also discusses the details of how he used his influence to secure a
position for Herrigel at Tohoku Imperial University:

There were various reasons for Herrigel’s posting to Japan. With the out- |
break of the Great War, Herrigel was sent to the French front as a paymaster
attached to headquarters. Due to his length of service he contracted pneu-
monia which damaged his health, but luckily he was never wounded. After
peace was concluded he continued for a long time with his military service
due to the unfinished business of demobilization. As a result, he was away
from the university for six years. He got his degree before the war, but it was
during the time I was in Heidelberg that he became a private lecturer. His
mentor Lask had been killed in the war, he had been unable to study for six
years, and his life as a private lecturer was wretched. He had made many
Japanese friends and to him Japan was becoming the country of his dreams,
and he really hoped to be able to go there to quietly formulate his own sys-
tem and to teach German philosophy. We brought this matter to the atten-
tion of Professor Sawayanagi who was visiting Germany at that time, and in
a spirit of what could be called chivalry, he took Herrigel under his wing and
mediated with Tohoku Imperial University on Herrigel's behalf.””

Like Ohazama, Kirta too says that he used his influence to secure a teach-
ing position for Herrigel. However, it is much more reasonable to think that
the people who invited Herrigel to Japan were Abe and Takahashi of the
Heidelberg Overseas Student Group, who were in the Tohoku Imperial Uni-
versity Faculty of Law and Letters when Herrigel took up his post there.

Clearly, Herrigel was a person of some significance for the Japanese
overseas students, and they thought highly enough of him to secure a
post for him in Japan. However, while Herrigel was popular with the Japa-
nese, he was not universally liked by everyone in his own circle. Faust, for
example, had a low opinion of Herrigel and was critical of his character.
This can be cleatly seer: from the following opinion he voiced to Glockner,
which Glockner recorded in Heidelberger Bilderbuch.

38. Ohasama, Zen.
39. Kita, Tetsugaku angya, 320.
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According to Faust, Herrigel won Ohazama’s complete confidence, even
though Herrigel isn’t worth even half that much. He says that this is because,
essentially, Herrigel wheedled his way into the confidence of the Japanese
students and is using them for his own purposes, just as he did with Pro-
fessor and Mrs. Rickert. “Herrigel makes everything sensational. He tailors
everything so that it makes a deep impression on that Ohazama. But truth be
told, that middle-aged man [Ohazama] wants to do exactly the same thing.
He’s an instigator himself. When you come right down to it, they’re two peas
in a pod and they put on a show just like they do with Rickert. When Rickert
and I are walking together, he will put on their little comic shows for me one
after the other and he will get a great laugh out of it all over again. I'm sure
he will do the same with you if he sees his chance! They're born actors, those
three. But you saw yourself today with your own eyes that Ohazama is just a
harmless comedian. And Rickert, like a lot of people who are very talented,

is just like a big child in some ways. But Herrigel is just the opposite of that.
This may sound to you like nothing but mudslinging on my part, but there is
nothing childlike about Herrigel, and he has no lack of guile. If you say he’s
putting on a show, the truth of it is that he is always putting on a show and

he is always coolly calculating the effect it will have. That’s what makes me so

angry!4°

Itappears from this that Glockner shared Faust’s opinion of Herrigel. If
not, why would he go to all the trouble of relating what Faust said? Glock-
ner was one of Herrigel's acquaintances, so the fact that he was in agree-
ment with such an extreme view of Herrigel is an important point. Faust
was not alone in his views. Faust continued with his criticism of Herrigel:

When I think about how Herrigel told all those tales to Rickert for so many
years, just like he is doing with that Zen high priest, I am reminded of the
great impostor Cagliostro and his henchmen! Did Professor Rickert tell you
about the story Herrigel made up about the surgery ward during the war?
Has he told you about how Herrigel took a pistol and struck a tiny pebble
with a bullet from a distance of ten meters in order to get a rival of his to call
off dueling with him? It’s like reading a novel by Alexandre Dumas! And now
that big blowhard is trying to swagger around and do the same thing with

141

philosophy

40. Glockner, Heidelberger Bilderbuch, 234.
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What sort of a relationship did Glockner and Faust have that they could
engage in this sort of conversation? Amano, who lived in Heidelberg from
1923 to 1924, writes that “while Herrigel went to work at Tohoku Imperial
University in 1924, Glockner and Faust lived at the Rickert home. Hoff-
man lived nearby and they went back and forth to see each other all the
time and studied the classics together as well.”* Since Glockner and Faust
were fellow live-in disciples sharing a roof with their teacher, they prob-
ably had a close relationship where they openly discussed their deepest
feelings with one another.

Regarding the plan to publish a book with Ohazama, Faust told Glock-
ner that “I am most assuredly not doing this to create anything sensa-
tional. I just want to clearly understand what ‘Zen’ is.” Thus, Faust’s mo-
tivation for editing Zen: der lebendige Buddihismus in Japan seems to have
been a sincere desire to investigate Zen. Faust went even further, saying,
“Herrigel would absolutely never take upon himself that kind of demand-
ing and troublesome work. That'’s because it would be a problem for him if
Zen were to be clearly explained. Zen must remain ambiguous. That's be-
cause Herrigel is trying to take advantage of that ambiguousness. Do you
understand?”

Herrigel and Faust were rivals under Rickert, so it is important to recog-
nize the fact that these are words spoken by someone who regarded Her-
rigel with hostility. Even given that, however, the fact that an associate of
Herrigel had such a bitter opinion of him cannot be ignored. Seeing as
how Glockner recorded Faust’s words in his memoirs, we must also con-
clude that he endorsed what Faust said.

The fact of the matter is that Herrigel only helped with the proofread-
ing of Faust and Ohazama'’s book to a very minor degree, and the extent
of his contribution is unclear. However, Herrigel and Ohazama remained
on good terms. This suggests that there was a struggle between Herrigel
and Faust over who was in charge of publishing Ohazama’s book, and that
Herrigel gave way.

Ohazama stayed in Germany from September 1921 until around Oc-
tober 1923. Herrigel went to Japan in May 1924, and Ohazama and Faust
published their book on Zen in 1925. If we knew what transpired between
Ohazama and Herrigel during this time, we should be able to understand
the interpersonal relationships surrounding the publication of this book.

The Heidelberg documents contain a copy of a letter that Herrigel

42. Amano Teiyd, “Haideruberuku gakuha no hitobito,” Risé 87 (1938): 39.
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sent on May 13, 1924, shortly after he arrived in Sendai. The opening line
simply says, “My Dear Professor,” so we do not know to whom it was ad-
dressed. There is a strong likelihood that it was sent to a professor at the
University of Heidelberg, most likely to Rickert, Herrigel’s mentor.

After relating how Ishihara had come to meet him when his ship ar-
rived in Kobe and describing how he had seen Mount Fuji and the after-
math of the Great Kanto Earthquake on the train trip to Sendai, Herrigel
discusses Faust and Ohazama’s book:

First of all, I contacted Ohazama from Kobe and told him that since his book
is in the process of being printed he must send you the telegram he promised
right away. He sent me a letter in which he sincerely apologized for having
not yet sent the telegram. His teacher is of the opinion that he [Ohazama]
needs to train in Zen for another ten years before thinking about publishing
such a book. I replied to Ohazama right away and tried to put his mind at
ease. I told him the book was already in the process of being printed and that
it was too late to stop it. His teacher’s words were in reference to a “bigger”
book and were not directed at this “small” overview. I wrote him another let-
ter and I hope that we will be able to get his agreement before long. He gave
me the rights to publish his book, so he was obligated to inform me right
away if he changed his mind. He did not do that—I wrote him and told him
s0—so it was too late to stop the printing. Therefore, I hope that the prom-
ised telegram which delegates the editorial rights to Faust will have arrived

before this letter reaches you.

What is written here seems to be of great import, but since the context
is not clear we can only surmise what is going on. It appears that before
Herrigel went to Japan, the draft for Zen: der lebendige Buddihismus in Japan
had been sent to Ohazama, who had already returned to Japan. Herrigel
was waiting for Ohazama’s response, but it never came, so Herrigel went
ahead with the publication without Ohazama’s final approval. Ohazama
consulted with his Zen teacher— probably Shaku Sokatsu—about pub-
lishing a book about Zen in German, but he did not receive a favorable
response. Herrigel was prepared to try again to convince him, but perhaps
he wanted the book to be published immediately with Faust as the editor.
This can also be interpreted to mean that Herrigel thought that while he
really should have been given credit as the editor, he wanted Faust alone to
be identified as the editor, since it looked as though the publication of the
book might be problematic.
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This kind of behavior on'Herrigel’s part must not have sat well with
Faust. Faust was suspicious of Herrigel’s intentions, saying, “that’s be-
cause it would be a problem for him if Zen were to be clearly explained.
Zen must remain ambiguous.” His criticism that Herrigel was trying to
take advantage of that “ambiguousness” accurately hints at Herrigel’s sub-
sequent behavior. Zen: der lebendige Buddihismus in Japan is a serious an-
thology that would only appeal to dedicated scholars of Zen. The German
text has not been translated into any other language.

In contradistinction to that, the Zen that Herrigel subsequently intro-
duced after his visit to Japan created a sensation in intellectual circles. Just
as Faust feared, Herrigel got the maximum benefit from the ambiguous-
ness of Zen as seen from the West. In sum, Herrigel’s book became known
all over the world, while Faust’s serious work faded into oblivion.

HOMECOMING AND THE NAZIS

Thus Herrigel went to Japan harboring the desire to be the one who would
introduce Zen to the West. After completing his term of service at Tohoku
Imperial University, he returned to Germany in 1929; in September of the
same year, he became a tenured professor of philosophy at the University
of Erlangen.

Four years later, in 1933, Adolf Hitler (1889—1945) seized power in Ger-
many. In July of the same year, it became a requirement to begin classes at
the university with the Nazi salute. Herrigel also pledged that “I will be
loyal and obedient to the leader of the German empire and people, Adolf
Hitler.” Herrigel's written oath containing this statement, dated August
20,1934, is in the archives of the University of Erlangen. It is the day after
Hitler assumed the post of fihrer, which combined the positions of prime
minister and president.

On December 13, 1934, the Imperial Ministry of Education promul-
gated the Regulations for Awarding the Qualification of University Pro-
fessor. These regulations stipulated that a candidate’s Nazi worldview and
loyalty to the empire had to be investigated before that person could be
qualified as a university professor. Under the Imperial Ministry of Educa-
tion’s University Management Consolidation Directive of April 1,1935, the
right to fill all university posts was centralized under the Imperial Minis-
try of Education. In addition, the German Civil Servants Law of 1937 gave
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the governors of the states the right to dismiss any civil servant who did
not swear loyalty to the empire. According to the research conducted by
Yamamoto Ya (1930—), out of a total of 7758 university instructors in all of
Germany at the beginning of 1933, 3,120 of them left their posts between
1933 and 1938.%

As previously mentioned, as the Nazis progressively tightened their grip
on the universities, Herrigel rose through the ranks, becoming head of the
Department of Philosophy in 1936, vice rector in 1938, and rector in 1944.
This fact is noteworthy. In a climate where right-minded scholars were
leaving the universities in droves, only a person who had ingratiated him-
self with the Nazis could hope to climb as high as rector. This fact alone,
however, does not justify immediately branding Herrigel a scoundrel. It is
necessary to thoroughly investigate how Herrigel conducted himself as a
member of the university in the midst of this great historical upheaval.

The Heidelberg documents contain a valuable source that is a great
help in understanding Herrigel’s relationship with the Nazis. This is a let-
ter written after the war by Herrigel himself in which he explains his rela-
tionship to the Nazis in an attempt to clear his name (hereafter referred to
as Herrigel's Defense). After the war, everyone who had held a public post
under the Nazi regime was required to explain their relationship with the
Nazis in order to clear themselves of any wrongdoing. Herrigel’s Defense
was probably written at that time. Judging from the date on some attached
documents, Herrigel wrote it sometime between March and November of
1947.

The following is a summary of its contents. A full translation can be
found in the appendix. Herrigel prefaces his self-defense with these words:

The fact that during the last five months of the war I served as rector of the
University of Erlangen suggests my inclusion in group II (activists, milita-
rists, profiteers). I can present evidence that this legal assumption does not

apply to me.

His letter consists of six typewritten pages, to which are appended signed
testimonies from twenty-one witnesses who corroborate Herrigel’s state-
ment (the testimony of one witness is missing). The letter is divided into
the following sections.

43. Yamamoto YG, Nachizumu to daigaku (Tokyo: Chuké Shinsho, 1985), 31.
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I How I Became Rector

II How I Administered the Office of Rector

IIT My Attitude as Rector during the Last Months of the War Was Consis-
tent with My General Attitude during the Years 1933—45

IV Cooperation with the Military Government

First of all, Herrigel describes the particulars of his appointment as rec-
tor as follows. He was surprised when he was appointed to succeed the
previous rector, Hermann Wintz (1887—-1947) at the time of Wintz’s dis-
missal by the Imperial Minister of Education, Bernhardt Rust (1883—
1945). This was because, he says, “I was still a provisional party member
only (without membership book)” and also because the procedure for se-
lecting rectors in the Bayern region at that time required taking into con-
sideration the opinions of the head of the association of lecturers, the
head of the district, and the head of the province. The outgoing rector
appointed Herrigel to succeed him without following the usual protocol.
This implies that Herrigel was thoroughly acquainted with conditions at
the university and that the outgoing rector trusted him implicitly.

Herrigel also states that he did not join the Nazi party voluntarily, but
that he had been required to do so in the fall of 1937. The reason he did not
refuse is because he was worried that it “would have had an extremely un-
favorable effect” on the university if he did not join. He decided to become
rector because he thought that if he did not, someone who was “willing to
dance to the tune” of the head of the association of lecturers and the head
of the province would be given the post. He also emphasizes that he did
not become rector “out of ambition or a craving for recognition.”

During the war, Herrigel was asked three times to allow 2,500—3,000
refugees to reside at the University of Erlangen. Asking Herrigel to take
in large numbers of refugees was tantamount to asking the university to
close its doors. Rector Herrigel rebuffed these requests, which enabled
him to protect the university, but he was criticized as an “‘intellectual who
acted heartlessly toward comrades (Volkgenossen) in bitter need.”

Towards the end of the war, Herrigel conspired with an army lieutenant
colonel to kill the head of the district who was advocating fighting to the
end, but the plot failed and the colonel was arrested by the Gestapo. Her-
rigel states that if the occupation by the American army had come a few
weeks later, he himself would have been in danger. He also claimed thathe
was an “‘activist, however, not for but against Hitlerism.”
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Concerning Nazi ideology and his attitude towards Jews, Herrigel ex-
plains himself as follows.

His family doctor had been a Jew.

» Heawarded a Jewish student a PhD with the highest possible grade.
He permitted a mixed-race Jewish student to attend the university and
supported him financially.

« He did not remove books by Jewish philosophers from the philosophy
department library.

« He discussed the teachings of Jewish philosophers in his lectures and
seminars.
He did not test students on their Nazi worldview when he administered

the state examinations.

Finally, Herrigel writes that “In my lectures and tutorials I took great pains
to apply utmost objectivity and not to give any room to the Nazi ideology,”
and that he cooperated willingly with the Occupation forces and gained
their trust.

This summary of Herrigel’s Defense clearly illustrates the delicate po-
sition in which Herrigel found himself during the turbulent period after
the war ended. However, there are some points in the defense that are at
variance with the facts. Herrigel says that when he was appointed rector
of the University of Erlangen he was “a provisional party member only
(without membership book).” However, a copy of Herrigel’s party mem-
bership book is among the documents from the old Berlin Document
Center, which are now housed in the German National Archive. Just as
Herrigel describes, it is dated December 5,1937 (though Herrigel actually
joined the party on May 1,1937). An additional letter written in Herrigel’s
hand and signed by him informing the rector at that time that he had
been issued a party membership book is in the collection of the Univer-
sity of Erlangen.

How should the discrepancies between Herrigel’s Defense and these
surviving documents be understood? Under the circumstances prevail-
ing at that time, being a Nazi party member would certainly confer ad-
vantages in every aspect of life, including positions at the university. It
is hard to believe that Herrigel would be ignorant of whether his party
membership was provisional or not. Herrigel himself informed the rector
of the university that he had a party membership book, and yet after the

O



08

} Chaprer 4

war was over, he reversed himself and wrote in his defense that he was
“without membership book.” There can be no doubt that Herrigel is lying
here as well.

Herrigel insists repeatedly that his joining the Nazi party and becom-
ing rector were not done for his own sake but for the sake of the university.
However, it is an incontrovertible fact that his membership in the party
aided his career advancement.

Herrigel's thrice-repeated refusal to take in large numbers of refugees
is a problem as well. I cannot help but be disturbed by his refusal to help
his fellow Germans displaced by the war. In modern parlance, this might
perhaps be considered a “crime against humanity.” Italso goes against the
Buddhist teachings which Herrigel professed to admire. Just how persua-
sive really is Herrigel’s explanation that his refusal to allow the refugees
into the university protected a place of learning?

Herrigel’s rival Faust was also deeply involved with the Nazi party.
Amano Teiyt writes that “the advent of the Nazis completely changed the
situation in Germany, and it was inevitable that this wave would reach
the students in their intimate and peaceful group. Harmony between the
somewhat free-thinking Hoffman and the intensely nationalistic Faust
was utterly impossible.”*

Faust also joined the Nazi party in 1937, but he was much more extreme
than Herrigel. According to a report about him written in the same year by
the Guidance Division of Baden Province:

From the beginning of the National Socialist revolution, he immediately
became actively involved in the movement. Faust was Fachschaftsleiter [the
leader of a specialty division] of the teachers, and held the equivalent office
for social questions for the Hitler Youth. His willing actions and his collabo-

ration are recognized without exception by the acts of the party."45

Faust committed suicide in the closing days of the Nazi regime.

44. Amano Teiyd, “Haideruberuku gakuha no hitobito,” 39.
45. Quoted from Victor Farias, Heidegger and Nazism, ed. Joseph Margolis and Tom

Rockmore; trans. Paul Burrell, Dominic Di Bernardi, and Gabriel R. Ricci (Philadelphia,
PA: Temple University Press, 1989), 259.
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FROM THE END OF THE WAR TO RETIREMENT

Having received Herrigel's Defense in December 1947, the denazification
court at Erlangen concluded that Herrigel had not been a committed Nazi.
On the other hand, it found him to be a Mitliufer (passive fellow traveler)
whose resistance to the Nazis had been insufficient to clear him of guilt.
The fact that Herrigel had to write a letter to defend his actions would
seem to substantiate his Nazi connections. The Occupation’s denazifica-
tion effort is considered to have formally ended in March 1948. Herrigel’s
trial took place towards the end of denazification activities. A record of his
trial is included in the Heidelberg documents.

The severity of the punishment meted out to German war criminals
differed from district to district depending on which army occupied that
district. According to Yamamoto Ya, the percentage of “extremely guilty,”
“guilty,” and “accessory” in American-occupied districts such as Erlangen
was 13.7 percent, which was higher than in other districts. This resulted
in the dismissal of a large number of university instructors, which in turn
lowered the quality of education. Occupation authorities were forced to
change their policy and to gradually allow the teachers who had been dis-
missed to be reinstated.*® Herrigel was not reinstated, and he retired to
the resort town of Garmische Partenkirchen in southern Germany where
he spent the remainder of his life.

The Occupation forces confiscated the new home that Herrigel had
built in Erlangen in August 1945, and the Herrigel family moved to 19
Schuhstrasse, Erlangen. Herrigel’s old house is still there, in a prime area
of Erlangen, and people are still living in it. Shibata Jisaburo, the trans-
lator of “Die Ritterliche Kunst des Bogenschiessens” (first in the article
“Kyujutsu ni tsuite” and later in the book Nihon no kyujutsu), describes the
circumstances surrounding the house:

In the defeated Germany right after World War II, the naked power of the
victors was rampant everywhere, just like it was in Japan. The American army
suddenly requisitioned the new house that Herrigel had just built in Erlan-
gen and looted much valuable property. Among this property were many
irreplaceable keepsakes from Japan, including the bow that Herrigel had

46. Yamamoto, Nachizumu to daigaku, 177—78.
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received from Master Awa. Herrigel, resigned to the looting of his property,
left Erlangen in 1951 in a philosophical frame of mind.”

However, the facts revealed in surviving documents tell a somewhat
different story from the one Shibata relates. At the University of Erlangen
there is a document that shows that Herrigel received a substantial loan
from the university when he built his house. Thus, one way to interpret
what happened is that the Occupation forces viewed the house as the of-
ficial residence of the rector of the university and requisitioned it on that
basis. Moreover, the Heidelberg documents contain evidence that shows
that in December 1955, subsequent to Herrigel’s death, back rent was paid
on the house dating all the way back to August 1945 when the house was
requisitioned.

In addition, it can be seen from Herrigel's Defense that Herrigel had
numerous discussions with the Occupation forces regarding his treat-
ment. Itis questionable whether Herrigel “left Erlangen in a philosophical
frame of mind.”

The bow that Herrigel received from Master Awa, which was report-
edly stolen, is now housed at Engakuji temple in Kamakura. As to why
Herrigel's bow is at Engakuji, Sakurai Yasunosuke wrote that it was sto-
len when the Occupation forces requisitioned the house, but that it was
miraculously returned thanks to Mrs. Herrigel's efforts.*® Der Zen-Weg (The
Method of Zen) was created from manuscripts that Mrs. Herrigel retrieved
from the storeroom of their old house, so it is probably true that Mrs. Her-
rigel put a lot of effort into recovering Herrigel'’s old possessions.

However, the Heidelberg documents contain a form which Herrigel
submitted to the Erlangen police department on February 9, 1947, stat-
ing that he owned a Japanese short sword and bow. In short, Herrigel
apparently remained in possession of his Japanese keepsakes when his
house was requisitioned. If he took a Japanese bow with him at that time,
it seems most natural to assume that it was the bow he received from Awa.
Thus, it is possible that Herrigel himself had Awa’s bow in his possession
the entire time.

Why, then, were the manuscripts that were later published as Der Zen-
Weg left at the house? The fact that Herrigel burned his papers when he

47. Shibata, “Shinpan e no yakusha kéki,” 116—17.

48. Sakurai, Awa Kenzo: Of naru sha no michi no oshie (Sendai: Awa Kenzd Sensei Seitan
Hyakunensai Jikko linkai, 1981), 301.
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realized he was dying suggests that he considered the manuscript to be of
no importance. I do not know the quantity involved, but generally speak-
ing, books and papers are heavy and bulky. Rather than being unable to
take all of his manuscripts because the requisition was so sudden, it seems
more likely that Herrigel discarded the manuscript because he had no
use for it. In any case, a student of Herrigel entrusted the bow to Suhara
Koun (1917-), a priest of the Zokutdan at the temple of Engakuji and a
Daishadokyo-style archer, and so Awa’s bow was brought back to Japan.

In the Heidelberg Folk Art Museum, there is a traditional Japanese cos-
tume with family crest and a bag for storing a short sword that Kinoshita
Seitard (1865—1942), a member of the lower house of the Japanese Diet,
presented to Herrigel on the occasion of his return to Germany.* The fol-
lowing statement, written in classical Chinese with black ink, appears on
the inner sword bag:

The thirty-first of August, fourth year of Showa [1929]. The German profes-
sor of philosophy Mr. Herrigel has completed his term of service and is leav-
ing Imperial Japan to return to his country. Even though great distances may
lie between us, our mutual love and duty will ever remain unchanged as they
were when he was here in the Empire. As a keepsake, we hereby present him
with a famous Bizen sword, filled with the spirit of Japan, made by Kiyonori

of Yoshii-zumi.

It is probable that the short sword that Herrigel had, along with the
bow, was presented to him in this sword bag. The short sword was judged
to be “useless” by a second lieutenant of the Occupation forces and so
Herrigel was permitted to keep it. Unfortunately, the whereabouts of this
sword by the smith Kiyonori are unknown. Herrigel owned two other Jap-
anese swords, but these were requisitioned along with the house. I was un-
able to find any documents that supported the accepted story that the bow
was confiscated and that Herrigel's widow recovered it after his death.

These facts seem to indicate that somewhat extended negotiations took
place between Herrigel and the Occupation forces at the time the house
was requisitioned. Shibata’s description of the circumstances includes
the phrase “Herrigel was resigned to the looting of his property,” but this
seems overly melodramatic, as though Shibata was attempting to make
Herrigel into a tragic hero.

49. I thank Professor Inaga Shigemi for his suggestion to visit this museum.
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In sum, when one carefully analyzes the surviving documents regard-
ing Herrigel, one can glimpse the presence of a force that was attempt-
ing to erase Herrigel’s Nazi connections and present him in a way that
conformed to a certain image. Let me give one concrete example of how
elements that would remind readers of Herrigel's Nazi connections have
been expunged from his record. The first German edition of Der Zen-Weg
opens with a reprint of Herrigel’s obituary. The obituary states that Herri-
gel was the rector of the University of Erlangen and that his actions saved
the town from destruction. Readers of this obituary would instantly real-
ize that Herrigel had been rector—an important and powerful position at
the university—under the Nazi regime.

For some reason, the obituary was omitted beginning with the publica-
tion of the second edition of Der Zen-Weg (1964). The English and Japa-
nese translations were not based on the first edition and thus were read
around the world without Herrigel’s obituary.

As can be seen from this incident regarding Herrigel's obituary, Her-
rigel’s translators and publishers hid every single piece of information re-
lated to him and the Nazis. Herrigel had supposedly penetrated into the
heart of Zen with its lofty spirituality and had introduced it to the West.
Without a doubt, they did not want anyone to know that he had been a
Nazi.

The Zen scholar Brian Victoria (1939—) harshly criticizes prominent
Japanese Zen priests for the way in which they enthusiastically embraced
militarism and then covered up that fact after the war.® Zen and the
war—this is a negative aspect of Japan’s history that the Japanese have
kept hidden. We have tried hard to keep the war from being reflected in
the mirror of Zen and have done our best to not think about it. If others
interpret this as suppressing the facts, we have no one to blame but our-
selves. This is just as true in Herrigel’s case.

However, no one ordered anyone to conceal anything. Scholem ascribes
this phenomenon to the workings of a common, unspoken will to create
an image of Herrigel as a spiritual man.” What gave birth to this unspo-
ken, shared desire to create a particular image of Herrigel? It was the sub-
conscious intention of those who were searching for the magic mirror.

50. Brian A. Victoria, Zen at War (New York and Tokyo: Weatherhill, 1997).
51. Scholem, “Zen-Nazism?” 96.
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FROM THE “TIGER CUBS CROSSING THE RIVER” TO
THE “HIGHER SELF”

The Daiunzan Rydanji temple, located in northern Kyoto, is famous for its
rock garden. As the literal embodiment of the Zen garden, it is thronged
with visitors from near and far. Below is the introduction to the rock gar-
den displayed on the wall of the resident abbot’s quarters (hojo) from
where the garden can be viewed.

Sit quietly and converse with the rock garden. . . it suggests fragrant peace-
ful islands dotting the vast expanse of the sea, or a series of mountain tops
in cloud banks, all blending harmoniously with the facing earthen wall and
expressing the “Higher Self” of the universe, heaven and earth. This garden
directly expresses the ne plus ultra of Zen: as we meet the garden, our “Lower
Selves” are smitten by the quiet, pure, and beautiful sincerity of the “Higher
Self,” which washes away the dust of the mundane world from our souls,
bathing us in a pure, clean and heartfelt joy as our pre-garden selves receive
the Buddha Nature. . .. This garden is without a doubt unequalled anywhere
in the world. Rather than calling it a “rock garden” it should be called the
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“Garden of the Void” or the “Empty Garden.” In Zen, each tree and blade of
grass is a representation of the divine and of the Buddha, and every inch of

this garden teaches us the essence of Zen.

This presumably expresses the temple’s official position on the garden.
Reading this, however, I am forced to say that if the garden is a “Higher
Self,” understanding its essence is beyond the capabilities of a “Lower
Self,” such as myself.

The rock garden at Ryoanji is not a bad garden. It is a very intriguing
garden, indeed, seeing as how something so simple has come to be so
highly regarded. It is not in the least enjoyable when it is crowded, but on
mornings during the off season, it is very pleasant to sit on the veranda of
the abbot’s quarters and view the garden while feeling the gentle breeze
and listening to the chirping of birds. However, one can experience the
same pleasant feeling sitting on one’s own veranda at home. Even if I can
put the sense of superiority that pervades this garden—that it alone de-
serves to be called a “world heritage garden”—out of my mind, I simply
do not feel that it is anything special.

What did people in the Edo period (1603—1868) think about the rock
garden at Ryoanji? The Miyako rinsen meisho zue (Illustrated guide to noted
gardens of Kyoto), a typical guidebook to Kyoto gardens published in 1799
(figure 4), describes this rock garden as follows.

Long ago, Hosokawa Katsumoto built a villa here as his residence. Since he
went every day from his study to pray at the Otokoyama Hachimanga shrine,
he planted some trees in the garden. The large irregularly shaped rocks create
a beautiful scene. This garden was created by Soami. It is called the garden of
the Tiger Cubs Crossing the River [tora no ko watashi]. It is the finest garden

among the famous gardens of northern Kyoto.1

What this means is that the arrangement of the stones in the garden
looks like “tiger cubs crossing the river.” This was a very typical way of
describing gardens in the late eighteenth to nineteenth centuries. The
phrase “tiger cubs crossing the river” alludes to the following ancient Chi-
nese story: in a place called Hong Nong in the vicinity of the Hangu Pass,

1. Akisato Ritd, Miyako rinsen meishé zue (Kyoto: Ogawa Tazaemon, 1799).
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the people were troubled by a rampaging tiger. A new governor named Liu
Kun was assigned to the area. As a result of Liu Kun’s virtuous govern-
ment, after a while the rampaging tiger left for parts unknown, crossing
the river carrying her cubs on her back. This story appears in the Hou Han-
shu (Records of the later Han; ca. 432).

The Kojien dictionary® describes the “tiger cubs crossing the river”
as follows: a tiger gave birth to three cubs, but one was a panther. If the
mother tiger was not constantly on guard, the panther cub would eat the
other cubs. The tigress and cubs had to cross a river, but the mother tiger
could only carry one cub at a time. How was the mother tiger to carry the
three cubs across the river so that the panther cub would not eat the two
tiger cubs? First, the mother tiger carried the panther cub across the river.
She then carried one tiger cub across, and on the return trip she carried
the panther cub back with her. She left the panther cub there and then
carried the second tiger cub across the river. Finally she returned and car-
ried the panther cub across the river again. This prevented the panther cub
from eating the tiger cubs.

Regardless of which story one prefers, describing the Ryoanji rock gar-
den as “tiger cubs crossing the river” means that the arrangement of rocks
represents a mother tiger carrying her cubs across a river on her back.

The first recorded appearance of the phrase “tiger cubs crossing the
river” seems to be in a document called the Shoho ninen teikochoki (Public
government records of the second year of Shoho [era]; 1645). Of course
the phrase “tiger cubs crossing the river,” referring to the placement of
rocks in a rock garden, is still in use today.

Here one must stop and think. The impressions conveyed when the
rock garden is called “tiger cubs crossing the river” and when it is called
“the essence of Zen” or “the Higher Self” are completely different. This
makes one suspect that that how the rock garden at Rydaniji is viewed has
changed during the roughly two hundred years from the guidebook Ai-
yako rinsen meishé zue to the present.

Mystery surrounds the rock garden at Rydanji. First of all, it is not clear
who created it or when. Beyond that, why this garden is considered beau-
tiful is a riddle in itself.

Simply put, this is what happened with the ideas surrounding the rock
garden at Rydanji. Beginning in the 1920s, the discussion about who made

2. One of the most prestigious and comprehensive Japanese dictionaries.
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Figure 4. Sketch of garden by Akisato (1799).

the garden and the discussion about its aesthetics began to reinforce one
another, and after the war, ideas containing elements of Zen thought were
added to the mix. This mixture of ideas spread widely in foreign countries
and, riding the Zen boom, brought foreigners flocking to Rydanji. As this
trend developed, the opinion that the rock garden at Rydanji expressed
Zen enlightenment came to assume a position of dominance.

I am not particularly interested in clarifying who created the rock gar-
den or why it is beautiful. Rather, what I want to know is this: what sort of
controversy developed around the identity of the garden’s creator and the
issue of its beauty, and when and in what fashion was the Zen interpreta-
tion of the rock garden born?

Is this rock garden really beautiful? How have the reasons for its beauty
been presented and explained? What I first want to do is look back on
the relentless attempts of various people, some successful and some not,
to unlock the secret of the beauty of this garden or to see Zen in it, as
its beauty came to be accepted as “common knowledge” by the Japanese

people.
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Figure 5. Photograph of garden by Tamura (1918).

THE NEGLECTED ROCK GARDEN

While Ryoanji today is known all over the world for its rock garden, up
until around 1950, it was a poor, deserted temple standing in a bamboo
grove, rarely visited by anyone. There was no road for tourists crossing in
front of the gate, and the temple stood at the far end of an approach lane
that passed through a thicket of trees.

During the seventeenth and through the nineteenth centuries, Ryoanji
did not have a permanent chief priest, and it was managed by the temple
of Myoshinji. When temple fields and forests were nationalized at the
time of the Meiji Restoration (the second half of the nineteenth century),
Ryoaniji is said to have maintained itself by selling off some of the temple
treasures and land within the temple precincts. In 1907, Osaki Ryoen be-
came the twelfth chief priest of Ryoanji. The previous chief priest, Hakuho
Ery6 (1544—1628), had lived during the sixteenth and seventeenth centu-
ries, and so Osaki became the first permanent chief priest that Rydanji had
had in approximately three hundred years. Osaki watched over the temple
during its economic nadir, which lasted through the first half of the twen-
tieth century.

Matsukura Shoei became the thirteenth chief priest in 1948. Looking
back at the condition of the temple when he assumed his post, Matsukura
says:
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The temple was in such a wretched condition that it made me think of what
it must have been like at the time of the Meiji Restoration. During the war,
no one knew when the temple might be bombed, so none of the leaks in the
roof were repaired, and the temple grounds, left to run wild with no one to
care for them, were one vast expanse of weeds. Because of rationing, food
was scarce, and there was barely enough for me alone to keep body and soul

together. It was just miserable.’

Today, several thousand people visit Rydanji on a busy day. In com-
parison, the temple back then must have been truly a pitiful sight. How-
ever, it was not only Rydanji that had trouble supporting a single resident
priest. The situation must have been much the same at any temple right
after the war. From such humble beginnings, Rybanji reached an aston-
ishing level of popularity during Matsukura’s tenure as chief priest, which
lasted from 1948 to 1976.

How did people feel about the famous rock garden when Rydanji was
just a poor temple? If the rock garden was famous, Rydanji should have
been a popular temple, with visitors commensurate with the garden’s
fame. However, it appears that during the tenure of Osaki Ryden, Rydanji
saw only sporadic visitors. It was by no means one of Kyoto’s famous
temples. Moreover, what did people think about the beauty of the rock
garden? Does this mean that the prewar Rydanji lacked the beauty to at-
tract people?

There is a photograph (figure 5) that may help us answer these ques-
tions: it is a photograph of the rock garden at Rydanji from before 1918.
Half of the garden is buried in snow. Surprisingly, the white sand that ap-
pears from under the snow in the foreground of the picture shows no evi-
dence of the familiar flowing water design raked into the sand. Not only
that, if one looks closely, there appear to be some sort of tracks or marks
on the sand. Since this picture was taken during the winter, perhaps these
are not weeds, but footprints? It really is a photo that makes one want to
doubt one’s eyes.

This rare photograph was not taken by an eccentric with a mania for
photography who intended to hide it away under lock and key. It was
taken by Tamura Tsuyoshi (1890—1979), a professor of landscape archi-
tecture at Tokyo Imperial University. As a pioneer in the field of landscape
architecture, he trained many students and had a great influence on the

3. Matsukura Shaei, “Rydanji konjaku monogatari,” Zen bunka 64 (1972): 44.
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succeeding generations of landscape architects. Tamura is also consid-
ered the father of the national park in Japan. He included this photograph
of the rock garden at Rydanji in his textbook on landscape architecture,
Zoengaku gairon (Introduction to landscape architecture; 1925).

Speaking of weeds, a large photograph of the rock garden at Ryodanji
that shows weeds growing plentifully here and there amid the white sand
appears in the book Kyoto bijutsu tatkan: Teien (General survey of the art
of Kyoto: gardens; 1933)* written by the landscape architect and leading
authority on the history of Japanese gardens, Shigemori Mirei (1896—
1975). Of course, there are numerous photographs from the early twenti-
eth century showing elegant patterns in the white sand, so figure 5, which
shows unraked sand, does not represent the rock garden’s normal condi-
tion. However, the weeds that can be seen in Shigemori’s photograph were
probably always there.

Tamura praises the beauty of the rock garden as follows:

The flat garden enclosed by an earthen wall is the height of simplicity and
eloquently expresses the highest refinement of the craft of Japanese stone
arranging. . .. One cannot but admire the power of the genius of S6ami'’s
design, which penetrates to the hidden depths of the art of landscape archi-
tecture. The garden is named “Tiger Cubs Crossing the River.” If one is not
astonished at the beauty of the structuring of the space, uninfluenced by
the garden'’s subject matter, one will never understand the true value of this

garden.’

Itis obvious that to Tamura, the beauty of this stone garden is not what we
imagine it to be today—the pretty flowing water pattern and the balance
of proportions which forbid the intrusion of anyone into it. (At least Ta-
mura must have felt this way at the time he wrote Zoengaku gairon.) When
Tamura was young, he visited gardens in Europe, the United States, India,
and China as he solidified his position as an authority on landscape archi-
tecture. In this capacity, Tamura praised the rock garden at Rydanji with-
out reservation. There is no question that Tamura’s assessment established
the standard for Rydanji in the field of Japanese garden history.

In the rock garden illustrated by Tamura's photograph, there are no

4. Amanuma Shun'ichi and Shigemori Mirei, Kyoto bijutsu taikan: Teien (Tokyo: Takaya-
madd Shoten, 1933).

5. Tamura Tsuyoshi, Zéengaku gairon (Tokyo: Seibidé Shoten, 1925), fig. 40.
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raked patterns in the sand. For Tamura, this was also one of the ways the
garden could look. While it is not clear what the marks here and there in
figure 5 might be, what would it mean if they are footprints? Indeed, the
illustration in figure 4 from the guidebook Miyako rinsen meishé zue shows
priests walking in the garden. This suggests that it was once acceptable to
go into the garden. What caused people to stop seeing the garden as an
open space that one could enter and to start seeing it instead as a balanced
space that could not be disturbed?

THE ROCK GARDEN IN TEXTBOOKS

Recently it has become very common for high schools to organize field
trips to Rydanji. This is probably exclusively due to the fact that the rock
garden is featured in school textbooks. The teachers think that the stu-
dents might be asked about the garden on their college entrance exams, so
they want them to see the garden itself and commit it to memory. If they
did not feel this way, it is hard to believe that they would go out of their
way to organize trips to Ryoanji.

How did the rock garden come to be considered something that a prop-
erly educated Japanese should know about? One way to determine this
is to research how the rock garden has been treated in school textbooks
through the years. Table 2 shows the results of a study of how the rock
garden at Rydanji was treated in middle school history textbooks in the
old prewar system compared with the new postwar system. Two hundred
and eight pre-WWII textbooks published since the Meiji period (1868~
1912) were examined, and of these, representative examples from the be-
ginning of the Showa period (1926—1988) are shown. For postwar text-
books, representative examples from various publishers from 1945 to 1954
are listed.

After the war, a middle school education under the new system became
compulsory. Therefore, it is reasonable to assume that the material that
appears in middle school textbooks is considered the minimum thar a Jap-
anese citizen should know. A middle school education was not compul-
sory under the old system, so the material contained in those textbooks
can be considered to represent what a somewhat well-educated Japanese
was expected to know.

It is immediately obvious from looking at table 2 that there are only
four textbooks from the old prewar middle school system that mention

113






'(19-09) &g

$11 UO 19AL1 € $SOIDE SqND S11 SulA11ED
13311 I3y10W E S3[qUIISIT ULIO] S11
2SNEI3q 1AL 341 BUIssoId sqnd 1231,
paj[e2 Ajrejndod star- - - 0104y ur
Oy>-OuUOZBUEL] Ul P2180] ‘OSTT Ul
olownsiey emeq0osoH 4q 1inq a[dwaa
ua7 e st 1fueody  :uondes o10y

2U0oU

uou

uou

2UOoU

uou

2uou

oqueznyg

ueBUIZINag

uroys myoyIa
Opullag

UBY1as1EY]

utoyg iy

oysoJ uoddrureqy

(]2A3] paoueape ‘A101s1y
asauede( maN) ondyol ys uoyip uiys

(]oA3] padueape

‘$215Eq 4101514 [EUOLIEU [OOYDS
PPN ofndyo! 1yns 1ysnyoy nyvSny>
(A1o151y asauede( mau
antsuayaidwo) rysnyoyurys 0o
(Aroasty [erradwr maNy)

1ysnyoyoy wuLys

(Jooyos a|pprwt 10y A10251Y

asauede( maN) rysnyoy urys nyvdny
([2A3] 32M0] 01 BUTULIOJUOD

“h101s51y 2sauede( wanshs maN)
ofyunl nsyo rysnyoy 1osuryg

(S—¢€ s1eah

‘[o0yps J[ppiw 10§ 410151y Isauede()
olluounyus 08-uvs 1ysnyoy nyvSny

oyIynsex
eAruwury

o1tloeN
EPIYSIN
eAoy
BINWEYEN
oNe]
eMEZE]]

njndory
BINIA

LIownzey|

£qlys

QUSIH 01reg

LE6T

€61

€61

€61

1419}

14991

£€61



Qooﬁm

‘(th—oPr), 1ueog 4q 3[ppiw 1ea4-Y11n0j 10§ 300qIXA dnoin
2q 01 preg ‘Hueoky e s121Enb s10qqe A1o1s1y asauede() ofuaunypsuolivp [eL10Ap
ay1 1e uapred ay |, :uondes 010y oloyd OpIasuEg oysvyolly 1ysnyoy nypdny" Oplasues LE6T
([on3] padueape 410151y asauede(
[ooyds Arepuodas pajidwod AjmaN) 1yo10Ay
auou eysunqoy ofniyol 1ysnyoy onyd nysuryg BININ,] LE61
([2A3] padUBApE [OOYDS I[ppIl
10§ A10151Y 9sauede( waishs maN) MNSOL
auou uey WOy ofnyol 1ysnyoy nypdnyo 1surys dqeUBIBA LE6T
‘(5¢-¥g) ,pues
211YM JO P3Q & UO PIIAIEIS SIUOIS
U231JY SI SUTBIUO 11 ||y "UIPIES 183
€ SE SNOWEJ ST UIPIES SIY ] "010A)] (A9
‘myj—0Ay () ‘1lueohy 1e s1211Enb s10qqE werderp pasueape ‘A10151y asauede( pajrdwod 01030g
ay 1e uapred ay ], :uondes o10y( pue oloyd U210YS OUIYSOH AmaNy) ofnlyol 1ys uoysp nysurys Iunzon) LE6T
([1ooyps 2[ppiw 10j]
sape1d 1addn ayn 10§ A101s51y 2sauede(
pa[idwod A|maN) (oloyypsnyo) UOWwIdIN)
Juou U210yg OUIYsO] ollusunypdoy 1ysnajoy nysuryg eMEBYIO LE61
sajou 1o syrewdy  Huerohy uo 1yYsIqng APIL oups  Aeqg
UOnEWLIOJU] oy

panunuod ‘T 3[qe],



~Aep 1uasaid a1 01 panunuod sey

PUE S3WOY UMO 113 U Suapied oy
10J sse[d 10LiIem 241 Aq pardope sem
3418 S1Y1 puE ‘UOIYSEJ STY UT SUIPIES
Bunean uedaq Aj[eurduo sajdwal uay
-armeu jo Airpunjoid pue ssawamb
ay1 1uasaidar 01 1a1eM puE ‘SaUOIS
‘spuod aurquiod Aj[nj|[nys suapied
adesspue| ‘sawoy 1no ur suapied I,

oloyd

uou

auou

uou

uou

uou

oyso], oeD

SY00qIXaT,

[00YdS A1BpU0IIG

ueyunqnys

opunqiys

ua10yg ueyunqny)

oprasueg

(Jooyos J|pprui 10§
Aroas1y asauedef) rys uoyiny nypdny >

(Aroas1y [erradwir) uay nyoyoy 1ysiyay
([2a3] +2ddn

‘sa158q A10351Y 25auede( jooyDs
PPN ofnlyol ok rysnyoy nywdny
([223] 22ddn ‘jooypds

a|ppiw 10§ 410151y 2sauede( maN])
olndyol oyyudnyo 1ystyas uoyiny utys
(]oA9] padueApe

10151y [erradwi papidwod

AimaN) odndyoqoys nyoyoy mysurys
([ooypds a[ppiw 10y 10151y

asauede( maN]) 1ysoSnyoy nyvdnyd utys

0Inqgeg
edeua]
BOLA)
ojouwexes
(uonednpg
jo Answiy)

OysnquoN

oepeg
e1eyOAny]

nwnsng nAy

0381Yyg aqou]

ortloyIy
010WNSIBJA

1S61

SY61

6¢61

Q€061

Q€61

LE6T



A1120d asodwod pue $y00q pea pue
woo1 Fuipeas papnIas € Ul SIA[ISWAY]
12189nbas ppnom ajdoa *(vuvpiviiyo)
$aAjaYs pa1addels pue ‘(vuouoyoy)
SIAOD[E 1IM 1[ING 219M SWOOI PUE
nynz utoys paj[ed sem ajA1s siyJ,
‘saouapisai 10j pardope sem duipjing
Jo ajfas uaz aya pue ‘uaz Aq pasuanyur
AJ1ABaY OS[E SEM 2IN1DANIYDIY,

‘(101) ,83u01s Ajuo

Buisn 1agja [njrneaq € $21821 0104Y|
ut H{ueoky 1e uapied siy1 anq ‘1a1eM
pu® ‘2311 ‘SaU01S dZIUOULIEY »::.::v_m
yorym suapied asauede( Auew

a1e 219y |, "uapIed Yooy, :uondes 010y
(96-56)

10 “msupsaipy paj[ed st pue potiad

Wadesspue patayam,
ewreAiysedip] aya jo ajkis uapaed aya jo
a(durexa ue se snowrej si sy, *(0104])
tlueoky 1e uapaed ay |, :uondes 010y

oloyd

oloyd

uroyg X1uaoy|

{ASOYS UOYIN

(1°[oA ‘uedef Guimoiny)
uoyin nynd 1yoppog

(s1uapnis [0OYds I[ppiw
10§ EQEIV [fs1ya4 ou 1asnyvdny )

o11f ouedng
‘ormuifulng 1561

210Y]
eWIRPOY| 1561

$210U J0 SHIEWR

ilueoky uo
UONBWLIOJU]

..Ur—m:n_dnu

piL

lomupa e
/oyiny

.—uQZC_uCOU T IIqE],



-(66-86)

,1X31 341 01 UONIUD1IE ISO]D

Burded a[1ym way aredwoy) ;suapied
25243 wo1j 193 noA op 3ur}aaj jo puny
18y “porrad opg ‘(3y3u1 1amoy)
ud1dmyry ‘ohyo] ‘armiyny) ewedowoy
‘(14311 12ddn) o104y apiser ofiN
‘2rmn)) eweA1yseSIp ‘(3j3]) 0104y
‘luegdy ur suapren :uondes oloyy

., U37 jo Buipueisiopun ue

INOYIIM POOISIIPUN 3q 10UUED UIPIES
241 JO 3urUEIW Y1 ‘UdZ JO dUINYUT
Y1 19pUn PIIEIID 212M SIYL |
SUIPIES 20UIS 1BY1 PIES ST 1] *SSAUI[PUO]
Jo 3urjaa; € Yaim panquit uap1ed 12mb
€ Inq 4O€ID01517€ JUIDUE Y] JO SIWOY
Y1 U SuapIEd 21 1] 10U ‘uapIed e
2q P[nOMm S100P SUIpI[s Y1 IPISINQ

Juou

BYSTLIY

(Aao1s1y asauedef Q)
1ys UOYIN] oU 1yoJIyspIv

rexnAyuay|
nyedrysnjoy
nyedre g
BYLung

ohyo].

1561



awes ay1 4q (¥S61 ur panoidde)

ueddnyg

(A10151y 9sauede( jooyds A1epu0dag)

0Inqeg egeus]

10351 J00Y2S APPIA/ ‘Sa1pMIS 120G U] auou OpIasuEg IysuoyIN 0Jnyy  ‘OIIyS 1YsIuoy 7561
rexnAyuay|
nyesys
oloyd u210Yg eleyideuey (A101851y INQ) 1ystya4 ou yoviIYSLILM BWIYSOIIH 7561
'(L6) ,ud7 Jo Burpueisiopun
UE INOYIIM POOISIIPUN 3q 10U P[NOd
Buissardxa sem uapred ay1 1eym
ySnoya se Pawads 11 SUIPIES 25343
JO 2WOS YA “PaIL2Id 3G 01 UEdaq
SSaUIAUO] JO ISUIS B AQ pazLIRIdeIRYd
pue 13adse punojoid pue 121nb € yaim
P3[[y Suap1ed A5eI>01S1IE JUIUE Y3 BYSUOYIN (uede( jouswdojanap ayf)
JO sawoy 2y Ul SUIPIES Y1 AIuf, oloyd ou 0A3nsi( uoppy ou uoyl\  OIE] LIOWBepy  TSOI
(Jooyps a[ppiw 10§ 10151y 2sauede[)  LIOUESEJ\ OUES
auou uloyg NZiwiys 1ys UOYIN nypSnYD  ‘TYIIIY BMEZQ 1561
"(08) ,,SuapIe3 18213 SE SNOWE] rexediys
are ifueoky pue ‘tluomyoy ‘tindiuag, reunqnyedung
18 suap1ed oy ‘paieand azom suapies  uopneue(dxs eysueddng myjeste
1U2[[20X2 AUBW dWIN SIY1 PUNOIE 1Y, 1X21 EMENBWE L (Aaurnol suede() runlp ou uoyiN okyo], 1561
sajou Jo syrewdy  ilueody uo 1aysiqng L, ionpa  Aaeq
uonewIoju] /aoyany

panunuod " Jqe],



"(06) ,Pa1oNIISUOD 1M 131EM PUE
‘53211 ‘sau01s paziuowiey \A:E:Em
DIYM SUIPIES D1131053 PUE ‘U10q

SeM MRYNZ u10ys pa[[ed SSe[d J0LLIEM 3
JO S30UaPISal Y1 10 3[AIS [RIMIDAIYDIE
MU B ‘U377 JO dUINYUI Y1 19puUf)

(98

—$8) ,SUapPIe3 1U3[[20X3 S SNouIE)
are HlueoAy pue 1loyreg 1e suapied
Y1 ‘pa1edO[ ST e UL Y1 313YyMm
Huonyoy 18 uapie3 ay1 01 uonIpPpE

uf "ssau1dinb punojoid e Aedsip
UDIym Pa1eald suapied 1Ua[[adxd Auew
213M 313U puE ‘U3z Aq paduanyur
a1am pourad siyd jo suapren)

(121)

SINLIE[IWIS JWIOS [239) P[NOYS NOL
'nyssag Aq Sunured e 0111 aredwon
‘1lueoAy 1e uapied ypo1 ayg  :uonded
Buimoy|oj a1 4q paruedurosoe uspred
201 Y31 JO WeIdeIp € 1121 ‘s1oyane

oroyd

uou

uoneue[dxa

1X3]

eqeing

ueddnyg odynyp

pjasoyg oAyo

(s1uapmas [ooyds

3[pptw 10j 410151y 3sauedel)
1YS UOYINT OU 195nYPTnY ")

(A101s1y 2sauede( :jooyos
3[ppiw 10J SAIpNIs [E1D0G)

1YS UOYIN DY IDYDYS OU LSNYVINY)

(A10151y 3sauede( maN))
1YS UOYINT 11YSPAV]}/

nzexesiy
D{eZNSIBIN

‘DleIysox
INSLION ¢S61

1Usaye ] BI040 €S61

»[nsoueio]
BYOIYSIN €561



paSueire sau0ls UaANJY Inq Suryiou

jo Bunsisuod ‘ajdus A1aa st 1fueoky
1€ uap1ed ypo1 ayJ, :uondeds o10yq
"(oot) ,A19u2213

10 $9211 AUE INOYAIM PUES 21IYM JO Paq
€ U0 paduelle $)DO1 [[eWs pue a31e]
U231jY JO A[UO P1ONNISUOD ST YdIYMm
‘0104 ur lueoky 1e uapaed ay st sy,
‘uapies o1 arer 'y, :uonded 010y
"(0OT) , pues 211Ym JO paq B UO SaU01S
Ajuo Bursn Aem ajqissod 1saydwuts

33 Ul 21N1BU JO WI0] Y1 $521dxa 0
1dwane ‘1lueoky 1e uapied o1 ay
1] ‘suapies ydo1 ‘siy1 01 uostredwod
uj -a3ue Aue woxy mara Suiseayd e
s1u2s21d 11 0s UOTYSE] JTWEBUAP € UI
2{Ing ST11 ‘ST 1B {3[A1S UOISINOXD
Te[NDID, 10 1yiysnivy A1 UL 1[INg ST puE
pouiad a1n1ua 1y Jo aaneIuasaidas

SI 1821121 UTEIUNOW eweAIysedi

sesew1ysox [edex1ysy]1e uapred ayy,

ouoﬁ

oloyd

uoneue[dxa
1X21

(1 °j0A ‘410181 ‘Satpms
[E120S [0OUDS J[PPIA) oUout nans o
opnAirey]  nys o okivu 1yagystyad : 1ypys nypENY"

(s1uapnis [ooyds
a[ppiw 10j A10151y 9sauedef)
@ﬁo\rogm 1Ys1ya4 UOYIN ouU .Smx&u%gw

BUSUBPOY]
/rejuaqng (jooyps appiw 10§ A10181Y
uoddiure(y asauede() 1ys uoyip ou nypSnyD

mesp ey P56t

1IY21nYg OIIYSTY £561

onzey 031 €561

$310U 10 syiewloyj

lueody uo

UOHBWIOJU]

1ysiqng Ay,

ionps  Aaeg
Sy

ﬁwDCﬁCOU ‘T I[qEL



((LE—9¢T)  21mnd ewrediysediy

JO $OMISLIADEIBYD JANDUNSIP Y1 JO
a]durexa pood e st ‘saxjo11s Mmaj e Ajuo
ut suop 3unured yur ue Jurquiasaz
‘lueody 18 UapIES }o01 9 “TendNIEd
u] ‘nyssag Aq sdunured adesspue|
1217 pauraired A[Surwiaas ‘sauois Jo
siuawaduelre 1nq uryiou Ajjeonseld
Jo Bunisisuod suapied jo a19Y1 pue
213 UOMEB2ID 31 SEM 2INI[ND SIY3 JO
suoissa1dxa 3y Jo au() *s1uBYdDIAW

_mvﬂmm ﬁCm .mﬁHOng _S.thOn_

13410 ‘Ue 1ydNQ Y1 4q porad (1uasaid aya 01 1sed a1 woiy
$21e1G SULLIEA Y1 SULINP PN TWSUEI] :$31PNIS [BI120S [0OY2S S[PPIA]) onyd]
sem 21m1|nd ewieAIysedIy ayJ oloyd PsOYg BYesQ 3 IppULy PADY 1DPOY IDYVYS NYVINYD) BINWENEN 1239}

‘(LE—9t1)  seaddesip Apueisur

p[nom uapIes ay jo A1neaq ays
‘P2AOW 9q 01 A13M SIUOIS UJY Y3
JO 2UO U2A3 JI 1B [[IYS ABWWNSUOD
UoNSs Yaim JUOP ST SAUOIS Ay JO
1UaWIBUELIE 3Y1 12A9MO] A12U2213
10 s3211 Aue 1noyim ‘adeds re[ndueidas

e Uutgiim pues wudr_?mo ._uwn_ e uo



(LE—9tT)

SAUO1S M B JO TUIWIZUEILIE UE JO
A[3]0s $1S1SUOD pUE SqNIYS 10 $3211 OU
sey uap1ed sy, ‘lueoAy 1e uspIes
ypo1ay], :uondes oroyq , suapied
18213 SE SNOWe) 31 ‘SI1aY10 Juowe
“1lueoky pue nd1ua] 1e suapied

2y pareaid aq 01 uedaq Aipunjord
pue apn1ainb & Yaim panquur suapied
puEe ‘pagueyd Os[e SUIPIES SPIEMO]
apn1MIE 241 SIY1 Y1im Suofy awoy
asauede( s Aepo1 Jo 3A1s ay1 10] siseq
2y SWI0j Yo1ym ‘dA1s Mngnz utoys 3y}
ut Sunynsa ‘9[f1s a[dwa1 uaz aya
pardope os[e sawoy 10§ INIIANIYIIY,

uou

oloyd

ueddnyg nyio4y]

ueddnyg 1anyg

(A101514 JO MOy Y ,) 240SpU OU 1YySEYRY

Aboumf :91[ [E120S UT STUSWIIDIUBAPY)
ouout nans 03 nys o @A.E: 19]

-1ystyo4 :0dutys ou nsppy1as 1wIvYS

PWUY

m{10hy

HHEY S
uoyIN 12118

onyso]
OnsIeN
‘nsedae],
BINUWITY|
‘ole].

LIOW YA\ Y561

$210U 10 S}IeWlay

riueoky uo

uonBwWIojuU]

1ysqng

apIL

1031p2 a1e(g
oy

panuBuod ‘T JqeL,



"(L€~9¢T) jeasiseae

jo aouereadde ay1 21821031 01 sadwane
1] ‘[2A®I3 2114y JO P3q € UO padueire
31e SaU01S 33IB] JO IIUINU B 219YM
/uapied yooi e pajed Ajre[ndod st
sty ‘Hlueody 1e uapied ayy  :uondes
o10y( , tlueody 1e uapied [adesspue]
PR212YlIm | Insuvsa4py 3yl pue T_QEM L
sso[y 2y ] tloyres pue indruag ae
suap1ed ay1 are adA1 s1ya jo suapied
aA1B1U2s21dy “d1joquihs A[pwanxa
313M UDIYM suapied ur Junnsaz
‘pourad uRIDH Y1 20ULS PAISIXI PEY
1B 31N1221IYDIE JO T}m wum_m&
Lnynz uapurys Y1 Y1im dzZIUowIey
011]INq 312M DIYM SUIPIES Y1 0
uo payje1d sem 1uids uaz pauyas

pue 12mb Y[, opew 21oMm ma_uﬁww (17[oA .\ﬁoumf ‘Pl1om 2y1 pue
MOy 133]je 01 UEZaq Auowa1ad €] uede(:[ooyds o[ppIw 10J s3IpnIs  OYIyruny| HyIn,g
Y1 JO $5113y1s3k 21 ‘padnide1d Appim [B120G) ouowt nins 0y nys o ofivu 130]  ‘0zZry IYdNA{E],

210W 2wedaq AUOWIa1a) 821 Y1 S, oloyd UIOYS MYOYI3],  -1ys1ya4 1pyas 0) UOYINT Ihybys nypdny)  ‘TWINSIEY] LIOJA] 1239



Aq 110jwod [enatids 1y8nos os|e Ao
‘uonelrpaw uaz ydnory saurds 1oy
pawijes A[uo 10u aduanyut [eanrjod 10
$3[33n11s YIM Pau1adu0d sAep 112y
1uads Oym SPIOJIEA) "SI9QUINU 18IS Ul

1[Inq 219m suapied piemuo potiad siy

WOL] 'SAWOY UMO 113y ut adedspue| 0ZO)] epeIny

[eIN1BU 2] JO WiIeyD [edIdew ‘ontloyiy

aya 4ofua 01 ajdoad 10§ 3[qissod (1 [0A tA10151Y OJOWNSIEA]

11 Sunjew sawoy 3[A1s unynz utoys :ymo13 suede() (ouows nans oy nys ‘onzey]
10§ 2{[INQ 219M SUIPIES ‘UONIPPE U] oloyd ueddnyg rgpaN 0 of1vu 14031ys1904) OY12S OU UOYIN] BIIYSOUTY| ¥S61

onzey] 0311

‘0IIYsO/ BIIWO],

(A1o1s1y pue adoay ) ouowt nans ‘myesunyg
auou ueynysie|, 03 nys 0 oivu 14o31ystya4 0) UISUINT BIBYRMEY] Y561

(121) OeSI[] OUOY

pues 211ym Jo paq & UO paIanEds ‘Ore] LIOWENeM

aIe saz1s SUIAIRA JO $}D01 UYL (1°[0A 4131205 jo ssa1d01d ay ) ‘orun,
‘1lueoky 1e uapred ayJ  :uondeds o10yq ozoyd uI0yG Uy oY odutys ou wyvys 1yseAeqoy| ¥S61
sajou Jo syjrewdy  Huroky uo 1yYsIqng ML lonpa  Aaeg

uoneWIoJu] Jloyiny

ﬁmDCmuCOu "C9[qEL



"puy 012[qe sem ] 1ey1 tluroky Buruonuaur $300q1xa1 I1 Jep\ pEopy—a1d au Jo [[e sapnput 1s1] sy S61-9261 ‘s1aystjqnd snotrea woiy $500q1Xa1 2A1RIUASAIRNY 210N

"(£b1) Hlueody 1e uap1ed oy pue
‘[ojdwag ssopy oy ] tloyres ‘Undruag,
18 suapieg oy are adA1 sy Jo suapied

2A1181U2s21d Y *$211041SIE UDZ YaIm
paziuowaey 1eyy Aorjduats 1uedapo
pue ‘1a1nb ‘ueapd € 4q paziralereyd
3q 01 awred suapIed ‘os[y Arepuodas
a1am s3uIp[ing 9yl pue UONUIE

J0 121U2d 3y dwWedaq uap1ed oyl

SPIeMUO 3wl SIY1 WOIJ ING ‘S2IMIdNIIS

[ean12311y>1E 10f saudwiuedwodde (Asuinof suedef pue spuan pprop ) reynAYuay
s u92s A[[eurdiio a1am suapies) oloyd uloys uoyIN 1undv ou uoyIN 03 19081 ou tyag  TI0AY IYSIY rsor
Juolysej

SIY1 Ul SUOISUBW 113U SUNDNIISUOD



128

} Chapter 5

the rock garden at Rydanii: one each written by Kurita Mototsugu (1890—
1955), Nishida Naojir6 (1886—-1964), and Uozumi Sogord (1889—1959),
and one published by Sanseido Henshusho.

Kurita’s book, Chiigaku s6go Nihon shi jokyiyo (Comprehensive Japanese
history for middle school, advanced level; 1931), reproduces the illustration
of the rock garden from the eighteenth-century Miyako rinsen meisho zue.
Underneath the illustration is the following caption: “Muromachi-period
garden, Rydanji, Kyoto. Said to be by Soami.” There is no further explana-
tion. This seems to be a rather offhand way to treat the garden.

The books by Nishida, Uozumi, and Sanseidd Henshusho all include
photographs of the rock garden. Among these, Nishida’s book, Chiigaku
kokushi tsiki jokyayo (Middle school national history basics, advanced
level; 1935), sets aside a particularly large amount of space for the rock
garden. He devotes an entire page to photographs of Tenrytji and Rydanii,
with the discussion of the photographs on the following page.

Usually, the discussion of Rydanji is located in the section of the text-
books that discusses what is called the Higashiyama culture of the late
fifteenth century. In prewar textbooks, the garden that was considered to
represent Higashiyama culture was the garden at the Ginkaku (Silver Pa-
vilion). If one were to look further, perhaps other prewar textbooks that
discuss Rydanji could be found. However, it can be said that old-style
middle school Japanese history textbooks that include Rydanji were not
in the mainstream.

After the war was over, however, everything changed. Like bamboo shoots
popping up after a rain, official textbooks for the new postwar middle
school system prominently featuring the rock garden at Ryoanji, complete
with photographs, started to appear en masse. The same is true of text-
books used in the new high school system. While not shown in table 2,
this trend continued after 1955, and by a process of osmosis, the “knowl-
edge” that the rock garden at Rydanji was representative of Higashiyama
culture became an unquestioned part of the “Japanese common under-
standing.” This is probably the direct cause of Rydanji becoming such a
popular destination for school field trips.

The textbooks merely state the “fact” that the rock garden is representa-
tive of Higashiyama culture. Except for one or two of the textbooks, there
is little or no mention of how beautiful the garden is, much less anything
about how it expresses Zen thought. It is simply presented as part of a trio
of related ideas for rote memorization: “Rydanji, withered landscapes, Hi-
gashiyama culture.” Therefore, the Japanese were by no means educated
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about the “beauty” of Rydanji or shared its appreciation in common. In
this sense, the theatrical forms of kabuki, noh, and bunraku are the same.
Many Japanese have been educated to believe that things they have not
seen themselves are “Japanese culture.”

How did this “historical understanding” of Rydanji come about in the
first place? To discover this we should first consult that giant in the field
of Japanese history, Kuroita Katsumi (1874—1946). Kuroita was a profes-
sor at Tokyo Imperial University who, leading the university’s Historio-
graphical Institute, completed the work that is a foundational text for the
study of Japanese history—the sixty-four volume Shintei z6ho kokushi tai-
kei (New revised and expanded overview of Japanese history) published
between 1929 and 1946. His primary work, Kokushi no kenkyi (Studies in
Japanese history; 1908), served as a model for prewar comprehensive Jap-
anese history texts.

Ryoanji is not mentioned in Kokushi no kenkyi. For Kuroita, Higashi-
yama culture was represented by the Ginkaku for architecture and gar-
dens, the Shoren’in school for calligraphy, and the works of Sessha
(1420—1506) and Kand Masanobu (1434—1530) for painting.® In addi-
tion, in Shintei Nihon rekishi (New revised Japanese history; 1906),” which
Kuroita wrote as a textbook for use in the old middle school system, he
presents the garden at Manpukuji temple in the city of Masuda in Shi-
mane prefecture, said to have been designed by Sesshd, as a representative
Higashiyama culture garden.

It was not until after the 1920s that the rock garden at Rydanji began to
attract attention, even among specialists in the history of Japanese gardens.
Actually, it is more accurate to say that the field of Japanese garden history
itself was not established until after the 1920s. So it is not so strange if
Kuroita did not pay attention to Rydanji during the Meiji period.

In the area of comprehensive history books for the general reader, for
example, Rydanji is not even mentioned in Kokumin no Nihon shi (Japanese
history for the Japanese; 1923),° published under the editorial supervision
of the novelist Tsubouchi Shoyo (1859—1935). Iwanami Shoten published
a revised version of Kuroita’s Kokushi no kenkyi in 1936, but Ryoanji re-

6. Kuroita Katsumi, Kotei kokushi no kenkyi kakusetsu ge (Tokyo: Iwanami Shoten,
1936). q

7. Kuroita Katsumi, Shintei Nihon rekishi (Tokyo: Yoshikawa Kobunkan, 1906).

8. Usuta Zan'un, Kokumin no Nihon shi dai 7 hen: Muromachi jidai (Tokyo: Waseda
Daigaku Shuppanbu, 1923).
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mained unmentioned. It is quite conceivable that Kokushi no kenkyu, writ-
ten by such an authority on Japanese history as Kuroita, continued to ex-
ercise an influence on Rybanji’s place in history. Broadly speaking, this is
probably why Rydaniji is hardly ever mentioned in prewar Japanese history
books.

While Kuroita ignored Rydanji, there was another historian who looked
upon Ryoanji differently: Nishida Naojiro of Kyoto Imperial University.
Nishida specialized in Japanese history and had established his own “cul-
tural history” approach, which placed history within the continuous flow
of culture. He was a leading figure in the field of Japanese history with a
stature equal to that of Kuroita.

Nishida featured the rock garden at Rybanji prominently in his primary
work, Nihon bunkashi josetsu (Introduction to Japanese cultural history;
1932), even including photographs. Continuing in this vein he devoted
considerable space to the rock garden in textbooks for middle school.
Nishida summed up the spiritual disposition of the Muromachi period
(1336—1573) as an idealistic “World of the Lower Self.” Nishida holds that
during this period in history, a spiritualistic tendency developed and that
a sort of self-centeredness was operating in the culture. The term “Lower
Self” is identical to what is written in the commentary currently displayed
on the wall of the abbot’s quarters at Rydanji. If we were to search for the
origin of the phrase “the Lower Self,” I think the trail would lead back to
Nishida’s book. Nishida explains the rock garden as follows:

In this garden made only of stones, in order to perceive the spirit of all crea-
tion resting tranquilly behind an unnatural external form, the objective ex-
ternal appearance is not, in reality, the main issue, but, rather, a subjective
attitude is of primary importance. It goes without saying that a great part
of this lies in not depending on a feeling but rather on a spirit which tran-
scends feeling, not on an objective value but on attempting to subjectively
perceive the life of the garden.’

Nishida is saying that the garden must be viewed introspectively. Today,

this is how the garden is understood in the popular imagination; it is my
opinion that Nishida was the first historical scholar to say this. However, I

9. Nishida Naojird, Nihon bunkashi josetsu (Tokyo: Kaizdsha, 1932), 472.
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would like to point out that Nishida by no means referred to the rock gar-
den as a Zen garden. He concluded by saying that the garden was an ideal-
istic “World of the Lower Self.”

Nishida’s understanding of the rock garden influenced his disciple, the
historical scholar Naramoto Tatsuya (1913—2001). Naramoto writes that
when he was a student, “taking our cue from what our mentor Nishida
Naojiro wrote in his well known book Nihon bunkashi josetsu, we felt that
this garden should not be overlooked.”*

Regarding what Nishida wrote about the rock garden, Naramoto says,
“for me, who had been taught history up to that point from the perspec-
tives of politics and economics, this made me deeply reconsider this ap-
proach. From that point on, I began to feel strongly that history was not
just a matter of documents and records, but that we could learn about it
from many different things.”" This realization became the starting point
for Naramoto'’s subsequent study of history.

On one side was the Kuroita/Tokyo Imperial University school of posi-
tivist history, which emphasized historical documents. On the other side
was the Nishida/Kyoto Imperial University school of cultural history,
which saw history in a multitude of different things. Ranging along this
axis of opposition, some textbooks ignored the rock garden and others
emphasized it.

One of the people who gave Ryoanji’s rock garden a splashy debut in
postwar textbooks was the historical scholar Ienaga Saburd (1913—2002).
Ienaga prominently featured the rock garden at Rydanji in Chiigaku Nihon
shi (Japanese history for middle school; approved in 1951) which he coau-
thored for use in the new middle school system, and in his Shin Nihon shi
(New Japanese history; approved in 1952) written for use in the new high
school system.

Shin Nihon shi is conspicuous for the space it devotes to the rock garden.
Shin Nihon shi is also notable in that it was not initially approved by the
Ministry of Education. This was the first time in Ienaga’s career that such
a thing had happened, and he later successfully contested this decision in
the so-called Textbook Trial. Beneath a photograph of the rock garden can
be found the following explanation, which goes so far as to touch upon

things like beauty and philosophy.

10. Naramoto Tatsuya, “Rydaniji zuisd,” Zen bunka 64 (1972): 56.
11. Ibid., 57.
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This garden, with nothing but stones arranged on white sand and express-
ing an air of elegant simplicity similar to an ink painting, succeeds brilliantly

in symbolizing the vastness of heaven and earth in a limited area.”?

Another book which has an article on the rock garden with accom-
panying photographs is Nihon shi (Japanese history), a textbook for the
new high school system edited by the Historical Academy of the Faculty
of Letters at the University of Tokyo. This textbook was approved in 1951.
In it, the rock garden is still presented in an offhand manner: “The gar-
den at Rydanji is located in the city of Kyoto and is called the garden of
the ‘tiger cubs crossing the river.” The garden was reputedly created by
Soami.”? Even after Kuroita was no longer there, the Historical Academy
of the University of Tokyo simply referred to the rock garden as symboliz-
ing “tiger cubs crossing the river.” What accounts for the gap between this
and Ienaga’s “symbolizing the vastness of heaven and earth?”

It seems worth our while to look a little more closely at the historian
Ienaga Saburo. Perhaps we can discover what was behind Ienaga’s feel-
ings about the rock garden at Rydanji from his autobiography, Ichi rekishi
gakusha no ayumi (One historian’s journey; 1977)."

In 1931, Ienaga entered Tokyo College, which at that time operated
under the old system, but due to his abhorrence of Marxism, the dom-
inant philosophy in secondary education, he devoted himself to neo-
Kantian philosophy. Neo-Kantian philosophy enjoyed a vogue in Japan
around the mid 1920s, the same time that Herrigel was invited to Japan,
so it seems that Ienaga was a little behind the times. In 1934, Ienaga en-
tered the Japanese History Department of the Faculty of Letters of Tokyo
Imperial University. At that time, Kuroita Katsumi was the presiding pro-
fessor of the Japanese History Department. However, the classroom was
really run by Hiraizumi Kiyoshi (1895—1984), who was known as a radical
Japanese nationalist, and Ienaga remembers the classroom being perme-
ated with Japanese nationalism.

Amid this atmosphere, in 1935, Ienaga visited temples and shrines in
the Kansai region on a history department study tour. He was particularly
impressed with the Ruddhist art housed at the temple of Yakushiji and

12. Ienaga Saburd, Shin Nihon shi (Tokyo: Sanseids, 1952), 105.

13. Tokyd Daigaku Bungakubunai Shigakkai, ed., Nthon shi (Tokyo: Yamakawa Shuppan,
1951), 130.

14. Ienaga Saburd, Ichi rekishi gakusha no ayumi (Tokyo: Sanseids, 1977).
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from this point onward, he developed an increasing interest in Buddhism
and became engrossed in religious questions. Even after starting to work
for the Historiographical Institute, he devoted his energy to researching
early Buddhism. If this switch from neo-Kantian philosophy to Buddhism
seems familiar, that is not so surprising: Ienaga traveled a road very similar
to Herrigel, who also started with neo-Kantian philosophy.

From the beginning, the road that Ienaga traveled as a scholar was not
smooth. He faced an ordeal only three months into his job at the Histo-
riographical Institute. Ienaga contributed a paper on the Nihon Shoki (The
chronicles of Japan—an ancient work of Japanese history) to the maga-
zine Rekishi chiri (Historical geography), which was edited by Ienaga’s se-
niors in the Historiographical Institute. However, he was forced to with-
draw it on the grounds that it could be interpreted as showing disrespect
for the emperor. Disillusioned with the scholarship of the Historiographi-
cal Institute, it seems that Ienaga carried this trauma with him for a long
time afterwards. In any case, Ienaga only worked for the Historiographical
Institute for four years, until 1941. He eventually became a professor at the
Tokyo Teacher’s College after working at various places, including Niigata
High School.

Immediately after the end of World War II, Ienaga began writing a text-
book for middle school at the request of the Fuzanbé publishing company.
This book was published as Shin Nihon shi (1947)” and was aimed at the
general reader. It was the first postwar comprehensive history book writ-
ten by a single individual. It is very interesting to note that Shin Nihon shi
does not mention the rock garden at Rydanji. Overall, rather than being a
work of cultural history, it is an orthodox comprehensive history that re-
minds one of Kuroita, with an emphasis on politics and economics.

Twelve years after Shin Nihon shi, Ienaga wrote Nihon bunkashi (Japanese
cultural history; 1959). In this book, Ienaga presents the rock gardens at
Ryoanji and Daisen’in at Daitokuji as follows: “these gardens are also ar-
tistic expressions of the pantheistic philosophy of Buddhism, which tries
to see the life of the entire universe even in a single atom.”’® By explaining
the rock garden in terms of the Buddhist worldview, perhaps Ienaga was
trying to emphasize the difference between his approach to history and
that of the University of Tokyo.

Ienaga began his journey as a historian as a follower of the University

15. lenaga Saburd, Shin Nihon shi (Tokyo: Fuzanb, 1947).
16. Ienaga Saburd, Nihon bunkashi (Tokyo: Iwanami Shinsho, 1959), 152.
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of Tokyo approach to history, which emphasized Japanese nationalism,
but then broke away from it, spending the rest of his life traveling a differ-
ent road. Buddhism was Ienaga’s spiritual support in this situation, and it
is likely that it was Ienaga’s absorption in Buddhism that led him to em-
phasize Ry6anji. I think that it is probably this sort of background that lay
behind Ienaga’s enthusiasm for describing the rock garden at Rydanji as
“symbolizing the vastness of heaven and earth” when most high school
textbooks during 1951—1952 treated it simply as “tiger cubs crossing the
river.”

Both before and after the war, Nishida continued to write about the
rock garden at Rydanji in school textbooks. Nippon to sekai (Japan and the
world; approved in 1956) features a photograph of the rock garden with
this caption: “in an area covered with white pebbles a few rocks are placed.
The white pebbles are always raked so that a pattern is left. With only
these things, an attempt is made to express a vast sea. This is commonly
referred to as a rock garden.””

Quite a number of postwar middle school textbooks focus attention on
Ryoanji, even if not to the extent of Nishida and Ienaga. In the final anal-
ysis, it can be said that at least as far as the rock garden is concerned, the
postwar textbooks continued and amplified the prewar style of Nishida,
who had been banned from holding any government position after the
war. I cannot shake the feeling that the cultural history approach pio-
neered by Nishida was chosen to fill the void left after the view of Japanese
history championed by the University of Tokyo, which glorified the Japa-
nese empire, had been banished from Japanese textbooks.

UNSIGHTLY STONES AND A WEEPING CHERRY TREE

Leaving historians aside for the moment, I would like to address the ques-
tion of what specialists in the history of Japanese gardens have said about
the rock garden at Rydanji. First, I would like to go back in history and trace
the development of two discussions: that concerning who created the gar-
den and that concerning its aesthetics, confining myself to the time up until
the 1940s, before the view that “rock gardens =Zen” came to the fore.
Originally, a villa belonging to the aristocratic Tokudaiji family, for the

17. Nishida Naojird and Suzuki Shigetaka, Nihon to sekai (Tokyo: Teikoku Shoin,
1956), 116.
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use of the court nobility, was located on the land that now forms the pre-
cincts of Rydanji. Hosokawa Katsumoto (1430-1473), a governor general
under the Ashikaga shogunate, took over the land in 1450 and built
Ryodanyji, installing a prelate from Myéshinji, Giten Genshd (1393—1462),
as chief priest.

There are a number of theories regarding the identity of the rock gar-
den’s creator. The first candidate is the painter Soami. While there is no
corroborating evidence, Séami is also said to be the creator of the rock
garden at the Daisen’in, a sub-temple of Daitokuji in Kyoto. Among the
seventeenth- and eighteenth-century documents that name Séami as
the creator of the garden are Saga katei (Journey to Saga; 1680)," Kaiki (The
record of Sophora; 1729),”” Kyuai zuihitsu (Dusty backpack essays; 1781—
1788),%° and the previously mentioned Miyako rinsen meishé zue (1799).”

The second candidate for creator of the rock garden is Hosokawa Ka-
tsumoto. The seventeenth- and eighteenth-century documents that name
Katsumoto as the creator of the rock garden include Tozai rekiranki (Record
of journeys to the east and west; 1681),% Yoshiifu shi (Chronicle of Yoshufu;
1682),” Kyo habutae oridome (Kyoto silk: the last volume; 1689),** Sanshi
myoseki shi (Famous places of Sanshu; 1702),” Wakan sansai zue (The il-
lustrated encyclopedia of Japan and China; 1712),%° and Miyako meisho zue

18. Kurokawa Michisuke, Saga koter (1680), in Kurokawa Michisuke kinki yiran shiko, ed.
Kamimura Kanké (Kyoto: Junpubg, 1910): 43.

19. Yamashina Ddan, Kaiki (1729), in Nihon koten bungaku taikei, Vol. 96, ed. Nakamura
Yukihiko et al. (Tokyo: Iwanami Shoten, 1965): 461.

20. Momoi Tou, Kyuai zuihitsu (1781—1788), in Nihon zuihitsu taisei dai 2 ki, Vol. 12, ed.
Nihon Zuihitsu Taisei Henshiibu (Tokyo: Yoshikawa Kobunkan, 1974), 200.

21. I referred to the following books: Hisatsune Shuji, Kyoto meien ki: Chitkan (Tokyo:
Seibundo Shinkésha, 1968); Shigemori Mirei and Shigemori Kanto, Nihon teienshi taiket,
Vol. 7, Muromachi no niwa (3) (Tokyo: Shakai Shisésha, 1971).

22. Kurokawa Michisuke, Tozai rekiranki (1681), in Kamimura, Kurokawa Michisuke kinki
yuran shiko,109.

23. Kurokawa Michisuke, Yoshiifu shi (1682), in Shinshit Kyoto sosho, 2nd ed., Vol. 10, ed.
Noma Koshin (Kyoto: Rinsen Shoten, 1968), 307.

24. Koshoshi, Kyo habutae oridome (1689), in Shinshi Kyato sosho, 2nd ed., Vol. 2, ed.
Noma Kashin (Kyoto: Rinsen Shoten, 1976): 391.

25. Hakue, Sanshit myéseki shi (1702), in Shinshu Kyoto sosho, 2nd ed., Vols. 15 and 16, ed.
Noma Koshin (Kyoto: Rinsen Shoten, 1976), 15:219.

26. Terajima Rydan, Wakan sansai zue (1712), repr. in Toyo bunko, Vols. 447, 451, 456,
458, 462,466, 471, 476, 481, 487, 494, 498, 505, 510, 516, 521, 527, 532 (Tokyo: Heibonsha,
1085-1991), 498:98—90.
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(Illustrated guide to noted Places in Kyoto; 1780).” Among these, Saga
kotei, Tozai rekiranki, and the Yoshiifu shi were all written at about the same
time by the doctor and Confucian scholar Kurokawa Doyta (Michisuke) (d.
1691), yet they do not agree on who originally created the rock garden. As
such, they cannot be relied upon.

Soami and Katsumoto have always been considered the two people
most likely to have created the rock garden. However, there is also another
theory that a tea master named Kanamori Sowa (1584—1656) designed it.
This theory is based on the fact that Sowa is named as the garden’s creator
in the Ryoan shi (Chronicle of Rydan; 1744—1747) and the Daiunzan shiko
(The record of Daiunzan; 1798)—both records of Rydanji.

The names “Kotard” and “Seijird” (or Hikojird) are chiseled on the rock
nearest to the front wall as viewed from the abbot’s quarters. These names
are on the far side of the rock and the characters are quite weathered, so
visitors to the garden cannot see them. There is one theory that Kotaro
and Seijiro (or Hikojird) themselves are the creators of the garden.

There are other theories too numerous to count, including the theory
that the garden was created by Giten, the first chief priest of Ryoanji; by
Shiken Saido, the chief priest of Saihoji; or by Kobori Ensha (1579—1647).
It is much too difficult to pursue all of the theories, so I hope that I can be
forgiven for confining myself to the most commonly accepted ones.

At one point in history, there was a major event that changed the ap-
pearance of the garden—a fire that occurred in 1797 In the drawing of
Ryodanji that appears in the Miyako rinsen meisho zue (igure 4), the abbot’s
quarters are not shown. This is because they had not yet been rebuilt fol-
lowing the fire. After the fire, the buildings of the Saigen’in, which had
been located to the west, were reconstructed in a different location, and
the abbot’s quarters were rebuilt. These are believed to be the abbot’s quar-
ters which presently exist. There is a theory that when the abbot’s quarters
were rebuilt, there was a subtle change in the relative locations of the rock
garden and the abbot’s quarters. There is even a theory that when the ab-
bot’s quarters were rebuilt, the author of the Miyako rinsen meisho zue him-
self, a poet named Akisato Rito, changed the placement of the rocks. All in
all, this garden certainly seems to stir up the imagination.

Now, armed with the understanding that the placement of the rocks
has not always been as it is now, we can try to go back and discover when
the opinion that the garden is attractive was first voiced. Starting with

27. Akisato Ritd, Miyako meisho zue (Kyoto: Yoshinoya Tamehachi, 1780).
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documents concerning the garden prior to the 1797 fire and then gradu-
ally moving closer to the present, I would like to explore the twin discus-
sions that have taken place among students of stone gardens concerning
the creator of the garden and its aesthertics.

The Yoshifu shi, which names Katsumoto as the garden’s creator, says
the following: “The arrangement of the rocks is not the work of a common
craftsman. Those who create such gardens take this as the example to fol-
low.”?® Thus we can infer that already in the seventeenth century the gat-
den was considered to be beautiful.

On the other hand, Kaiki, which considers S6ami to be the garden’s
creator, says that “The garden at Rydanyji is reputedly by S6ami. It is called
‘tiger cubs crossing the river. It is a noted garden, but I have no idea
whether it is a fine garden or a poor one.” This strikes me as a very honest
opinion. The feelings of the author of Kaiki towards the garden are very
similar to my own. However, there is no guarantee that the rock garden
during this time was the same as it is now.

I would like to discuss one more document from the Edo period. The
Ryéan-shi, written by a Rinzai Zen priest named Muchaku Décha (1653—
1744), says the following: “There are a number of large and small unsightly
stones in front of the abbot’s quarters. They were placed there by the tea
master Sowa. They are called ‘tiger cubs crossing the river.” Public opin-
ion praises this garden as being skillfully executed.” This passage names
Kanamori Sowa as the garden’s creator and relates the esteem in which it
is held, but the phrase “unsightly stones” (shitseki) troubles me.

If this sentence is understood in the normal way, it appears to be say-
ing that Sowa created the garden by skillfully arranging unsightly stones.
However, people such as the modernist architect Horiguchi Sutemi (1895—
1984) did not interpret it in this way. While the author of the Ryoan-shi
may have used the phrase “unsightly stones” to mean precisely that, Hori-
guchi said that it is possible he used the phrase to mean “uncut stones of
itregular sizes and shapes.””

Are the stones at Rydanji really unsightly after all? Shigemori Mirei was
a giant of landscape architecture who defined an epoch. In addition to per-
sonally creating many gardens, such as those at Tofukuji and the Matsuo
Grand Shrine in Kyoto, Shigemori also surveyed gardens all over Japan

28. Kurokawa, Yoshiifu shi, 307
29. Horiguchi Sutemi, Niwa to kitkan kosei no dento (Tokyo: Kashima Shuppankai,
1965),179.
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and was widely known as an independent historian of gardens. In his role
as a researcher of garden history, he is also noted as the man who pub-
lished the twenty-four volume Nihon teienshi zukan (Illustrated guide to
the history of Japanese gardens; 1936—1939). To the end of his life, Shige-
mori unwaveringly held to the theory that the rock garden at Rydanji had
been created during the Muromachi period.

Shigemori was of the opinion that the stones used were not particu-
larly good. In his major work Nihon teienshi taikei (A historical overview of
Japanese gardens; 1971—-1976) coauthored with his son Kanto,’® Shige-
mori says, “as garden stones, the individual stones are by no means of
high quality,” but that since “the creator was of such high caliber” it was
possible to create a garden of such excellence.”

It seems that professionals in the fields of architecture and gardens
will go to great lengths to avoid associating the word “unsightly” with the
rock garden at Ryoanji. Their conviction that the rock garden was beauti-
ful perhaps led both Horiguchi and Shigemori to take the positions that
they did.

The historian of Japanese gardens Oyama Heishird (1917—) was associ-
ated with Shigemori. He is an independent scholar known for such works
as Ryoanji sekitei nanatsu no nazo o toku (Answers to the seven riddles of
the rock garden at Ryoaniji; 1970). Even Oyama, who accepts the fact that
the stones are “unsightly” in the sense that “considered individually the
stones are neither particularly fine or exceptional,” turns his whole argu-
ment on its end by concluding that “the fact that a superior rock garden
was made using inferior stones just shows the genius of the garden’s crea-
tor.””? Oyama unquestioningly bases his argument on the major premise
that the garden is beautiful. In and of itself, this shows that he is starting
from the conviction that the garden is beautiful.

It appears to me that the discussions regarding the creator of the gar-
den and when it was made have proceeded from a certain fixed point of
view that the garden is beautiful. A concrete example of this can be seen
from closely examining the various interpretations of the incident of “Hi-
deyoshi’'s Weeping Cherry Tree.”

30. Shigemori changed his given name to “Mirei” after the artist Millet and named his
son “Kanto” after the philosopher Kant.
31. Shigemori and Shigemori, Nihon teienshi taikei, 83.

32. Oyama Heishird, Ryéanji sekitei nanatsu no nazo o toku (Tokyo: Kodansha, 1970),
100—1.



Are Rock Gardens Really Pretty? {

Apparently there was once a magnificent weeping cherry tree (shidare
zakura) located in the front right hand side of the garden as viewed from
the abbot’s quarters. It is not clear how long the weeping cherry tree was
there; one theory holds that it burned down along with the abbot’s quar-
ters in the fire of 1797 While it is not noticeable unless one looks closely,
the remains of an old tree stump can still be seen.

In 1588, Toyotomi Hideyoshi (1537—1598), the general who brought
the Warring States period to an end, visited Ry6anji, and upon seeing that
even though it was spring the weeping cherry tree still had not bloomed
and that there was snow on its branches, composed the following poem:

The unseasonal snow
fallen on the cherry branches

says “Flowers! You are late!”

toki naranu
sakura ga eda ni
furu yuki wa
hana o ososhi to

sasot kinuran

At the time of his visit, Hideyoshi issued a decree stating, “it is forbid-
den to remove the stones and trees of the garden.” These events are re-
corded in the historical document Ryéanji monjo (Documents of Rydaniji)
preserved at the temple. One can clearly see that Hideyoshi was deeply
moved by the elegance of Ryoanii.

In his voluminous work Muromachi jidai teien shi (History of Muromachi-
period gardens; 1934), the authority on the history of Japanese gardens
Toyama Eisaku says that it is inconceivable that in Hideyoshi’s time the
garden was as it is now, without a single tree or blade of grass.” (Toyama
had already published this argument in the mid-1920s in the art history
journal Kokka.’*) Toyama said that since the cherry tree which was suppos-
edly there in Hideyoshi’s time no longer exists, it is most reasonable to as-
sume that the garden was created in the Edo period by Sowa, as recorded

33. Toyama Eisaku, Muromachi jidai teienshi (Tokyo: Iwanami Shoten, 1934), 647—48.

34. Toyama Eisaku, “Rydanji teien no dentdteki setsumei o haisu (jo),” Kokka 35: 1
(1925): 26—30, idem, “Rydanji teien no dentdteki setsumei o haisu (ge),” Kokka 35: 2
(1925): 58—64.
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in the Ryoan shi. Moreover, Toyama also stated that the Soami theorywas a
result of the sound of Sowa’s name being corrupted to “Soéami.”

However, in opposition to Toyama, an art historian and professor at
the Tokyo University of Art, Wakimoto Sokurd (1883—1963), advanced the
theory that it was “S6ami” that was corrupted to “Sowa” rather than the
other way around.” He cited two reasons for this: first, it is not certain
that the cherry tree that Hideyoshi saw was in the same place the garden
is now, and second, the style of the garden is not consistent with Sowa’s
taste.

Shigemori also disagreed with Toyama’s theory. He held that since Saga
kotei, which states that Sdami created the garden, is an older document
than the Ryoan shi (the first document to state that Sowa created the gar-
den), it makes more sense to believe that the “S6a” of Soami’s name was
corrupted to “Sowa.”*® He also held that Hideyoshi's decree stating “it is
forbidden to remove the stones and trees of the garden” did not mean
that trees had been planted in the garden, but rather that it was forbid-
den to remove any trees found within Ryo6anji’s precincts; and the fact that
a stone garden already existed during Hideyoshi’s time can be proven by
the edict containing the words “stones of the garden.””” In sum, it appears
that a thing can be whatever one wants it to be depending on how one
looks atit.

In 1939, Mori Osamu (1905—1988), a historian of gardens and a stu-
dent of Tamura Tsuyoshi, produced convincing proof that there had been
a cherry tree in the rock garden. He publicized the fact that there was an
old cherry tree stump on one side of the garden and a produced a draw-
ing of Ryoanji’s precincts showing that there had actually been a weeping
cherry tree in that spot prior to the fire of 1797.”°

According to Mori’s theory, this demonstrates that in the past, the gar-
den was an ensemble which consisted of the present stone garden paired
with a weeping cherry tree, and that it was possible that this ensemble
is what Hideyoshi had seen. While this somewhat weakens the theory
that the rock garden was made in the Edo period by Sowa, it does not
completely negate Toyama’s theory that the garden did not exist during
Hideyoshi’s time.

35. Wakimoto Sokurd, “Rydanji no niwa,” Gasetsu 5 (1937): 49—67.

36. Shigemori Mirei, Nihon teienshi zukan (Tokyo: Yukdsha, 1938), Vol. 4, 41—42.
37.1bid., 4, 48.

38. Mori Osamu, “Rydanji teien no kenkyi,” Gasetsu 33 (1939): 791—807.
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A riddle still remains regarding the visit of Hideyoshi’s entourage to
Ryoanji. Hideyoshi composed a poem about the weeping cherry tree, but
it appears that he was not moved by the rock garden which may have been
right next to it. Hideyoshi was not the only one. The six men who accom-
panied Hideyoshi, including the famous commanders Maeda Toshiie
(1538—1599) and Gamo Ujisato (1556—1595), all composed poems about
the weeping cherry tree.

Basing himself partially on this event, in 1957, Nakane Kinsaku (1917—
1995), an engineer with the Historical Properties Preservation Depart-
ment of the Kyoto Educational Committee, proposed the theory that the
rock garden did not exist in the time of Hideyoshi.’® Nakane was himself
a landscape gardener and was later president of the Osaka University of
Arts. Nakane theorized that if the rock garden had been there, it is rea-
sonable to assume that at least one out of the seven in Hideyoshi’s party
would have composed a poem about it. He also said that the “stones of
the garden” in Hideyoshi’s edict referred to a set of stones from the Muro-
machi period that Nakane himself had unearthed from the bottom of the
pond behind the abbot’s quarters, and that the rock garden had probably
been created by “Kotard (Kiyojird)” in the Kan'ei era (1624—1644) of the
Edo period.** What Nakane is saying is that if the rock garden had been
there, Hideyoshi “ought to have been” enchanted by its beauty. For Na-
kane also, the assumed beauty of the garden is the major premise of his
argument.

Garden scholars such as Tatsui Takenosuke immediately criticized Na-
kane’s “ought to have been” theory.* Tatsui theorized that just because
Hideyoshi’s entourage had written poems on the theme of snow and the
cherry tree not blooming in spite of it being spring, this does not prove
that Hideyoshi did not notice the garden. It seems to me that even though
Tatsui criticized Nakane, he, too, assumes the beauty of the rock garden.

Let us assume for a moment that Hideyoshi actually did not notice the
rock garden. What would this mean? For those who assume the beauty of
the rock garden, it would mean that Hideyoshi was a coarse boor with no
eye for beauty who cared only about his great good fortune in life. Here

39. Nakane Kinsaku, “Rydanji teien,”Shin kenchiku 32:10 (1957): 65—66.

40. Nakane Kinsaku, “Rydanji no ikezoko no iko to sekitei no sakutei nendai ni tsuite,”
Zoen zasshi 21:4 (1958):1—8.

41. Tatsui Takenosuke and Ono Kazunari, “Nakane Kinsaku-shi no ‘Ryoaniji sekitei sa-
kutei nendai’ kdshé ronbun ni taisuru gimon,” Zoen zasshi 22:1 (1958): 5—8.

141



142

] Chapter 5

again, the supposed beauty of the rock garden reasserts itself. The root of
this problem is very deep indeed.

The conviction that the garden is beautiful can sometimes cause one to
ignore what is right in front of one’s eyes. In Shinpan suishé Nihon no meien
(Admired and noted gardens of Japan, new edition; 1978), edited by the
Kyoto Garden Association founded by Shigemori Mirei, the following pas-
sage can be found:

In recent years someone has unearthed a tree root from one part of the gar-
den and advanced the theory that the garden contained a weeping cherry
tree, but the document says “in front of the garden,” not “the front garden”;
that is, this refers to outside of the wall. It is inconceivable that something
like a cherry tree was planted in a karesansui garden depicting islands in the

ocean.”

This sentence, which was most likely written by Shigemori, is prob-
ably criticizing Mori’s research. The statement “in front of the garden,”
not “the front garden” here refers to the passage in the Ryéanji monjo that
says that Hideyoshi came “on a day when the weeping cherry tree in front
of the abbot’s quarters garden was not yet in bloom.” Based on this, Shige-
mori is saying that the cherry tree was “in front of the garden,” that is,
outside the wall. He also concludes that it is impossible that a cherry tree
would have been planted in a karesansui garden in spite of the fact that the
stump of an old cherry tree is actually right there next to the abbot’s quar-
ters. Once things have reached this point, it is no longer scholarship—it
is something approaching religion.

The old stump to the side of the abbot’s quarters can also be interpreted
in myriad ways. Oyama Heishird says that the fact that a weeping cherry
tree was planted in the constricted space in the corner of the garden is
proof that there was a group of stones there and that entry into the gar-
den was forbidden.” Oyama even goes so far as to say that “considered
from the perspective that the rock garden returned to its original condi-
tion, the fact that the cherry tree burned down is actually something to be

welcomed.”*

42. Kydto Rinsen Kyokai, Shinban suishé Nthon no meien: Kyoto Chiagoku hen (Tokyo: Sei-
bundé Shinkésha, 1978), 64.

43. Oyama, Ryoanji sekitei nanatsu no nazo o toku, 150—52.

44.1bid.
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What if there had been a magnificent weeping cherry tree at the edge
of the rock garden? It must have been a beautiful sight. In the past, young
trees were reportedly planted as successive generations of the line of
Hideyoshi’s cherry tree. Today, there is a weeping cherry tree outside of
the garden wall located at about the midpoint of the garden. When it is in
bloom, people say that it captivates visitors to such an extent that the rock
garden may as well be somewhere else.

Oyama gives short shrift to the cherry tree that may have been in the
garden for atleast 210 years from the time of Hideyoshi’s blossom-viewing
excursion until the fire, simply declaring that the rock garden returned to
“its original condition.” Here can be seen the ideal beauty of the rock gar-
den imagined by Oyama.

Leaving aside the opinions of advocates like Oyama, whose love for
Rydanji knows no bounds, there is some eye-opening testimony from a
local gardener named Okuda Masatomo who is familiar with the rock gar-
den as it was in the past. According to Okuda, the ground under the rock
garden is full of tree stumps:

“The rock garden at Ry6anji was not always like that. We dug up some
stumps which made us think that there had been a lot of different kinds of
trees planted between the rocks. There were still plenty of stumps left.” I
heard this story from some old gardeners I worked with at that time. I ne-
glected to ask how big the stumps were, but if what they said is true, I think
the rock garden at Rydanji must have had a completely different appearance
from what we think it had.¥

Okuda’s family has been in the gardening profession since his grand-
father’s time, and Ryoanji was Okuda’s playground when he was a child.
It is precisely testimony like Okuda’s that is persuasive in a way that the
words of the savants of garden history are not. People who were actu-
ally there know the truth better than scholars who think only in terms
of documentation and theory. It may very well be that the rock garden at
Rydanji was once full of greenery. However, Okuda’s testimony was not
taken seriously in the subsequent research on the rock garden. While his
story may have been credible, the image of a rock garden full of greenery
was ignored.

45. Okuda Masatomo, “Sekitei no sugao,” Zen bunka 64 (1972): 65.
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SHIGA NAOYA AND MURO SAISEI

Ever since the Edo period, the rock garden at Rydanji had been praised for
the skill with which it was executed. However, during the Meiji period the
rock garden succumbed to the influence of the anti-Buddhist sentiment
of the times and people paid it little regard. Guidebooks of Kyoto from the
Meiji period barely mention it at all.

Keika yoshi (The glories of Kyoto; 1895), published by the Kyoto Mu-
nicipal Publishing Department, describes the rock garden as follows in
the section which introduces the abbot’s quarters at Rybanji: “The famous
front garden has no vegetation but only an arrangement of five or six cu-
riously shaped rocks and is called ‘tiger cubs crossing the river’ after the
fact that it resembles a mother tiger carrying her cubs across a mountain
stream on her back.”*® Kerka yoshi is a very thick official guidebook pub-
lished by the city of Kyoto in commemoration of the 1,100th anniversary
of the relocation of the capital from Nara to Kyoto and it had a great im-
pact on subsequent books of that type. Even so, this is all it has to say
about the rock garden. Heian tsishi (Kyoto history; 1895)," another thick
commemorative guidebook published in the same year as Kerka yoshi, in-
cludes a brief description of Rydanji, but the rock garden is not mentioned
atall.

Travel guides from the Meiji period generally ignore the rock garden.
For example, the Kyoto meisho annai (Guide to famous places in Kyoto;
1899), which is an all-inclusive introduction to the temples and shrines
of Kyoto, says only the following, and does not mention the rock garden:
“there is a pond on the temple grounds which attracts waterfowl during
the winter. Prayers made here are efficacious.”*

During the Meiji period, not only Rydanji but Kinkaku and Ginkaku
as well were neglected to the point of complete dilapidation. While old
shrines and temples were treated with little regard, the people of Kyoto
delighted in modern brick structures such as kangyojo (industrial com-
plexes) and the first ever Kyoto Station. People’s taste in landscape is
fickle. The trend today to value old architecture and attempt to restore it to
its original state will probably be treated by history as just another phase
in popular taste.

46. Kyoto-shi Hensanbu, Keika yoshi: Jo (Kyoto: Kydto-shi Sanjikai, 1895), 231—32.
47. Kyoto-shi Sanjikai, Heian tsushi 2:42 (Kyoto: Kyoto-shi Sanjikai, 1895), 19—20.
48. Kataoka Kenzo, Kyoto meisho annai (Kyoto: Figetsu Shozaemon, 1899),39—4o0.
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Thanks to the sudden rise of research on Japanese gardens, which
began in the 1920s, the gardens of Kyoto, once fallen out of fashion, again
began to attract attention. In such an environment the rock garden at
Rydanji was naturally presented as something beautiful. However, if re-
search into Japanese gardens is to be considered a field of scholarship, it
is first of all necessary to be able to explain to everyone’s satisfaction why
the garden is beautiful.

One of the people in the 1930s who were interested in this question
was Okazaki Aya'akira (1008—-1995), a scholar of Japanese gardens. Oka-
zaki later became a professor of the Faculty of Agriculture of Kyoto Uni-
versity. In a paper published in 1931, Okazaki said:

The garden at Rydaniji is famous as the garden of all gardens, but just saying
it is skillfully done or that it is a great garden does not give me any insight at
all into why this should be so.

Therefore, I would like to consider exclusively the following two points:
what gives this garden its value as a famous garden? And what is so good
about i?¥ |

I will not focus on “what is so good about it,” but regarding the ques-
tion “what gives this garden its value?” Okazaki gave the following two
reasons:

The first reason is that prior to the appearance of the garden at Rydaniji, no
one had even dreamed about creating a garden in this form. To put it another
way, this garden created the pure “withered landscape-borrowed view” [kare-
sansui shakkei] style of garden. . . . Next, more than the fact that this garden

is so original, the second reason is the additional fact that it has such a high
artistic value. That is to say, its value lies in the fact that none of the many
similar gardens that came after it come anywhere near to approaching its

level.*®

Essentially, Okazaki is saying that the garden’s value lies in the fact that
it was the pioneer of the style of garden that contains no plants and that
the reason the garden has a high artistic value is because many copies of
it were later created.

49. Okazaki Aya’akira, “Rydanii sekitei e no ichibetsu,” Zoen zasshi 2:2 (1931): 50.
50.1bid., 50.
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The creativity, originality, and artistic value of a thing increase in accor-
dance with the proliferation of imitations of it. The rock garden at Rydanii
gave rise to the creation of many similar gardens, and that is why it has a
high artistic value—this is a very easy explanation to understand. Like the
Mona Lisa, the value of the rock garden increased because of the plethora
of copies that were made of it.

However, Okazaki’s explanation was too dry and postmodern for the
early 1930s. Luckily or unluckily, the mainstream of the garden discussion
went in a more emotional and “damp” direction, so to speak. I would like
to discuss two examples of this culled from the writings of that period.

The ikebana master Nishikawa Issotei (1878—1938) had the following
to say. Describing Soami when he created the rock garden at the Daisen'in,
a sub-temple of Daitokuji in Kyoto, as “using too many rocks and employ-
ing too much artifice,” he contrasts this with Rydanji:

It is said that S6ami also created the garden at Rydanji known as “tiger cubs
crossing the river.” Some say that someone other than Sdami created it, and
comparing it to the garden at Daisen’in, I think that the theory that S6ami
did not create it is probably correct. But assuming that it was Soami who cre-
ated the one at Ryoanji—he was much more relaxed and created a garden

using so few stones that it is almost as though there are not enough of them.”

Nishikawa takes the position that since the style of the garden at Ryoanji
is so different from that at Daisen’in he cannot believe that both of them
are by Soami. This is a classic example of the type of garden study that pro-
ceeds based on mutually supporting theories of creator and aesthetics.

At about the same time, the scholar of Japanese cultural history Muto
Makoto (1907—1995), who later became a professor at Kwansei Gakuin
University, said the following:

Among unnatural gardens, the garden at Rydanji is probably the most un-
natural . .. that it gives the viewer not the slightest feeling of unnaturalness
in spite of its blatantly obvious separation from nature is due to the excel-
lence of its artistry.”

51. Nishikawa Issotei, “Kyodo seisaku no niwa Ikkyaji no niwa to Daisen’in no niwa,”
Heishi (Autumn 1931): 41.

52. Mutd Makoto,”Geijutsu to shite no teien: Ryoanji no niwa to Saihoji no niwa,” Hei-
shi (Spring 1932): 41.
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Muté describes the rock garden as “art,” but his explanation of why it is
artistic is very abstract and hard to understand. It could be understood
to mean that it just goes without saying that the garden at Ryoanji is ar-
tistic.

In this environment, where the theories about the garden’s creator
and its aesthetics both fused and clashed, statements about the garden
by writers who were free of the restraints of scholarly conventions began
to appear. Two prominent writers who wrote about the garden were Shiga
Naoya (1883—1971) and Muré Saisei (1889—1962).

These two men, one a novelist and the other a poet, lived during the
same era but had subtly different attitudes toward the rock garden. Shiga
praised the garden without reserve, but Mur6é was ambivalent. I would
like to examine the discussion, free of the rigidity of scholarship, that un-
folded between these two men around their difference of opinion about
the garden.

Shiga wrote an essay entitled “Rydanji no niwa” (The garden at Rydanji;
1924). In this essay, after stating summarily that S6ami created the gar-
den, Shiga says the following:

We see a wide sea dotted with islands and thick forests growing luxuriantly
on these islands. Without a doubt, for S6ami, this was the only way to dis-
till the essence of Mother Nature into an area of only fifty tsubo [150 square
meters] or so.

If we compare Enshi’s garden at the Katsura Detached Villa to a master-
piece novel, then the rock garden at Rydanyji is like an even more magnificent
masterpiece of short story writing. I do not know of any other garden that is
so expansive and has such a strong feeling of vigor. However, this is not the
sort of garden one can look at and enjoy on a daily basis. It is too austere for
mere enjoyment. Moreover, as we gaze at the garden, our hearts feel strangely

uplifted.”

Shiga goes on to say that the rock garden at Daisen’in was not as so-
phisticated as that at Ryoanji and stated his feeling that “if the garden at
Ryoanji is by S6ami, then it was probably done in his later years.”

During the same period, the poets Indo Masatsuna (1877—1944) and
Sasaki Nobutsuna (1872—1963) collaborated on the following tanka

53. Shiga Naoya, “Rydanji no niwa,” in Shiga Naoya zenshi, Vol. 5 (Tokyo: Iwanami Sho-
ten,1999), 317—18.
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(short poem) entitled “Kyoto Rydanji no niwa” (The garden at Rydaniji in
Kyoto; 1933).

Looking deeply at this garden,
the mind’s eye

can’t taste the power of S6ami.

kokoro no me
fukabuka to kono
niwa ni sosogishi
Soami ga chikara o

ajiwawa saruru

I look upon the vision of S6ami
who created the garden
without a single tree

or blade of grass.

ichiju iss6

niwa ni mochiizute
niwa o naseru
Soami ga me no

okidokoro o omou’*

It seems as though it was already the commonly accepted opinion among
writers of that time that Soami was the garden’s creator.

While Muro would later uncritically repeat Shiga’s opinion that Soami
created the garden, he did not accept the garden without demur. Ten years
after Shiga’s essay, Muro wrote the following in his work Kyoraku nikki
(Kyoto diary; 1934,).

In this, the king of rock gardens, the silent scene of the rocks deepens with
each successive viewing. There is nothing but fifteen stones sunk into a
space of sixty tsubo [180 square meters]. However, I felt oppressed as though
the garden was forcing me to think about something, and the entire time I
was in the garden this feeling bothered me to the point of distraction. As I

54.Taito Shoddin, ed., “Kyoto Rydanji no niwa,” Shods 2:9. Repr. in 1986 by Toyd Shodo
Kyokai, p. 36.
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thought about it by the light of my lamp back at my lodgings, it seemed as
though the rock garden had mellowed and come into my mind. The feeling
of rigid, stiff, formality gone to seed faded, my mind quieted, and I felt like I
wanted to affectionately stroke the surface of each of the fifteen rocks.”

Murd’s first impression of the garden was that it made him feel “op-
pressed as though the garden was forcing me to think about something”
and that it had “a feeling of rigid, stiff formality.” Murd is saying that it
was a garden that entered the mind little by little as it was viewed repeat-
edly or as the viewer revisited it in his mind after some time had passed. In
other words, the rock garden at Rydanji cannot be understood unless one
visits it repeatedly. Shiga’s and Murd’s manner of speaking, where they
describe the garden through the senses, was easy for the general public to
absorb.

Prior to the war, the temple office sold a one-page printed commen-
tary on the garden that quoted writings by Shiga Naoya, Muro Saisei,
Nishikawa Issétei, and Sasakawa Rinpta (1870—1949; a critic and haiku
poet).’® It appears that the chief priest at the time, Osaki Ryden, came up
with the idea.”” The commentary, which could be considered Rydanji’s offi-
cial prewar guidebook, did not contain a single statement referring to the
rock garden as a “Zen garden.”

Upon discovering that Ryoanji had used his writing without his per-
mission, Murd said the following: “Discovering that some old writing of
mine had been quoted in Rydanji’s garden commentary made me feel awk-
ward. I, having paid five sen [Y100 yen] without realizing this, felt all the
more silly for buying my own commentary unawares.””®

It may seem inconceivable to us today, but looking back on the 1920s
and 1930s, there were a number of things written disparaging Rydanji.
Murd was involved in much of the criticism of the rock garden.

There is an interesting exchange in the spring issue of the garden and
tkebana magazine Heishi (Flower vase chronicles), published in 1935. It is
a discussion between Horiguchi Sutemi, who presupposes the garden’s
beauty on the one hand, and Nishikawa Issotei and Muro Saisei, who

55. Murd Saisei, Muro Saisei zenshii (Tokyo: Shinchdsha, 1965), Vol. 5, 400—-1.

56. Kyoto-shi Ukyo-ku Rydanji, Séami chikuzé Ryoanji hojo no teien (tsisho toranoko
watashi).

57. Wakimoto Sokurd, “Rydanji no niwa,”Gasetsu 5 (1937): 55.

58. Muro, Muro Saisei zenshu, 5:401.
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take the opposite position on the other. It is a bit long, but I would like to
quote it in full:

HORIGUCHI: Doesn’t Mr. Toyama take the position that the gardens at
Daisen’in and Rydanji are not by S6ami, but rather were made by
Kanamori Sowa? I haven't actually read his thesis, though.

NISHIKAWA: [ don’t think that Rydanji was by S6ami. The feeling is totally
different.

HORIGUCHI: But even if it was by Séami, I think it is a phenomenal thing to
have created a style of garden like that.

NISHIKAWA: You mean Ryoanji?

HORIGUCHTI: Yes.

NISHIKAWA: [ don’t think it’s that extraordinary. You don’t agree?

HORIGUCHI: But there aren’t any examples of anyone making a garden like
that. If you look at it from the point of view of miniature tray land-
scapes, it is just a miniature landscape expanded to life size—what
you could call a tray rock garden [bonseki]. It seems to me thatitis a
pretty tremendous thing to have created such a large tray rock garden.

NISHIKAWA: Really? To me it seems that the people who look at it are too
impressed by it. [to Muré:] Have you seen it?

MURO: [ like its childish quality.

NISHIKAWA: That’s one way to look at it.

MURO: The stones are just put there without any logic, haphazardly, with-
out that much thought. When I saw it for the first time it repelled me;
somehow I found it irritating. . ..

NISHIKAWA: That's because people go overboard in treating it as a great
garden.

MURO: Somehow, I felt the garden was really making a fool of me. Then
when I went home and thought about it lying in bed, I felt like I came
to understand it comparatively well, and now that I am away from it,
completely. . .. It was a bit difficult to take to it right away, just going
into the garden cold without any preparation. I really felt cramped,
sort of like I was looking at a picture in my mind.

HORIGUCHI: What part of the garden did you feel was childlike?

MURO: How should I put this? It was just how the stones were lined up on
the white sand, that is to say, the way the stones were arranged; that
idea, well, you know, we played around doing that when we were kids;
it just seemed that the idea behind the garden was like that.. ..

HORIGUCHI: Well, if you are going to look at it that way, perhaps you can
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say that; but isn't the method of creating the tray landscape quite so-
phisticated?

MURO: That idea is something we conceive later, after pondering it over. I
have thought about it from many different angles, but that’s all I come

up with, just a vague feeling. There is no logic to it or anything . ...”

In this discussion, Mur6 is once again bringing up his perspective on
Ryoanji that he published the previous year in Kyoraku nikki. Horiguchi
persisted, insisting that even so, the rock garden was a sophisticated pre-
sentation; but Mur6 parried this by saying that his impression had “no
logic to it or anything.”

This attitude of Murd’s, where he talked about the garden in terms of his
sensory perception of it, seemed to have incurred the antipathy of the ratio-
nalists. In May of the year that the foregoing discussion was published, the
Yomiuri newspaper published something of a dispute between Muro and
Katsumoto Seiichird (1899—1967), a literary critic and self-styled art ex-
pert. Katsumoto bemoaned the fact that the Japanese could only look at
Japanese gardens through the lens of how they were appreciated by foreign-
ers. After touching upon such things as the fact that more and more Ameri-
cans had recently been coming to see Japanese gardens, and that the promi-
nent German architect Bruno Taut (1880-1938) had praised the Katsura
Detached Villa to the skies, Katsumoto threw down the gauntlet to Mura:

For the past couple of months, I have been reading Toyama Eisaku's Muro-
machi jidai teien shi bit by bit, and I am quite enjoying it. It has shown me
clearly just how shoddily the Japanese people have viewed Japanese gardens.
I regret to inform you that this book has completely discredited the theory
that you and Shiga Naoya have propounded —that S6ami created the gar-
den at Ryoanji in his later years. Thanks to this book, I have come to clearly
recognize where your way of looking at gardens is to be placed in a historical

context. Your opinion is just that of a modern realist, isnt it?*°

Judging from the fact that he was engrossed in Toyama’s Muromachi
jidai teien shi, which is by no means light reading, it seems that Katsumoto
had quite a mania for gardens.

59. “Niwa o kafaru zadankai,” Heishi (Special Spring issue, 1935): 6—7.
60. Katsumoto Seiichird, “Niwa no hanashi: Muré Saisei-shi ni kisu,” Yomiurs shinbun
May 23,1935.
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Katsumoto was an adherent of Toyama’s theory that the rock garden at
Ryoanji was by Kanemori Sowa and insulted Mur6 by saying, “I have come
to clearly recognize where your way of looking at gardens is to be placed
in a historical context.” Considering the fact that subsequent research on
gardens has relegated Toyama's Sowa theory to the status of being just one
more theory among many, Katsumoto’s “historical context” is fairly worth-
less. This is both amusing and frightening at the same time.

Having been challenged in this way, Mur6 did not remain silent. The very
next day, the Yomiuri newspaper carried his rebuttal. Regarding his support
of the S6ami theory, Murd said that he had simply agreed with Shiga and
that he did not know whether the garden was by Soami or not. He then
went on and compared the rock garden at Ryoanji to the one at Daisen’in:

Have you ever seen the rock garden at Daisen’in, which was also created by
Soami? Its layout, with a childlike landscape garden scene, has a completely
different feeling from Rybanji’s tense, grim formality. There is a little brook run-
ning from the waterfall, with a stone bridge and stone islands made of similar
looking boat-like stones, just like a “play” brook a child would make while play-
ing in a dry river bed. Nowadays, when I think of the rock garden at Rydanj, I
get a headache for some reason, but when I think of the garden at Daisen’in, in

spite of that profusion of stones arranged in such a jumble, I feel happy.®

It is still not clear whether or not the garden at Daisen’in is by Séami.
However, the way Muré compared Rydanji to Daisen’in is intriguing. It
appears that Mur6 vastly preferred Daisen’in over Rydanji. Unfortunately,
as a rebuttal, Murd’s counterargument lacks punch. Muré did not meet
Katsumoto’s spoken daggers head on. The reason for this becomes clear
when one reads the final lines of Murd’s rebuttal:

You and I seem to meet in the strangest places. When I was looking for a
house to rent in Omori, there you were. Near the Shinché publishing of-
fices, there you were on top of a car. On the street next to the Imperial The-
ater, two or three times in Tabata, and now you have jumped out and poked

me in a very sensitive spot. . .. I wonder where and how we will meet next?

Goodbye.*

61. Mur6, “Zoku niwa no hanashi: Katsumoto Seiichrd-shi ni ohenji,” Yomiuri shinbun

May 24,1935.
62.Ibid.
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Mur6 knew what Katsumoto looked like. It seems as though Katsumoto
was “stalking” Mur6. What seems to be really going on here is that Murd
had gotten tired of this and off-handedly turned the tables on Katsumoto
just when Katsumoto thought he had Muré where he wanted him. Articles
like this are proof that by around 1935 the Rydanji discussion had begun
to involve the general public.

What did some of the other participants in the discussion think about
Murd’s view of the rock garden? Regarding the feeling of pressure that
Muro experienced, Wakimoto Sokurd said, “actually, that kind of pres-
sure itself shows that the intention of the garden’s creator is working. It is
one of the fundamental things that causes us to see an ocean and caused
people in the past to see tiger cubs crossing the river.”® The attempt to ex-
plain the pressure that Murd experienced as the intention of the garden’s
creator is one of the strategies of the defenders of the rock garden’s beauty.
This is an all-embracing Buddhistic view typical of Rydanji lovers.

For Murd, however, this reaction on the part of public opinion did
nothing but increase the oppressiveness of the rock garden. Muré wrote a
poem titled “Rydanji no sekitei” (The rock garden at Rydanji), which was
included in Insatsu teien (Gardens in print), published in 1936:

But I was, finally, shut out

from the throng of countless stones.
All the stones were burning with anger.
All the stones were silent as the grave.
All the stones were about to scream.

Oh, all the stones were trying to return to Heaven!**

The oppressiveness of the rock garden had finally exploded towards
heaven. What Muro saw in the rock garden was nothing other than the
image of the male sex organ. As though to underscore this fact, the Tokyo
Asahi newspaper published a piece by Mur6 in 1938 in which he put forth
his “The Garden Stones = TesticlesTheory”:

I have been looking at garden stones for many years, but I have never felt

that they had a particularly refined quality. As I looked at things like orna-

63. Wakimoto, “Rydanji no niwa,” 57.
64. Murd Saisei, Nihon shijin zenshi, Vol. 15: Muré Saisei (Tokyo: Shinchésha,
1967), 145.

153



154

} Chapter 5

mental stones, paving stones for paths, and stone water basins where one
crouches to wash one’s hands, I felt more and more that they were very
human, until finally I could not help but think they resembled a certain part

of the human anatomy.65

Murd said that he was not speaking only of Rydanji, but that it was
usual for him to see “something like old wrinkled testicles in stones and
such things” and “when I have Ry6anji or Daisen’in before me, what I see
is something physical which invites all sorts of faraway thoughts.” One
can feel the physical sensations of Murd, who at that time was almost
fifty years old. Once Murd’s outlook on rock gardens had been reduced to
using his own body as its reference point, it could no longer mesh with the
theories about the garden’s creator or its aesthetics. At this juncture, Muré
retired from the rock garden dispute.

ARE ROCK GARDENS PRETTY?

Whether Shiga or Muro, the writings of professional writers are engaging,
as is only to be expected. Whether praising rock gardens or disparaging
them, their material evokes a response from the reader.

The haiku poet Yamaguchi Seishi (1901—1994) visited the garden and
wrote his impressions in his work Sazhaji to Ryoanji (Saihoji and Rydanii;
1959):

I did not see any ocean or islands.

I did not see any ink painting of Northern Song.

I did not see any tray rock garden.

I did not see any Zen. ... The white sand garden I saw was a flat plane.

The stones were “obiects.” I saw a relationship between stone and stone,
between “object” and “object.”

65. Murd Saisei, “Yomoyama banashi (1) Ishi no aijin,” Tokyo Asahi shinbun, January 24,
1938.
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That relationship is seen as a relationship between stone and stone, but in

essence this is an abstract quality that cannot be seen by the eyes.

In this way, I saw abstract qualities in the rock garden at Ry6anji. And I was
struck by its beauty.®®

It sounds like Yamaguchi had made a rather thorough study of the vari-
ous ways of looking at the garden. In the same work, Yamaguchi stated
that he had read Shigemori Mirei’s book. Disregarding the preconceived
ideas he had gained through his study of the garden, Yamaguchi saw the
abstract beauty of its composition.

I suppose there is nothing particularly wrong with this. However, the
issue here is when Yamaguchi wrote these words. Saihdji to Ryoanji con-
sisted of photographs by Domon Ken (1909—1990) with commentary
by Yamaguchi. It was published in 1959, when Yamaguchi was fifty-eight
years old. Judging from the content of the text, it is likely that it was writ-
ten just before publication of the book.

Yamaguchi was born in the Okazaki district of Kyoto. He moved to
Sakhalin when he was ten years old but returned to Kyoto when he was
a middle school student and graduated from the Number Three College.
Even though Yamaguchi had an intimate relationship with Kyoto, he did
not see Ryodanji until he was an adult—his words make this fact quite
clear. Ironically, his appreciation of the rock garden’s structural beauty,
and what might be called his previous “nonappreciation,” since he did not
see it until the publication of his book, seem to coexist like two sides of
the same coin.

Another professional writer, Inoue Yasushi (1907-1991), had a different
sensibility about the garden. Inoue gathers his impressions of the rock
garden, with which he was intimately familiar, in his poem “Sekitei” (Rock
garden), written in 1946. This is one stanza from the poem:

I wonder who first said that the garden here at Ry6anji was beautiful?
People always come here and are convinced their worries are as nothing,
Are comforted, are made to feel warm, and then

They just leave, under the illusion that the garden is beautiful.”’

66. Domon Ken, Yamaguchi Seishi, and Fukuyama Toshio, Sazhdji, Ryéanji (Tokyo: Bi-
jutsu Shuppansha, 1959), 5.
67. Inoue Yasushi, Utsukushii mono to no deai (Tokyo: Bungei Shunjisha, 1973), 126.
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Inoue’s poem forsakes the discussion of the garden’s creator and takes the
form of a conversation between the poet and himself, where he makes the
shocking statement that visitors “leave under the illusion that the garden
is beautiful.”

When he was a student, Inoue lived near Ry6anji, and during his walks
he would often go to the rock garden. Remembering those times, Inoue
says:

Thus, I was quite familiar with both Rydanji and the rock garden there. At
that time, the rock garden was not as famous as it is now. A few people knew
about it, but it was very rare to meet anyone there.

There was no entrance fee or anything like that. You would just go to the
entrance of the priests’ quarters and call. If someone was there, you would let
him know you wanted to come inside; if no one was there you would remove
your shoes on the dirt floor, go inside, and walk directly out to the veranda
by the abbot’s quarters. If you went at nightfall, there were swarms of gnats
and mosquitoes, so if you weren't careful you could really get in trouble.

There was not the slightest feeling that you were being shown something

extraordinary like there is now.
traordinary like th gt

The reason that Inoue could make a bold statement like “under the il-
lusion that the garden is beautiful” in his poem is precisely because there
was no “feeling that you were being shown something extraordinary like
there is now.” To put it another way, if one does not have the preconceived
idea that one is “being shown something extraordinary,” it is fairly easy to
say that the beauty of the garden is an “illusion.”

There are other statements like Inoue’s that do not simply praise the
rock garden at Rybanji. A participant in the Conference for the Apprecia-
tion of Noted Gardens of Kyoto, sponsored by the Japan Garden Associa-
tion in 1936, recorded his impressions of the rock garden:

I had long been aware of Rydaniji’s “tiger cubs crossing the river” garden
from books and photographs, but the first instant I saw it I thought that the
sand looked rather dirty, perhaps because I had imagined that it would be

a prettier white color. However, the more I looked at it, the more I came to
like it.%°

68.1Ibid., 110.

69. Yamamoto Hikaru,”Kydto meien kanshokai kanso,” Teren 18:1 (1936): 19.
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Since a member of the Japan Garden Association wrote this, I think
it is safe to assume that the author had a certain degree of knowledge
about gardens and an eye for appreciating their beauty. Yet he lets slip his
honest impression that “the first instant I saw it I thought that the sand
looked rather dirty.” He tries his best to recover from this by saying, “the
more I looked at it the more I came to like it,” but it appears to me that he
is trying to force himself to like the garden. This seems like another ex-
ample of a person being intimidated by the supposed beauty of the rock
garden.

There is an even more extreme statement from the landscape gardener
Hisatsune Shuji (1911—), which was published in the art news magazine
Geijutsu shincho in 1953:

Just what is so special about this garden? Is it the striking novelty of its
unique style that uses only rocks with no trees or greenery? To state my hon-
est opinion, there are any number of old gardens still existing in Kyoto that

are vastly superior to this one.”

Statements like this that forthrightly disparage the rock garden are rare.
Normally, people use a more moderate tone when discussing the garden,
even if they are dissatisfied at how it is being treated. Tatsui Matsunosuke
is an example of this.

Tatsui, a scholar of gardens, graduated from the History Department of
Tokyo Imperial University when Kuroita Katsumi was teaching there, and
he later took up research on the history of gardens. He is the father of Ta-
tsui Takenosuke, whom I quoted earlier, and was very active in the effort to
designate and preserve gardens as cultural assets of Japan. Tatsui had this
to say about the rock garden at Rydaniji:

The garden at Rydaniji is a famous garden known all over Japan, and at this
point in time needs no introduction. However, there is something about

the way it has been presented up to now which leaves me strangely dissat-
isfied. .. . I believe, rather, that this type of garden was not at all rare for its
time. That is, looking at the way the stones are handled in this garden, it
seems to me that it is simply an imitation of a miniature tray stone garden—

surely the most common thing that anyone would think of for a Muromachi-

70. Hisatsune Shuji, “Rydaniji sekitei no kachi,” Geijutsu shinché 4:11 (1953), 152.
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period garden. However, while there is absolutely no doubt that the place-
ment of the stones is masterful, there is also no doubt that many shoin had
gardens of grouped stones in the tray stone garden style. It just happened
that since one example of this type of garden survives at Ry6anji, and since it
is such an excellent garden, we landscape gardeners who came later mistake

it for something extremely rare.”!

Tatsui is saying that while the rock garden at Rydaniji is certainly beau-
tiful, the design was probably very common in the Muromachi period.
While Tatsui is by no means denying the beauty of the garden, he does not
completely accept it either. It seems that he simply was not completely sat-
isfied with the way the rock garden at Ryoanji had been treated.

After the war, it became increasingly common to hear people praise the
garden excessively without any regard for logic. I would like to give three
examples of this. The first is a conversation that took place on the veranda
of the rock garden between Tatsuno Yutaka (1888—1964), a scholar of
French literature and professor at the University of Tokyo, and the writer
Osaragi Jird (1897—1973); it was published in the magazine Shitkan Asahi
(Asahi weekly) in 1947.

TATSUNO: This garden is wonderful. ...

(Dr. Tatsuno seemed to moan as he said this and continued to stand at the
edge of the veranda. Mr. Osaragi sat in the middle of the veranda fac-

ing the garden and drank in the garden without moving.)

TATSUNO: Osagari-san...you don’t get tired of it, do you? It’s a big tray gar-
den. If it were a painting it would be a still life. . . .

OSARAGI: No, you don’t get tired of it. And I've seen it I don't know how
many times.

TATSUNO: Somehow, I want to argue with the garden. I feel like it would
make a fool of me if I didn't....

OSARAGI: It’s a garden that makes you think.

TATSUNO: It reminds me of a shégi [Japanese chess] player who coughs be-

fore he makes a tactical move.

71. Tatsui Matsunosuke, “Kyoto no meien o mite,” Teien to fitkei 14:10 (1932): 316—17.
Shoin is a traditional style of Japanese residential architecture, including a reception hall
and private study.
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0SARAGI: Each and every stone is alive. Murd [Saisei] said that this garden
was the king of rock gardens.. . . yes, it’s alive.

TATSUNO: Do you think that foreigners with a highly developed apprecia-
tion for beauty would understand it?

0SARAGI: Oh, I don’t think so. But maybe a few, perhaps.”

This conversation scene is like a picture, so much so that there are some
who count it as one of postwar Japan’s most famous conversations. Ta-
tsuno, intimidated to the point of wanting to argue with the garden; Osa-
ragi who said that foreigners could not understand its beauty—it seems
like both of them had fallen into a state where their thought processes had
almost come to a complete halt. It may be, however, that this was the first
step towards infusing the garden with its Zen flavor. Of course, it goes
without saying that Osaragi’s impression that foreigners could not under-
stand the rock garden was mistaken.

Perhaps basing himself on this experience, Osaragi had Moriya Kyogo,
the hero of his story Kikyé (Return to the capital), which was serialized
in the Mainichi newspaper in 1948, say, “Westerners, unless they're spe-
cial, can’t understand the beauty of this garden.” Kikys earned Osaragi the
Japan Art Academy Prize. Tatsuno wrote the letter recommending Osaragi
for this prize.

The second example was written by the literary critic Komiya Toyotaka
(1884—-1966), and appeared in Geijutsu shinché in 1950:

I think that the garden at Rydanji is probably at its most beautiful on a rainy
day when the stones and the sand are moist. Unfortunately, I have never been
to Rybanji on such a day. However, over and above everything, the most cru-
cial thing is that this garden expresses the ideé of its creator, who pushed his

art to the absolute limit until it reached a point where it could go no further.”

Finally, the third example. This was written in 1955 by Naramoto Ta-
tsuya.

The grouped stones are magnificent. If you say only that, maybe nothing

else needs to be said . .. in any case, this was created as a garden. It is nota

72. Tatsuno Yutaka, “Tatsuno Yutaka rensai taidan wasureenu kotodomo dai 7 kai
Osaragi Jir5,” Shitkan Asahi, December 7,1947,18.

73. Komiya Toyotaka, “Rydanji no niwa,” Geijutsu shincho 1:9 (1950): 56.
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painting or a sculpture, nor is it anything like philosophy or religion, and it
is most certainly not artifice.”

Even though they both praise the garden, Komiya and Naramoto ap-
proach it somewhat differently. Komiya exclusively pursued the philo-
sophical issue, the idée of the garden’s creator. Naramoto, on the other
hand, is saying that the garden should not be viewed through the lens
of painting, sculpture, philosophy or religion, which all have an aura of
the West about them. The garden is a garden, and has a beauty unique to
Japan that flowered during the medieval period.

In contradistinction to these men, there is someone who said clearly
that he did not know whether the garden was pretty or not. He was the
historical scholar Nakamura Naokatsu (1890—1976). Nakamura led the
Japanese History Department at Kyoto Imperial University (with Nishida
Naojird, Naramoto's teacher) before and during World War II; and after
the war, he was banned from public office together with Nishida. Naka-
mura’s specialty was looking at history from the perspective of the life and
culture of the common people. There are many modern historians who
were influenced by Nakamura’s style of scholarship. Nakamura had this
to say:

Is the rock garden at Rydanji unconditionally beautiful?
Apparently so. Apparently there is nothing to say. But is it really that good?

Do people praise it because the Japanese are so polite that they feel they
must agree with foreigners who say that it is wonderful, perhaps? Or is it
because its transcendence is so beyond our ability to see it that we simply de-

cide it is wonderful without understanding why?
To tell you the truth, its beauty is lost on me.”

It seems to me that Nakamura may have had Nishida and Naramoto in
mind when he wrote this. Influential scholars coming from the same Japa-
nese History Department of Kyoto University assessed the rock garden at
Ryoanji in all manner of different ways. When Nishida was a professor of

74. Naramoto Tatsuya, Kyoto no niwa (Tokyo: Kawade Shinsho, 1955), 14—15.
75. Nakamura Naokatsu, Kyé no miryoku (Kyoto: Tankd Shinsha, 1959), 130.
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Japanese history at Kyoto University, Nakamura was an associate profes-
sor, but it seems that their scholarship differed considerably.

For some people, their vague and inexpressible dissatisfaction with
the garden made them avoid daring to voice a clear opinion about it. The
woodblock print artist Tkeda Masuo (1934—1997) is an example of this:

I visited the rock garden for the second time a number of years ago with
Yoko, who is now my wife, and even though I had gotten accustomed to it a
bit, no feeling of excitement came welling up from the depths of my heart.
Perhaps somewhere in my mind I was aware of the fact that I was trying to
figure out the garden and this prevented me from simply experiencing it nat-
urally. While I may work in a different field, I am a professional artist and I
still find the rock garden hard to understand. Or rather, that is to say, I can’t

decide if this garden is a great garden or a worthless one, basically.”

I do not understand what stopped a man like Ikeda, who introduced a
daring hypothesis on the true identity of the enigmatic eighteenth-century
woodblock print artist Sharaku, from deciding how he felt about the rock
garden. I suspect that Ikeda really wanted to make a clear statement to
the effect that the garden was not so great. But he could not do it. What
crossed his mind at that moment? Was it the idea that the garden had to
be beautiful? Or was Ikeda afraid of being labeled an artist who did not
understand the garden that expressed Zen?

POPULARIZATION AND THE EXPRESSION OF ZEN

At the risk of being overly repetitive, I want to reiterate that it was only
after World War II that the description of the garden as being an expres-
sion of Zen became widespread. It was the addition of the Zen element
that solidified the reputation of the garden once and for all. This does not
mean that the opinion that the garden was an expression of Zen was com-
pletely absent prior to the war. Already in the 1920s, Tatsui Matsunosuke
had written that the rock garden at Ryoanji had a Zen flavor, for example.”
Tamura Tsuyoshi, in a paper from 1936, wrote that “one can detect a Zen-

76. Tkeda Masuc;, “Ikite iru ishi,” in Nihon no teien bi, Vol. 4: Ryéanji (Tokyo: Shaeisha,
1989), 52.
77. Tatsui Matsunosuke, Nihon meien ki (Tokyo: Takayamabs, 1924), 106.
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like style there.””® However, both Tatsui and Tamura only refer to the rock
garden and Zen in the most modest way.

Many historians, beginning with Kuroita Katsumi and Nishida Naojira,
have said that the culture of the fifteenth and sixteenth century itself was
a Zen-style culture. However, there is a great difference between saying the
culture at the time had a Zen atmosphere and saying that the formation
of the rock garden at Rydanji expressed Zen thought itself. When and in
what way did this leap occur?

Let us not forget that the rock garden at Ryoanji was popularly known
as the garden of the “tiger cubs crossing the river.” “Tiger cubs crossing
the river” has nothing to do with Zen. Also, prewar garden historians were
very careful about connecting the rock garden to Zen. The reason for this
is that it is unclear when the rock garden at Rybanji was created. While
some held to the theory that Soami created the garden in the sixteenth
century, there were also authorities such as Toyama Eisaku who believed
that it was made in the Edo period by Kanamori Sowa. It is not possible
to just casually assert that the rock garden at Rybanji = sixteenth-century
culture =Zen.

After World War II was over, the opinion that the rock garden was an
expression of Zen was on everyone’s lips, and its popularization as a tour-
ist destination soared. Actually, it was the cinema that contributed to the
popularization of the rock garden. Once again, let us look at the reminis-
cences of Tkeda Masuo:

I'm sure that I must have first learned of the existence of the rock garden
from an art history textbook or some other book, but I really first became
aware of it when I saw the scene in Ozu Yasujird’s film Banshun [Late Spring]
where Ryt Chisht and Hara Setsuko are sitting on the veranda by the ab-
bot’s quarters looking at the rock garden. According to what someone from
the temple told me, Banshun was the first time the rock garden was featured

in a film.”

Tkeda says that the rock garden at Ry6anji became instantly famous as a
result of being the setting for Banshun, made by Shochiku Studios in 1949.
It would be more correct to say, however, that it was only used very slightly,
since the rock garden scene lasts one minute and forty-five seconds in a

78. Tamura Tsuyoshi, “Nihon teien ni okeru hiraniwa no ishd,” Zoen kenkyii 17 (1936): 3.
79. Ikeda, “Ikite iru ishi,” 51.
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film that is almost one hour and fifty minutes long. Also, Ikeda’s memory
is playing tricks on him: Hara Setsuko does not appear in the rock garden
scene. The scene actually shows a father, a professor at the University of
Tokyo played by Ryu Chishg, sitting on the veranda by the abbot’s quar-
ters with his friend, a professor from Kyoto University, looking at the gar-
den as they discuss his feelings about marrying off his daughter, played by
Hara Setsuko.

How was the rock garden portrayed in Banshun? Seeing as how it ap-
peared as the setting for a conversation between a professor from the Uni-
versity of Tokyo and a professor from Kyoto University, perhaps Ozu was
trying to portray it as an out-of-the-way place known only to the intel-
ligentsia. The two professors are not meditating as they look at the gar-
den, much less are they discussing Zen. Ozu is obviously using the “tiger
cubs crossing the river” image of a mother tiger carrying her cubs across a
river on her back as a metaphor for the feelings of a father sending off his
daughter in marriage. In short, the rock garden in Banshun was the garden
of “tiger cubs crossing the river,” not a Zen garden.

The statement that the movies made Rydanji famous also appears in
the recollections of Tokai Sekimon, who was a junior to Matsukura Shoei
when both of them were trainee monks. To repeat, when Matsukura be-
came chief priest in 1948, the temple was unimaginably poor when viewed
from the perspective of its present-day prosperity, and visitors to the rock
garden were rare.

The appearance of the rock garden in the movie Return to the Capital brought
Ryoanji to national prominence, and from that time forward it became one
of Kyoto's famous tourist destinations and has continued to be so down to

the present day.*

Rydanji does not appear in the Shochiku film Kikyo (Return to the capi-
tal) (1950), which was based on the story by Osaragi Jir6 and directed by
Oba Hideo (1910—). Tokai probably confused Kikyo with Banshun. Be that
as it may, it seems like there is little doubt that the popular medium of the
movies brought about a Ryoanji boom and helped to fix the rock garden in
the consciousness of the general public.

At the end of the 1950s, all of a sudden the opinion that the rock gar-

80.Tokai Sekimon, “Rydanji zen jushoku Matsukura Shéei 0sho no senge o itamu,” Zen
bunka 110 (1983): 128.
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den at Ryodanji was an exp.ression of Zen was heard everywhere. Among
garden industry professionals, Nakane Kinsaku began to vigorously pro-
mote the relationship of the garden to the world of Zen:

As this kind of Zen view of nature and the world penetrated deeply into

the consciousness of society, it influenced art and entertainment and had a
profound effect on landscape gardening, eventually giving birth to a specific
kind of garden characterized by abstract structure and expression. These
gardens do not have even the slightest degree of the kind of sensual splen-
dor seen in gardens that are bedecked with ponds, artificially created hills,
blooming trees, flowers, and greenery; rather, transcending sensual [beauty],

they express what is called the beauty of the Void [mu no bi].%

These words appeared as the caption for a large photograph of the rock
garden that appeared in Shin kenchiku (New architecture), a journal de-
voted to modernist architecture. It is not clear who wrote this commentary,
but judging from the fact that an article by Nakane appears in the maga-
zine directly following this caption and that Nakane used very similar ex-
pressions in his subsequent writings, it seems reasonable to assume that
Nakane was the author. For modernist architects, the fact that structures
made using very simple elements, like the rock garden at Ryoanji, had long
existed in Japan was a big “discovery.”

The problem is Nakane’s article, which follows this commentary. In it,
Nakane claims that his own archaeological survey showed that the rock
garden did not exist in the time of Hideyoshi.*? Nakane believed that the
garden was created in the early Edo period. In spite of this, in this caption
in the very same issue of the same magazine, he writes about the garden as
though it were the crystallization of the climate of Zen spirituality of the
fifteenth and sixteenth centuries. This seems like quite a contradiction.

Subsequent to this, Nakane began to mass-produce statements about
the Zen nature of Rydanji’s rock garden, such as the following:

In this garden there is not the slightest bit of the gaudy beauty seen in gar-
dens that are ornamented with blossoming trees, flowers, and greenery.
While it appears to be nonchalant and artless, nevertheless the beauty of the

Void is expressed within a perfectly seamless austerity. The beauty of this

81. “Ryoanji sekitei,” Shin kenchiku 32:10 (1957): 61.
82. Nakane, “Rydanji teien,” 65—66.
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garden has the quality of the quiet, elegant, and simple beauty found in the
spirit of the tea ceremony and the austere, simple, and elegant beauty that

noh drama tries to achieve.®

In 1963, the same year that Nakane wrote these words, he also wrote a
pocketbook called Kyo no meren (Famous gardens of Kyoto). This book was
one of a series of books published by the Hoikusha publishing company
called Color Books. What makes these books unique is that they are like
mini-encyclopedias on various fields, filled with beautiful color pictures, and
small enough to fitin one’s pocket. This series is still being published today,
and the appeal of the books lies in the fact that they can be carried along
wherever one goes and consulted on the spot. These books have provided
the general public in Japan with a great deal of educational information.

In Ky6 no meien, Nakane describes the rock garden at Rydanji as fol-
lows:

The rock garden at Rydaniji is a karesansui [withered landscape] garden which
was influenced by the thought of the Zen sect of Buddhism. . .. It does not
have the superficial magnificence of gardens created with ponds, brooks,
flowers, and trees; rather, it transcends the sensual, expressing what is called
the beauty of the Void. There are few gardens the spirit of whose creation

was so influenced by Zen thought as this one.*

It is obvious at a glance that this has been copied from a part of the
commentary that Nakane wrote for Shin kenchiku (New architecture). The
fact that the rock garden was explained in this manner in the Color Books,
a long-lived series that has seen many reprintings, had a great impact on
the general public in Japan.

That being said, how did Nakane come to arrive at “the beauty of the
Void” (mu no bi)? Was it because he had passed forty and settled into a
mature middle age free of doubts? Here, one can make out the shadow
of Matsukura Shoei, the postwar chief priest of Rydanji, hovering in the
background. It was Matsukura who asked Nakane to do the archaeolcgical
survey mentioned above. Those people who wanted to discuss Rydanji, in-
cluding Nakane, probably visited Rydanji and were influenced in no small
measure by Matsukura’s lectures about it.

83. Nakane, Nihon no niwa (Kyoto: Kawahara Shoten, 1963), 94.
84. Nakane, Ky6 no meien (Tokyo: Hoikusha, 1963),16—17.



166} Chapter 5

Both Matsukura and the previous chief priest, Osaki Ryden, also influ-
enced Shigemori Mirei. Shigemori wrote the following, presenting it as
Osaki'’s words:

He said, “when I sit here [in an interior room] and listen to the footsteps of
the visitors on the wooden floor as they leave, I can tell who has really under-
stood the garden well and who is leaving without understanding it at all. It’s
a pretty frightening thing to be able to understand that just from the sound

of a person’s footsteps, you know.”®

It is said that an experienced Zen master can understand a person’s
state of mind from the sound of his footsteps. In the Rinzai Zen tradition,
trainees are given koans. During the daily meditation sessions, the trainee
meets with the master one on one and tells him his answer to the kéan he
has been given. If the trainee has not understood the kéan sufficiently, the
master will be able to detect this just from the sound of the trainee’s foot-
steps as he comes to meet with him. Chief priest Osaki was probably able
to do the same thing.

If one stops to think about it, it is perfectly natural for a Zen priest to
discuss the rock garden in Zen terms. Prior to Osaki, however, there is no
proof of anyone from Rydanji having done so of their own accord. This
is only to be expected, of course, since up until Osaki’s appointment in
1907, Ryoanji had not had a chief priest for close to three hundred years.
It is likely that both Osaki and Matsukura lectured Shigemori on Zen dur-
ing the years before and after the war as he sat looking at the garden. Al-
ready in a paper from 1947, Shigemori was bringing Zen into the discus-
sion: “This kind of symbolic expression is quite characteristic of Zen and
was born from a background of Zen thought.”*® In Nihon teienshi taikei (A
historical overview of Japanese gardens; 1971), the Zen interpretation of
the rock garden is even clearer:

In general, most people say that they cannot understand the garden at
Rydaniji. . .. The only way to a enjoy a garden like the one at Ry6aniji is to dis-

card all of one’s preconceived notions and confront the garden head on in

85. Shigemori and Shigemori, Nihon teienshi taikei, 81—82.
86. Shigemori Mirei, “Rydanji to Daisen’in no sekitei bi,” Shiseki to bijutsu 17:4
(1947):147.
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all of one’s nakedness ... when one looks at the garden, one ought to be ata
loss for words; and until one can silently meditate on it, until one can hear
the sound of waves emanating from the entire garden, one has not under-
stood the garden at Rydanji.”

Shigemori considered the karesansui garden to be the pinnacle of the
Japanese garden, and his evaluation of Rydanji is written in that context.
I do not know what is behind his outlook on gardens, but it may be con-
nected to the fact that as a landscape gardener, Shigemori’s patrons con-
sisted primarily of Zen temples and tea ceremony practitioners.

Was the idea that the form of the rock garden expressed the spirit of
Zen itself initiated from the Rydanji side during the era of chief priests
Osaki and Matsukura? The source of this idea is unclear, but it appears
that authoritative garden researchers such as Nakane and Shigemori
agreed with it and that when the rock garden became famous during the
1960s, this explanation was disseminated as a form of edification for the
general public.

It is possible to see the influence of chief priest Matsukura even in the
“unsightly stones” theory of Oyama Heishir6, discussed eatlier. As befits a
Zen priest, Muchaku Docha, the author of Ryoanshi (Chronicle of Rydan),
said bluntly that “the stones are unsightly”; and when Oyama heard chief
priest Matsukura refer to the garden in the same way, he says that he was
“profoundly impressed.” Expressing how moved he was, Oyama said, “Lis-
tening to the words of the Zen master who calmly dismissed the stones as
‘unsightly’ even though he was fully aware that popular opinion praised
them as being pleasing to the eye, I felt that I was in the presence of a truly
enlightened Zen priest.”®®

The ultimate explanation equating the rock garden and Zen was put
forth by the sculptor Mizuno Kinzaburd. Mizuno is known for having
practiced Zen assiduously from a young age. He seems quite pleased with
his own research on the rock garden at Rydanji, praising it as “a quest for
the fountainhead of ultimate beauty.”®” Mizuno explained the structure of
the garden in the form of a koan. Here, I will reconstruct the questions and
answers from Mizuno’s article that appeared in the magazine Zen bunka

87. Shigemori and Shigemori, Nihon teienshi taikei, 81—82.
88. Oyama, Ryoanji sekitei nanatsu no nazo o toku, 101.

89. Mizuno Kinzaburd, Zen to geijutsu no setten (Tokyo: Kondd Shuppansha, 1983), 1.
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(Zen culture), the house organ of the Institute for Zen Studies at Hana-
zono University in Kyoto.

QUESTION: What is the meaning of the rock garden of Rydanji?

ANsSWER: That which forms an arc like water flowing in three points re-
sembles a sickle for cutting grain.

QUESTION: Do not speak in riddles.

ANSWER: I do not speak in riddles.

QUESTION: What is the meaning of the rock garden of Ry6anji?

ANSWER: Like a cross-hook three point moon, like a star.”

Mizuno seems to have created this kéan in imitation of the well-known
“The Oak Tree in the Courtyard” kéan from the Wu-men kuan (The gate-
less barrier), a collection of Zen koans compiled in the thirteenth century,
where a monk asks Chao-chou, “What is the meaning of Bodhidharma’s
coming from the West?” and Chao-chou answers, “The oak tree in the
courtyard.””’ I am not competent to pass any judgment on its quality as a
kéan, but I can say that Mizuno came to the following conclusion about
the kéan he created:

I think that it can now be understood without a doubt that the rock garden
at Rybanji was created with a Zen koan as its subject.

Moreover, as a classic form that magnificently fuses the points of contact
between Zen and the arts, it is truly unparalleled.”

Mizuno says that the relationship between the koan and the rock gar-
den “can now be understood without a doubt,” but in reality this is not
anything even vaguely resembling proof. Saying that the rock garden is
Zen simply because one can liken it to a kéan is nonsense. I feel sorry for
Mizuno for having to say this, but his obsession is too extreme. However,
it is true that this kind of single-minded fantasy can come to be a com-
mon way to frame an opinion. I suppose that any faith is prone to this,
not just Zen.

90.Mizuno Kinzaburd, “Rydanji no sekitei to kashiopea za,” Zen bunka 91 (1978): 53—54.
91. The Gateless Barrier: The Wu-men Kuan (Mumonkan). Trans. with commentary by
Robert Aitken (New York: North Point Press, 1990), 226—30.

92. Mizuno, “Rydanji no sekitei to kashiopea za,” 54.
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PROOF OF BEAUTY

Is the rock garden at Rybaniji really pretty? For many of the people dis-
cussed previously in this chapter, the beauty of the garden is a self-evident
fact. However, simply asserting that its beauty is self-evident is not univer-
sally convincing. After all, it is also a fact that there were influential people
involved in the discussion who found the rock garden unattractive. For
devotees of the rock garden, the desire to somehow prove that it is beauti-
ful must be very strong.

However, is it really possible to prove that something is beautiful? In
the final analysis, beauty is nothing more than that which is seen in the
eye of the beholder at the time he beholds it. Something that is beauti-
ful to one person is not beautiful to another; something that was once
thought to be beautiful ceases to be beautiful with the passage of time—
this is the natural course of things.

Many people, including the garden historians discussed previously,
thought that even if beauty cannot be completely proven, it should be pos-
sible to rationally explain it to a degree if only a good method for doing so
could be devised. The method they used relied on precise measurements
and visual analysis. This method appears to have been influenced by the
theory of Constructivism that was popular in art and architecture circles
beginning in the 1920s.

Equilibrium and dynamism—the interpretation of the rock garden ac-
cording to Constructivism can be summarized in this way. I would like to
review the attempts of this faction from the 1920s to the present to ex-
plain the beauty of the rock garden at Rydanji so that we can see whether
or not what they said really proves that the rock garden is beautiful.

The first diagram (figure 6) was created in 1923 by Sait6 Katsuo, a stu-
dent of Tamura Tsuyoshi of Tokyo Imperial University.”” Already from this
time Saito was describing the rock gardens at Ryoanji and Daisen’in as the
epitome of the “Zen garden.” At a time when the rock garden at Ryoanji
was only described as the garden of “tiger cubs crossing the river,” Saito
can be considered the first person who saw Zen in the garden.

Even so, Sait6 also described modern gardens as “embracing one in the
great universe” and “guiding the contemplation of the viewer deep and
far into the metaphysical realm.” It does not appear that he intended to

93. Saitd Katsuo, “Rydanji no ishigumi ‘toranoko watashi’ no kaibo,” Teien 5: 8 (1923): 7.
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Figure 6. Sketch of garden by Saitd (1923).

state that it was only the garden at Rydanji that was particularly philo-
sophical. Saito said the rock garden had “spirit-harmony” and “vitality of
movement.””* He tried to explain this by means of the directional axes of
the stone groupings. He analyzed the stones by categorizing them as ver-
tically placed stones (- in figure 6), horizontally placed stones (\J, X, 7,
=), and obliquely placed stones (1, /N, =, 5K, ™\, b, F, )b, 7, 7J) and
pointed out that the vertical stone is in the center, the horizontal stones
are on both edges toward the front, and the oblique stones are placed so
as to fill in the gaps between the vertical and horizontal stones. Sait6 said
that the overall dynamism of the groups of stones gives “the garden a very
ambitious appearance with a faint tinge of lustful passion, bringing it to
the edge of vulgarity,”” but that the vertical and horizontal stones main-
tain the dignity of the garden.

As an explanation, this is rather ambiguous. However, considering the
fact that this was done at a time when even a decent surveyor’s diagram of
the rock garden did not exist, I suppose it is unavoidable that this was the
best diagram that could be made. In any case, it seems that Saito was try-
ing to explain the beauty of the garden by means of its vertical, horizontal,
and oblique lines as seen from a bird’s-eye view.

A man named Tanaka Sansetsu objected to Saitd’s theory, saying that
the design of the rock garden at Rydanji included the weeping cherry tree
that Hideyoshi loved and that Saitd’s calculations did not include it.”® It
appears that Tanaka was also quite enamored of the garden himself. He

94. The characters used here, <(#8F£#], are similar to the phrase X(EE4- /), which ap-
pears in the Chinese painting treatise Guhua pinlu (Classification of ancient painters) by
Xie He.

95. Saitd, “Rybdanji no ishigumi ‘toranoko watashi’ no kaibo,” 8.

96. Saitd Katsuo, “ ‘Rydanji niwa ni taisuru ichi shiken’ o yomite,” Teien 242 (1942):
32—33.
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wrote the following prose piece for the magazine Teien (Gardens), which
reads like a passionate love letter:

How beautiful is the golden light of a late autumn morning as it plays on
the surface of the garden! Ah, why do you rend my heart so? When I came to
see you last February on a cold day when the powdery snow was falling, you
seemed as cold as the moonlight. But when I took your hand you were pas-
sionate enough to melt my heart. Yet today, why do you now greet me with

the blood-red color of love burning in your face?”’

To anthropomorphize the garden to this extent is quite incredible. Saito
responded to Tanaka as follows:

If so, then, in response to the structural question of whether the stones in
the garden by the abbot’s quarters at Rybanji were grouped with a weep-

ing cherry tree as part of the design, I can, without hesitation, answer with
an unequivocal “no” . ... For a person who does not really understand the
garden’s vigor, nothing would be better than to have him study stone ar-
ranging for ten or twenty years; but even without going that far, if he were to
pay close attention to stone arranging for about three years and watch how
a master gardener arranges stones, I think that he would naturally come to

understand it.”®

Saitd is saying, “Oh, Tanaka, you really don’t understand the vigor of stone
arranging, do you? Go and study some more!” This is nothing but a chil-
dren’s squabble. Whatever happened to analyzing the garden’s beauty?

Let us go on to the next diagram. The diagram in figure 7 was drawn
in 1931 by Okazaki Ayaakira.” Using this diagram, Okazaki pointed out
that the central space was shifted somewhat to the left. Then, by compar-
ing it side by side with a diagram showing the groups of stones labeled I1I
and IV shifted somewhat to the right, which gives the garden an enlarged
central space, he attempted to show how skillfully the stones in the actual
rock garden had been placed.

To really assert that the present placement of the stones is the optimum
arrangement, it would be necessary to arrange the fifteen stones randomly

97. Tanaka Sansetsu, “Rydanji niwa soken,” Teren 24: 12 (1942): §14.
98. Saitd, “ ‘Rydanji niwa ni taisuru ichi shiken’ o yomite,” 32—33.

99. Okazaki Aya'akira, “Ryoaniji sekitei e no ichibetsu,” 50—52.
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Figure 7. Sketch of garden by Okazaki (1931).

in every possible way and then to evaluate the arrangements subjectively.
In that sense, it is quite a simple thing to point out the inadequacy of the
rhetorical device that Okazaki used to make his case. This is because his
method of comparison is primitive and is nowhere near to being “scien-
tific.”

Shigemori Mirei also published a diagram of the garden in 1933 called
Ryoanji sekiter ishigumi no késer bi sanko zu (Reference diagram of the struc-
tural beauty of the grouped stones in the rock garden at Rydanji; figure
8)."%° Shigemori himself did not provide a detailed explanation of this di-
agram. However, it seems as though he was trying to make the point that
the groups of stones fitinto an area defined by the horizontal line, the two
oblique lines that cross at almost right angles at the stone by the edge of
the wall, and the lines that run parallel to the oblique lines. Shigemori was
the first person to explain the stone groupings using supplemental lines, a
practice which subsequently became fashionable.

The diagram in figure 9 was created in 1935 by Eyama Masami (1906—
1978)."" In 1933, prior to the publication of Eyama’s paper, the Gardening
Laboratory of Kyoto University made a surveyor’s diagram of the rock gar-
den at Rydanji. Eyama’s drawing is based on that diagram.

100. Amanuma and Shigemori, Kyéto bijutsu taikan, 19.
101 Eyama Masami, Taisa teki kinsei ni yoru Rydanji teien no kosei ni tsuite,”Zoen

-5 (3 <)
Zassnr 2:2 (1935 ): 111,
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Figure 8. Sketch of garden by Shigemori (1933).

Using this surveyor’s diagram, Eyama explained the rock garden as
follows. Symmetrical beauty, like that seen in the forms of plants or the
shape of a conch shell, can be explained by means of logarithmic rules.
This is the theory of naturally occurring logarithms propounded by the
scholar J. Hanbidge in 1920. If one adds suitable supplementary lines to
the surveyor’s diagram of the rock garden, a number of rectangles with a
vertical-to-horizontal ratio of about 1 to /6 appear. Eyama focused on this
and said that the design of the rock garden at Rydanji was based on the /6
logarithmic standard, and that this is what makes it beautiful.

Eyama’s thesis was the first to examine the beauty of the rock garden
using mathematical principles. It appears to have had considerable impact
in garden history circles. Encouraged by this, the following year Eyama
published a thesis on the rock garden at Daisen’in that employed the
same method.'”” However, the rock garden at Daisen’in is more compli-

102. Eyama Masami, “Daisen’in teien kdsei ni kansuru Dynamic Symmetry teki ken-
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