BOSTON PUBLIC LIBRARY

| SN T
LS |y 3

3 9999 06483 355 9 | e Jﬁ__&, *

Shoji Yamada®®:

Translated by Earl Hartman

]Glpa-n, Zen, el Ehe il
v - ¥

A I‘
1/







r
L.
1 i
-
1
. -
\ "
"
i
1 I
s
»
i
1 e
. ’
Y
“
“
) v
.
-
%
i :
-
"~ -
s
8
- -
i | [
!
i .







Shoji Yamada
Tmnslated by Earl Hartman

~h %M i,!ND ﬂlanRNxTY
-'."l.lv - t? by 11d S. Lopez-Ji
'r":-l. ' L{ Ly fi'll"l - |
sk R

If_ll |L:q e kl :”' -'J 2 J.Il I}E_ual'N‘D'GRAPH SERIES
Calle ‘_:' 1 NP I |||h s | H- " NOQ
TR RS

ul ] I'\J'“_I ||1|

J |



Y. ;‘ ' : "l?l N, |F||_

| |q'|‘ | 'L'I
nﬁ,-..r.-
WO

ﬂ'.']

r\,

|,_II'IT|| ||I

I-—I ~
Y I-,l” =,



SHOJI YAMADA is associate professor at the International Research Center for Japanese
Studies, Kyoto. He is the author of ten books, most recently of “Kaizokuban” no shiso:
jithasseiki etkoku no eikyit kopiraito toso (Reasoning about “pirate editions”: battles over
perpetual copyright in eighteenth-century Britain; 2007), CD-ROM ban kuzushiji kaidoku
yorei jiten (The CD-ROM dictionary of Japanese historical characters; 2007), Bunka to
shite no terebi komasharu (Cultural perspectives on television commercials; 2007).

EARL HARTMAN is a licensed kyudo instructor and professional translator based in
California.

The University of Chicago Press, Chicago 60637
The University of Chicago Press, Ltd., London
© 2009 by The University of Chicago

All rights reserved. Published 2009

Printed in the United States of America

Originally published as Zen to yit na no Nthon-maru by Kobundo Publishing Co., Ltd.
© 2005 Shoji Yamada.

English translation © 2009 International Research Center for Japanese Studies, Kyoto.
18 17 16 15 14 13 12 11 10 09 12345

ISBN-13: 978-0-226-94764-8  (cloth)
ISBN-10: 0-226-94764-5 (cloth)

Library of Congress Cataloging-in-Publication Data

880—01 Yamada, Shoji, 1963—

[880—02 Zen to iu na no Nihon Maru. English)]

Shots in the dark: Japan, Zen, and the West / Shoji Yamada ; translated by Earl
Hartman.

p- cm. — (Buddhism and Modernity)

Includes bibliographical references and index.

ISBN-13: 978-0-226-94764-8 (cloth : alk. paper)

ISBN-10: 0-226-94764-5 (cloth : alk. paper) 1. Herrigel, Eugen, 1884-1955. Zen in
der Kunst des Bogenschiessens —Influence. 2. Herrigel, Eugen, 1884—-1955—Criticism
and interpretation. 3. Zen Buddhism—Study and teaching— Europe. 4. Civilization,
Western—2o0th century—Japanese influences. 5. Archery—Japan—Religious
aspects. 6. Ryoanji Teien (Kyoto, Japan) 7. Rock gardens, Japanese—Religious aspects.
1. 880—03 Kokusai Nihon Bunka Kenkyu Senta. II. Title. III. Series: Nichibunken
monograph series ; no. 9.

GV1188.J3Y3313 2009
799.3' 2—dc22
2008042071

@ The paper used in this publication meets the minimum requirements of the American

National Standard for Information Sciences— Permanence of Paper for Printed Library
Materials, ANSI Z39.48~1992.



Preface to the American Edition  vir
Introduction 1

Between the Real and the Fake o

The Kitschy World of “Zen in/and the Artof ..." 10
The Rock Garden in New York 18
The Moving Borderline 22

The Mystery of Zen in the Art of Archery 29

The Beginning of the Story 30

Spiritual Archery and Herrigel's Meeting with Its Teacher
Becoming a Disciple 32

Breathing 33

The Release 34

Purposefulness and Purposelessness 36

The Targetin the Dark 37

The Riddle of “It” 40

31

Contents  }



Contents

Dissecting the Myth 43

The Spread of Zen in the Art of Archery 44

The Moment the Myth Was Born 46

What Is Japanese Archery? 57

The Great Doctrine of the Way of Shooting 61
What Herrigel Studied 65

The Erased History 75

The Blank Slate 76

Herrigel's Early Years 79

The Japanese in Heidelberg 83
Homecoming and the Nazis 94

From the End of the War to Retirement 99

Are Rock Gardens Really Pretty? 105

From the “Tiger Cubs Crossing the River” to the “Higher Self” 106
The Neglected Rock Garden 110

The Rock Garden in Textbooks 113

Unsightly Stones and a Weeping Cherry Tree 134

Shiga Naoya and Murd Saisei 144

Are Rock Gardens Pretty? 154

Popularization and the Expression of Zen 161

Proof of Beauty 169

Looking at the Mirror’s Reflection 185

Another Japan Experience 186

Bruno Taut and Rydanji 194

The People Who Introduced Zen and Rydanji to the West 199
Isamu Noguchi 203

How Zen in the Art of Archery and Rydanji Were Received 207
Does Zen Stink? 215

Kyids, Zen, and the Olympics 223

[ Knew It! It's Zen! 234

Postscript 243

Translator’s Afterword 251
Appendix: Herrigel's Defense 255
Kanji for Personal Names 263
Kanji for Japanese Terms 267
Bibliography 271

Index 283



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).
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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.



The Mystery of Zen in the Art of Archery {

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.
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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.
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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<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>