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Preface

t has been quite a number of

years since | first published my
book on Japanese Swordsman-
ship. | feel that at the time, given
the overall experience of most
practitioners, it contained the
basis of what they needed to
know. It was written with the
idea of furnishing a reference for
those wishing to attain the level
of Sho-dan according to the
technical requirements of the Eu-
ropean lai Federation (EIF).In this
sense | feel that it was a useful
effort. Furthermore, it has been
extremely gratifying to see how
much the interest in Ken and [-ai
has grown over these years and,
more particularly, how much pro-
gress has been made by so
many people in the practice and
knowledge of these arts. It is
with this in mind that | have taken
a different approach in writing
this book. Also, | would add that | feel that it should
also be a reflection of the way that |, myself, see things
25 years or so later on in my life. Even though a river
runs under a bridge it’s never the same water. | like to
think that we are in the current and moving along.

Without losing sight of something that | said in
the Preface to my previous book: “The aim of a book
is rather to serve as a sort of “aide-memoire” and in
no way is it meant to replace learning with a qualified
teacher and regular daily training. It may come as
somewhat of a surprise to many to learn that in reality
nothing can be ‘learned’ from a book.” | have includ-
ed numerous explanations and indications that will
help better understand the practical movements. | will
also be using a lot of japanese vocabulary with which,
I will assume, that the reader is familiar and, therefore,
I will not make an immediate ‘translation’ in parenthe-
sis ie. — Ashi-sabaki (foot movement) or Ke-sa-giri
(diagonal cut), etc., etc. However, | will have a glos-
sary of terms at the end of the book (Page 170) where
definitions will be given as well as the japanese char-
acters for the terms where feasible*. So much of the

* The spelling of the japanese words follows the Hepburn method
normally used in english translation. The words begin with a
capital letter and are slightly bolder and italicized. When the
translation concerns two characters or more, the following
characters are in small letters and linked to the first one with

a hyphen. Except for the names of people, | indicated long
vowels, like “D&”, the way (among many others), to distinguish

it from “Do”, earth (among many others).

understanding of a word or term
is dependent on having a good
grip on the varied meanings that
a ‘pictograph’ can contain. A
simple example can be found in
the name “lk-kyé” in Aikido
where the two characters that
make up the word are: “Ichi” =
one, unique, first, unity, and,
“Kyb” = principle, fundamental
law. As a word you can see im-
mediately how it could have dif-
ferent nuances in translation.
Attempting to pin one meaning
(interpretation) on it can be suffi-
cient but also limiting. Here we
could see lk-ky6é as being the
“first principle” (in a series where
there were others), on the other
hand we could see it as meaning
‘the one principle’ or the unique
principle. Further, we could read
it as “the principle of one/unity”.
As may be seen the more one
understands about japanese calligraphy the richer
becomes our understanding for interpretation, varia-
tions and nuances. | highly recommend the book
“Ten-Jin-Chi, or a Calligraphical Approach to Budé”
by Pascal Krieger. It is written in a trilingual edition
(English, French and Spanish) and should be standard
reading for all people interested in calligraphy and Bu-
dé.

| have incorporated in this work the entire techni-
cal curriculum of the EIF as far as the I-ai movements
are concerned. Each movement will be introduced by
the following commentaries :

1) The name and pertinent information about its
meaning as well as the japanese character(s).

2) The general situation that is usually understood
to be represented.

3) The general spirit behind the movement.

4) Details of interest. Some of these will be concrete
and others will introduce ideas to think about.

There is also an interesting aspect that one dis-
covers in the learning process of most japanese arts.
There are many details that are taught or given out in
the form of “hints” or subtle indications on a one-to-
one basis. Some schools will refer to these elements
as “Hi-den” or secret teachings. Everyone loves a se-
cret and many people tend to misinterpret what is

Japanese swordsmanship 9
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Preface (Continued)

meant here. Though there are sometimes technical
aspects that are taught only to selected students
within a school, many times things are taught this way
in order that the practitioner will make a further effort
to acquire a clear understanding of what things mean,
could mean or meant before. This teaching aims at
allowing the student to discover (through considera-
ble effort on his part) the connections and relations
which are not immediately apparent in the outward
structure of the teaching. It is given entirely at the dis-
cretion of the teacher at a moment when he considers
the student is in a receptive state. Sometimes this is
referred to as Omote-waza and Ura-waza.

In this book the Ken will be treated only superfi-
cially and, thus, will be the subject of a further volume.
It is quite vast and certainly merits being dealt with in
greater depth than would be possible within the scope
of this book.

| have also included at the end of certain move-
ments a number of parallel or alternative details. Many
movements may differ slightly from teacher to teacher.
Sometimes for the student who is concerned with ex-
actly what is the right and the wrong these differences
can cause considerable confusion and discomfort.
Some of these differences can also be quite striking
and | have considered that it would be of interest to
show or explain a few of them. | am not presenting
them as alternatives that are to be mixed in to one’s
work indiscriminately. The main series of photos is the
standard and coherent form to be doing but knowing
other aspects only adds to the open mind of the prac-
titioner. It will perhaps be instrumental in creating an

attitude that “nothing is engraved in stone”.

Tameshi-giri, test-cutting with a sharp sword,
has been somewhat controversial for a number of stu-
dents and | feel that it would be good to treat the sub-
ject in the latter part of this book in order to clarify and
simplify attitudes towards this aspect of practice.

There is also the subject of the Nip-pon-té
(appreciation and study of the japanese sword as a
work of art) which will not be gone into in depth. Again
this is a vast subject and in the interim period many
authoritative books on the subject have been published
both in english and in french (and other languages, of
course). | will try to include some references in the bib-
liography at the end. However, | would add here that it
is an essential aspect of the overall study of the art of
the sword and that | strongly feel every student should
try to learn all he can on the subject.

As always, | sincerely hope that this book will be
of value to those interested in the study of Japanese
Swordsmanship.

Malcolm Tiki Shewan

December 2010

Clans, France

Llégendes a venir de Tiki
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Preface of the FEI/EIF President

his second book on lai by Malcolm

Tiki Shewan arrives almost thirty
years after his first book. For some
people this may seem a very long time,
however, when you take into consid-
eration the experience of the individual
it appears natural. To transmit the art
of physical movement in space (the
ephemeral memory of a movement) al-
lows one to perceive the difficulty of
the task. To determine precisely when
this search may be frozen in time by a
‘printed medium’ is not an easy deci-
sion to make. This work presents a vi-
sion of the practice of japanese
swordsmanship within a cultural con-
text. But for those who know the au-
thor personally it is something more...

The person:

Malcolm Tiki Shewan was born on the 19" of May,
1951 in Somerville, NJ, USA. An America, modern
and animated with the post-war dynamics. His edu-
cation was highly influenced by his father and be-
comes a mosaique of travels and studies in varied
countries and cultures (Great Britain, Switzerland,
both East and Western America, Western Europe —
France — the Orient — Japan — Sri Lanka....). With a
gift for languages, Tiki has always been intensely in-
terested in ‘communication’ between human beings
and has always sought interesting exchanges through
language.

His practice of Martial Arts began at about age 6
when the language of movement was discovered
through training in western fencing and shortly after,
the discipline of Jddé and other combative arts.
These soon became his major interest. At age 14 he
began the practice of lai then, at 18, Aikido and after
that Jo-dé — at 28 — a serious apprenticeship in the
forging of the japanese sword. Inevitably he is given
responsibilities within the groups and federations of
these activities in recognition of his competence. In
this manner he has always aimed at technical perfec-
tion imbued with a profound cultural search. The spir-
it of his path has always been for us a model of refer-

ence.
As a friend:

Ah yea! So here’s that path that Mar-
tial Arts throws at us... Start on the
road and explore in the company of
others; share experiences, percep-
tions and discoveries - the good
things and the hard knocks that Life
presents us with... Living. Nothing re-
ally new in all that, of course, but 35
years leaves us enough time to appre-
ciate truly with whom we travel the
road. The study of Budé transforms
every individual in one manner or an-
other. With Tiki there’s no question —
he has within him a profound sense of
humanity.

As an author:

He conforms to the image | have just sketched of him.
The meticulousness of his own study explains of itself
the care he has taken in his writing. | know that “freez-
ing in time and on paper” the study of a living move-
ment cannot be satisfactory for Tiki. This transposition
is one more source for ‘work on oneself’.

Does this book symbolize a ‘life work’? Does this pub-
lication represent an end? By no means, | assure you
— it is a snapshot of an on-going and ‘living’ search. It
is a reference work for members of the EIF as well as
for anyone interested by the of the japanese sword
and/or more particularly, Musdé Shinden Ryd. This
book is 30 years of work and friendship for all those
who have participated in its creation — Each one with
many years of experience and knowledge in various
other martial arts with a common interest in transmit-
ting their knowledge. Thusly, | recommend it to you.

Today, as president of the EIF, | am happy for this book
is the image of our federation. It presents a serious
study of the universal aspects in the discipline of the
sword. In this manner it constitutes an important tech-
nical compliment for our members and | am sure to the
joy of its author it will open new directions and hori-
zons for its readers.

With gratitude,

Dominique Pierre

President of the European lai Federation

Japanese swordsmanship 11




Preface from the General Secretary of the FEI/EIF

1
What the hell are you doing with

that chinese sword!”

This humorous exclamation -
which was uttered with a strong ac-
cent issuing from the remote Swiss
mountain region — came from a man
who had stumbled accidently upon a
lone ‘laidoka’ practicing one beautiful
august morning within the confines of
a meadow where this patriotic swiss
‘man of the land’ too was busy scy-
thing the taller grass. The ‘laidoka’ in
question replied that this was not a
‘chinese sword’ but rather a sword
whose origins were Japanese.

“Well I'll be..., and there are
people who do that stuff here in our
Switzerland?”, he uttered, his eyes
opening as wide and round as those of the observ-
ant bovines standing about also in a state of per-
plexity since sun-up.

“Well, yes there are” | answered. “Not only that
but there exists a European Federation that brings
together adepts from all over....” | doubt very much
that | was able to satisfy his curiosity with my expla-
nations. Nonetheless he continued to greet me eve-
ry morning with a joyous “Howdy, Mr. Samurai!”

This incident comes to mind now when |
have been asked to write a preface for this book by
M. Tiki Shewan and | can hear other similar experi-
ences echoing in my memories from the thirty plus
years that | have known Tiki and that time when |
first performed Sho-hat-to under his guidance.
Considering the number of members that are listed
in the European lai Federation (FEI/EIF) — that is to
say, 1300 at the writing of these lines — | find myself
somewhat sympathetic to our mountain man’s inte-
rogative state of mind: What is it that we seek as
practitioners of the art of lai? What is our underlying
quest in the practice of this discipline which is cod-
ified, traditional and somewhat ritualised?

Most certainly this search remains fundamentally
personal and specific to each practitioner. However, |
would risk adventuring that a common point to all
deals with the ‘creation of a center of gravity’ and the
concentration of our existence. In this world filled with
so much ‘explosion’ and ‘dispersion’ it is the trajec-
tory of the Kis-saki which, both in reality and symboli-
cally, brings us to the realization of the essential sim-
plicity of things. This truth manifests itself in technique
and essentially technique is nothing in and of itself.

12 Japanese swordsmanship

The individuals who founded
the FEI'in 1979 were imminently per-
spicacious. In the Statutes they put
forward the following definition: “the
study of /-ai is that of a discipline
both moral and physical”. They chose
Musé Shinden Ryd as a reference
school while, at the same time, main-
taining a healthy recognition of the
existence of a great diversity of styles
and schools. They stated their aim
as “preserving the values of the clas-
sical Bu-dé which are an integral
part of lai”, particularly by prohibit-
ing any idea of competition and in
maintaining its inherent character as
a “D6”. Since these beginnings the
guiding members of the FEI have
worked unceasingly to maintain, with-
out concession, a high technical standard in spite of
the considerable growth of the Federation (At this
time, 16 countries in Europe and many groups else-
where). It is, indeed, an extraordinary fact, among its
other virtues, that the FEI was able to bring together
so many men and women in a unified spirit of prac-
tice despite the diversity of nationalities, language,
culture and political and religious convictions.

To define this ‘Spirit’ remains illusive, particu-
larly when addressing those who do not practice
“The Way of the Sword”. At first non-practitioners
usually see what may be called “Satsu Jin T6” (The
Sword that Kills). But what words can serve to de-
scribe the true ‘transcendence of violence’ or the
futility in the belief that “might is right” or our swollen
egocentrical illusion of our own technical compe-
tence? Notwithstanding, these are some of the con-
cepts that the ‘practice of the sword’ brings to Life
(Katsu Jin Ken), and we are given a rare chance to
put into practice these philosophical values.

This is very much the spirit towards which the
teaching of Tiki Shewan Sensei leads us — class after
class; seminar after seminar. His kindness, sense of
humor, tranquility, assurance, wisdom and insistence
on the quality of the learning experience are the char-
acteristics of a true teacher (Sensei). May this book
widely reflect and promote this spirit... And may each
and everyone of us contribute when it is our turn, mod-
estly and precisely the transmission of that which we
have received from our Sensei and others who “came
before”.

Jean-Marc Spothelfer
General Secretary of the FEI/EIF



About the Nippon-t6

he sword was not the first or most ancient

weapon used by the warriors of Japan but it
certainly came to be the most important. It was
the instrument that permitted their race to oc-
cupy the whole of the archipel and, very much
for that reason, it came to be a symbol of their
position both socially and politically. In 1588 a
law was created that even stipulated that only
the Bu-shi was allowed to possess this weap-
on and, indeed, the upper ranks were distin-
guished by the carrying of two swords. This
endured until the Hai-t6-rei of 1876.

The Nip-pon-t6 is considered the soul of
the Bu-shi (Katana wa Bushi no tamashi de
aru). During the period that the ruling warrior/
aristocracy dominated Japan, it was the sym-
bol of everything that he represented and he
was never without it: he lived by it, and he
died by it. Further, it allied his whole being, in
the most intimate way possible, to the ques-
tion of life and death. He was faced with the
necessity of transcending the ordinary con-
cept of life and death and this state of mind
was referred to as “Sei-shi wo ché-etsu”. It
was this paradox which brought about a
change of inner attitude and gave to the sword
a double purpose: the external one of cutting down
that which opposed the will of its owner, and the inter-
nal one of cutting through the Ego of the owner him-
self, and thus enabling him to attain a spiritual awak-
ening. Thusly the sword came to symbolise moral
qualities such as Loyalty, Self-Sacrifice, Honor,
Sincerity, Justice and Courage.

However, the earliest examples do not resemble
the Nip-pon-té6 familiar to us today. Metal working,
forging and iron making were known in Japan about
two centuries before the christian era. In the dolmens
and stone crypts dating from the Kofun-Bunka (period
from 400 B.C. — 700 A.D.) iron implements including
swords have been uncovered. They are all straight and
have angled points. This technology is thought to have
been brought to Japan from China and Korea. Some
experts maintain that it came to the Orient from the
Near East (ie. Luristan, etc.) probably through overland
communications made possible by routes such as
what we know today as the “Silk Road”.

In the Shoso-in depository there are a number
of these ancient swords preserved along with records
pertaining to their age.

These swords are known as Jo-ko-t6. However,
inspection of their Ji-hada shows that they were
forged in much the same manner as later Nip-pon-té.

Sei-shi wo
Cho-etsu

They show forging, folding of the steel and dif-
fering hardness of the steel. Their temper lines
are Sugu-ha of nie crystals as one finds in
later Yamato works.

This metallurgical knowledge was further
developed and refined over time becoming a
unique set of techniques, each known individ-
ually elsewhere, applied together to create the
Nip-pon-té that has been in existence since
roughly the late Heian period to the early
Kamakura period (1100-1232).

The first honor goes to a smith named
Amakuni. There is some argument as to when
exactly he lived, dates vary from 700 A.D. (end
of the Kofun-Bunka) to 900 A.D.

The legend goes that:

"Amakuni and his son, Amakura, were
standing at the entrance of their smithy,
watching the Emperor's warriors coming home
from battle. Contrary to previous occasions,
the Emperor did not give any salutation to
Amakuni. He then noticed that a great number
of the returning warriors had broken their
swords in the battle.

Jo-kotb (Suiryad)

Thus Amakuni and Amakura checked the remaining
parts of the swords. He concluded that the forging
had been poorly executed and consequently under
the stress of combat they had broken. He and his son
worked day and night and prayed to the gods. Thirty
days later, Amakuni and his son had forged a single-
edged sword with curvature. The legend says that it
stood the test of battle successfully.”

Japanese swordsmanship 13



Amakuni’s exact birth and death remain a mys-
tery in spite of the apparent survival of the story.
Further, legend has it that one of his swords survives.
It is known as the “Kogarasu Maru”. This blade,
albeit double-edged part of its length, shows the
early curved form such as could have been made by
Amakuni. This sword constitutes a transitional exam-
ple of sword evolution.

Kogarasu Maru

After the legend of
Amakuni, we have the
surviving examples of

Yasutsuna of Hoki
province (after 806-
810) and of other

smiths such as Sanjo
Munechika (and his
school) of Yamashiro
province, the smiths of
the Ko-Bizen tradition
and others  from
Kyushu (Satsuma, Buzen and Chikugo provinces). These
smiths were working in the late Heian period and early
Kamakura periods.

Yasutsuna

Yasutsuna’s most famous blade (others exist) is known
as the “Dgji-giri” and possibly dates from sometime in
the early part of the Heian period. Compared with the
Amakuni legend, this is a much more precise example
indicating when the japanese sword took on the form
that we can truly recognize as Nippon-t6. Even though
many technical changes were made according to the
times and the smith’s skill, the overall shape of the blade
has remained the same since and this is what we still
refer to as the Nippon-td today.

It is said that there were roughly over 37,000 smiths
that made weapons between 800 and 1876. Not to
mention that there were many working from the Meiji
Restoration up until the end of WWII making swords for
the japanese armed forces and then again after 1953.
Presently the number of active swordsmiths in Japan,

working with the traditional methods, is over 300.

* In about 1500 we know there were roughly 300 important
warrior families and each one retained its own militia. Further, it is
stated historically that the population of Japan by 1600 stood at
somewhere around 12,000,000 and in 1720 it rose to around
31,000,000. It is estimated that the Bu-shi varied from about

6% —8% of the total population at any given time. The demand for
swords is obviously a factor affecting production numbers.

14 Japanese swordsmanship

This represents quite a number of smiths but by
playing with some numbers, we can get a rough idea
of the volume of swords that possibly was produced.
We should keep in mind though that production var-
ied considerably in times of war or peace. *

Smiths could produce only a few masterpieces but their
workshops could supply many blades per month. For
example, if we make a conservative calculation based on
only 5 blades a month for each smith between 800 and
1876 (and considering a generation to be 15-20 years)
we get a potential huge number of swords. I'll let the
reader play with the numbers himself but my point here is
that the metallurgical technology and knowledge had an
extremely favorable climate for refinement and develop-
ment. It is no wonder then that the Nippon-t6 came to
be considered the finest bladed weapon ever made.

In the beginning, smiths and their schools would
locate themselves in propitious places. Notably, im-
portant military centres where demand was high.
Locations that could also provide raw materials such
as charcoal and iron ore were also chosen.

Historically, there were five main schools that
came into being in the koto period. They, in turn, in-
fluenced other schools of smiths in other regions and
knowledge was disseminated by way of the 8 major
thoroughfares of the time.
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The five schools are called the Go-ka-den and
we are looking at the Koto period between 987 and
1596. These schools are identified today according to
the geographical areas in which they once worked:

e Yamato (present Nara area)

e Yamashiro (modern Kyoto area)

e Bizen (present Okayama)

e Sagami (Soshu) (Kamakura region)

e Mino (Seki) (modern Gifu Prefecture)

A Dai-shé in the author’s collection. Both blades were forged
by the famous Osaka Shinto smith named Tsuda Sukenao
(died c. 1693). The Sho-to is signed in his “square” script
and the Dai-t6 is signed in his rounded manner indicating
that it was made later in his life. The Tsuba are Myochin and
the Fuchi-kashira and Me-nuki in the Goto style.

The swordmakers of these schools produced
about eighty percent (80 %) of all the swords of that
period. Each of the “Five Traditions” had its own style
and combination of techniques, which resulted in
unique developments and refinements in the forging
and tempering of their swords.

In the latter part of the Koto period there was a time
from 1467-1568 of constant warfare. Needless to say,
sword production was at a high pitch, however, mass
production has never promoted higher quality. Another
important change that was seen at the beginning of the
Muromachi Period was the appearance of Uchi-gatana
and the style of wearing it. The Uchi-gatana was thrust
through the belt with the cutting edge upward (Tachi
were slung from the belt with the cutting edge towards
the ground). Wearing Katana (a long sword with a length
over 60 cm.) and Waki-zashi (a sword with a length of
30-60 cm.) became the formal style of samurai just
before the advent of the Edo period.

Further the changes of fighting style influenced
the appearance of Katana and its style of being worn.
Also the introduction of muskets by Portuguese in
1543 had a great impact on the sword.

In 1596 Japan was edging closer to unification
which was finalized after the battle of Sekigahara in
1600, where the armies loyal to Hideyori Toyotomi
confronted the forces of Tokugawa leyasu. This battle
involved more than 170,000 men and there were more
than 40,000 deaths. Tokugawa was victorious after a
very unpredictable 24 hours of combat and an era of
peace for the nation was ushered in, lasting until the
Meiji Restoration.

This new period in swordmaking is called the
Shinto period. New living conditions — peace, greater
communications and commerce, more cosmopolitan
environment, etc. gave new parameters to the sword-
smiths.

Here it is important to remember that the pro-
duction of mass produced steel began in the
Muromachi period so that the individual smiths no
longer had to produce their own steel. Also the long
period of war (c.100 years) prior to this era meant that
much knowledge was lost.

Shin-saku-té. Tan-t6 made by Ono Kanemasa.

The next period in sword history is the Shin-
Shinto period. It is considered that this began in 1781
and was strongly promoted by the master smith
Suishinshi Masahide. He noted that Shinto swords
with a “Hade” style (very large and garish) Ha-mon
tended to break. Masahide felt it was necessary to
eschew the artistic tendancy that concentrated on the
esthetic beauty of the blade and return to the original
practical function of Nip-pon-té. His new theory was
called “Fuk-ko-t6”. The aim was to recapture the
practical excellence of the Heian and Kamakura peri-
od swords. He wrote about his ideas in a book enti-
tled “Token Ritsuyo Ron”. Masahide died in 1825, as
did his son coincidently, but his school carried on due
to the many students he had attracted to his work.
The Shin-Shinto period came to an end with the Meiji
Restoration (1868) and the Hai-t6-rei (law forbidding
the carrying of swords).

After this, the demand for swords dropped con-
siderably and many smiths turned to making other
items. The swords that were made were known as
Gen-dai-té. It was mostly for the armed forces (par-
ticularly WWII) that swordsmiths could find work.
Comparatively few blades of high quality were pro-
duced in this time because the emphasis was on
mass production to boost the fighting spirit of Japan’s
troops.

When Japan was occupied at the end of WWII a
total ban on swordsmithing was enforced. Through
the efforts of a few men this ban was lifted in 1953.
Once more quality blades were produced and were
given the designation : Shin-saku-t6 or Shin-gen-dai-
té6 — newly made blades. These blades carry on the
swordmaking tradition today and are considered
works of art.
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Kenjutsu and laijutsu

he primary purpose of the sword was its use in

combat. It is, therefore, not surprising to note that
the forging of the sword evolved in perfect harmony
with the different methods of handling it. Combative
techniques and styles required different characteristics
from the sword. In times of war swords were made
stronger, heavier and more resistant to battlefield con-
ditions (Sen-jé ken-jutsu). If full armor was worn by the
adversary (Ka-chd ken-pd) greater curvature was need-
ed. When life became more metropolitan (Su-hada
ken-jutsu) after 1600 swords became shorter and less
curved. When a technique called for a strong blocking
action to the left side the smith would reinforce the
blade accordingly. Still and all, the swords always main-
tained esthetic quality combined with combative ro-
bustness. This is one of the basic principles of all japa-
nese art — combining both beauty and usefulness.

The use of the sword was initiated under two
principal headings :
1) KEN-JUTSU
2) I-Al-JUTSU

Ken-jutsu (Carisolo, Italy, 2005).
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It is through the study of these two pratices that
one can perhaps best understand and appreciate the
basic Spirit of the Martial Arts of Japan.

In general, from the time of Amakuni up until the
Haitorei (1876) it is thought that there existed more
than 2000 different schools of swordsmanship (Ken-
jutsu), each with its own principles and theory: and as
to the corollary art of drawing the sword (lai-jutsu)
these numbers of schools would seem exagerated,
but when one examines it more closely, it becomes
evident that many schools were most likely short-lived
(ie. the life of the founder-however long that might
have been ), and that many others were branch
schools which developed from the more well-known
schools. Generally speaking, in those days, a school
either proved itself immediately effective or it was
quickly abandoned.

Ken-jutsu is the method of handling a sword
once it is drawn and out of the scabbard. It is what is
generally known as classical swordsmanship proper.
It was this aspect which was considered to be, by far,
the most important aspect of the two and it was here,
that the greatest emphasis was placed in the training
of a swordsman.

During the course of its history, Ken-jutsu was
called by various names according to the fashion of
the times, or, according to the varied philosophical or
political propensity inherent in a particular school. It
was called Hei-hd, Kem-p6, T6-hd, Gek-ken, Hyo-dé,
T6-jutsu, Tachi-uchi, and so on. However, Ken-jutsu
is now the most widely used term to designate the art
of classical swordsmanship.

lai-jutsu is, specifically, the art of drawing the
sword and making an effective cut, in one and the
same motion. Because of the rapidity with which one
could unleash an attack, lai-jutsu came to occupy an
important position in swordsmanship, though second-
ary to that of Ken-jutsu. The development of lai, or
Batté-jutsu, is generally attributed today to Hayashizaki
Jinsuke Shigenobu, but the fact that he lived in the late
16" and early 17" centuries would make it seem inor-
dinately late for the discovery of such an important
technical advantage.

There is an important evolution that takes place
in Japanese warrior history which is of interest here.
Tachi and Tan-t6 (Koshi-gatana) had been the
standard swords for Bushi (warriors) from the earli-
est times. The Tachi was hung from the belt with the
edge toward the ground. (There was also the O-dachi
(or Se-oi-dachi) of the Nambokucho Period (1334-
1393) which was carried slung across the back). This



way of wearing the Tachi evolved to the more practi-
cal style of the Uchi-gatana beginning in the mid-
Muromachi period (c.1467-1554). By the Azuchi-
Momoyama period (1576-1600) Uchi-gatana were
worn as a pair with the edge upwards inserted di-
rectly into the sash. It is evident that this manner of
carrying the sword would make Nuki-uchi a logical
development. This remained the style that was worn
up until the Meiji Restoration.

Thus, it is safer to conclude that lai had already
been in existence for an indeterminate period of time,
prior to Hayashizaki Jinsuke, and that it developed in
conjunction with the various styles of Ken-jutsu and
that it was Jinsuke who became its principal innovator
and his efforts in this field made the real value of the
quickdraw known on a wider scale than ever before.

lai-jutsu, likewise, was also called by various
different names throughout its existence: Batto-
jutsu, Saya no uchi, Tachi-uchi, Nuki-uchi, Nuki-
waza, Battd, Batté-hd, Batto-dé, and lai-dé. laijutsu
therefore remains a distinct and yet a complemen-
tary practice to Ken-jutsu in most schools.

Schools of swordsmanship

The following succinct summary is probably a
more functional classification for study than it is his-
torically precise. It would seem more a reflection on
the fact that when someone was “on to a good thing”
in a specialized field there was not an infinite variety
of ways to accomplish the same activity when taking
its global principle into account. “As one descends
from the mountaintop there become available more
and more choices of paths”. There exist other clas-
sifications according to different authors and differ-
ent studies (ie. there is the geographical affiliation
system — the Eight Western Schools (Kansai (Kyo)
Hachi Ry0) and the Seven Eastern Schools (Kanto
Shichi Ry0). And, of course, there were family tradi-
tions or teachings (Ka-den) in existence before the
documented period here below.

According to reliable historians swordsman-
ship was developed through the following main
schools or traditions (Sandai Gen Ry(): the Nen Ryd
tradition, (part of the Kansai Hachi Ry() the Shint6
Ry tradition, (part of the Kanté Shichi Ry(), the Kage
Ry( tradition. The Nen Ry( tradition would seem to
be the oldest and gave rise to the Ch(jé tradition,
which, in turn, gave rise to many major schools. Below
is a list of some of the more well-known schools.

Keep in mind that these traditions were not
limited only to the sword in their curriculum but that
they studied the important weapons that a warrior of
the time needed to be familiar with: Yari, Naginata,
Yumi, Long-sword (Dai-t6), Short-sword (Sho-td),
Two-swords (Ni-t6), Special weapons (ie. Kusari-
gama, B6), Grappling (Yoroi-Kumi-uchi, Ko-gu-soku),
Horse-riding, Swimming, Strategy, Fortifications,

Troop deployment, Signals and communications,
etc. This is known as S6-gé Bu-dé. This is a very
cursory listing and many more existed over the
course of japanese history.

Nen F?yC/ is said to have been founded at an early
period by a Zen Monk called Nen Ami Jion. This school,
originally located in the southern part of today’s Nagano
Prefecture is said to have been founded in about 1368.
At one time, it was considered quite an important
school in the history of Japanese classical swordsman-
ship and it is said to have been an important influence
on other schools, most notably the Ch(j6 line. Today,
there is still in existence, the Maniwa Nen Ry, officially
founded by Higuchi Matashichiro in 1591. Other
schools descended from the Nen Ryl were:

— Tsutsumi Hozan Ry0 of Tsutsumi Yamashiro no
Kami Hozan c¢. 1400

— The Nikaido Ry( of Nikaido Umanosuke (one of
Nen Jion’s students)

Chajé Ryl whose precise dates are not known, but it
is generally agreed that the school was founded be-
tween 1390-1430 by Chdjé Nagahide. Below is a list
of schools related or issueing from Chaj6 influence.

— The Toda Ry( of Toda Kurozaemon Nagaie

— The Kanemaki Ryl of Kanemaki Jisai Michiie
(founded C. 1596-1615)

— The Gan Ry( of Sasaki Kojiro (founded C. 1596-
1615)

— The Itt6 Ry( of Ittosai Kagehisa (founded C. 1596-
1615)

— Ono-ha Ittd Ryl of Ono Jiroemon Tadaaki

— Nakanishi 1tt6 Ryd
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— The Hokushin 1tt6 Ry( of Chiba Shusaku (1794-1855)

— The branch schools of the Itt6 Ry (of which there
were 8 or 10, which | will not ennumerate here)

— The Tomita RyQ
— The Muté Ry( of Yamaoka Tesshu

— The Shinkyoku Ryd of Hasegawa Soki
(active C. 1568-1595)

Shinté Ryd

The founder of the Shint6 Ry( tradition was liza-
sa Choisai lenao (1387-1488) and the full name of the
school is “Tenshin Shoden Katori Shinté RyG”.

The following styles of schools evolved in close
relation to the Shinté Ry( tradition:

— The Kashima lineage of Tsukahara Tosa-no-kami
Yasumoto

— Kashima Shin Ryu of Matsumoto Bizen no Kami
Kii no Masamoto (14687-15247)

— Kashima Shinden Jiki Shinkage Ry of Yamada
Mitsunori Ippusai (1638-1713)

— The Kashima Shintd Ry( of Tsukahara Bokuden
(1490-1571) (see also Kage RyQ)

— The Tendd Ry( of Saito Denkibo

— Tennen Rishin Ryl of Kondo Kuranosuke
Nagamichi (c.1790)

— The Honma Ryd of Honma Kageyuzaemon
Masayoshi

— The Arima Shinté Ryd of Arima Motonobu
(Genshin),

— The Mijin Ry( of Negishi Tokaku

— The Jigen Ry( of Togo Shigekura

— The Hozoin Ry( of Hozoin Inei

— The lppa Ry of Morooka Ippasai Kagehisa

— The Icchu Ry( of Baichuken lcchu

— The Tenshin Sho Ryd of Kimura Yaheiji Nyudo

— The Shindd Munen Ry( of Fukui Yoshihara
(c.1750)

and other less well-known schools. It is also main-
tained that this lineage influenced Shintd Mus6 Ry(
Jojutsu of Musd Gon-no-Suke Katsukichi.

Kage Ryl

The founder of the Kage Ry( tradition was Aizu
Hyuga-no-Kami lko (1452-1538 ). The Aizu Kage Ry(
gave birth to the following schools:

— The Shinkage RyU of Ise-no-Kami Nobutsuna
(c.1520-1577)

— The Yagyu Shinkage RyU of Yagyu Tajima-no-Kami
Muneyoshi (C. 1527-1606)
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— The Yagyu RyU (which evolved from the above)
— The Taisha Ry( of Marume Kurando (1540-1629)

— The Shinnuki Ry( of Okuyama Tadanobu
(developed from Taisha RyQ)

— Mujushinken RyG of Harigaya Sekiun (1593-1662)
— Shin Shinkage Ryd of Ogasawara Genshinsai

— The Hikita Kage Ry( of Hikita Bungoro Kageyasu
(founded 1536-1605)

— The Okuyama Ry of Okuyama Kimishige
(1525-1602)

The following were influenced by Kage Ryd Tradition:

— The Kashima Shinto Ryd of Tsukahara Bokuden

— The Kashima Shinden Jiki-Shinkage Ryd of
Matsumoto Bizen-no-Kami (c. 1500) and Yamada
Mitsunori Ippusai

— The Kashima Shin Ryd of Kunii Genpachird
Kagetsugu and Matsumoto Bizen-no-Kami (c. 1500).

Many schools came to have multiple influences to
the point that it is hard to ascertain what lineage they
are.

Also, outside of these main traditions there exist-
ed a number of schools which had a legitimate charac-
ter of their own even though they were usually influ-
enced more or less by the above traditions. Some
examples are:

— The Kurama Ry( of Ono Shogen (Momoyama
period).

— The Tatsumi Ry0 of Tatsumi Sankyo in Ehime
(founded c¢. 1504-1521).

— The Kyoshin Meichi Ryd of Momoi Naoshi
(founded ¢.1773)

— Miyamoto Musashi (1584-1645) developed the
Niten-Ichi Ryd (Emmei Ry() tradition. And his
writing “Gorin no Sho*” is standard reading for
students of Bu-dé.

A school of swordsmanship, centered on sword-
drawing, was founded in the early Edo period (c.
1601-1615). It is of particular interest here, since it is
the subject of this book, the school of Hayashizaki
Jinsuke Shigenobu.*It is based on a method of
quickly drawing and simultaneously cutting with the
sword. He called his method Bat-té-jutsu. Haya-
shizaki Jinsuke’s school became rapidly popular. It
exercised an important influence upon swordsmen
and it was instrumental in the founding of many other
schools of [-ai throughout Japan.

* It should be noted, however, that the school of lizasa Choisai,
the Katori Shinté Ry(, included earlier documented sword drawing
techniques. Further, the existence of the Uchi-gatana as a popular
weapon in the latter half of the Muromachi period would have
encouraged the development of sword-drawing techniques at an
earlier period than that of Hayashizaki Jinsuke.



Muso Shinden Ryl

he founder of what has come to us today as the

Mus6 Shinden Ry(, was a man named Hojo Jinsuke
Shigenobu, or, Hayashizaki Jinsuke Shigenobu. His life
is rather obscure, and many stories have arisen con-
cerning this man. Some accounts say that he was
born in the province of Sagami (Séshu), others say in
the province of Dewa, somewhere in the mid-sixteenth
century (1540-1550). It is said that he later lived in the
province of Mutsu in the northern part of Japan. There
is no known proof of how expert a swordsman he
was, but he did study swordsmanship intensively from
about 1596-1601, and, thereafter, devised a series of
sword-drawing techniques, called Batté-jutsu, which
was called by various different names such as:
Junpaku Den, Hayashizaki Ryd, Shin Musé Hayashizaki
Rya, Shigenobu Ryd, etc.

We know, also that he made a tour of Japan in
Mu-sha-Shd-gyé fashion, and that, at that time, he
attracted many disciples to his system. The exact
technigues that he taught remain as obscure as his
own life, but it is more or less agreed that they must
have been relatively simple, practical, and highly com-
bative, in their essence.

It is said that in 1616 at the age of 73, he made
a second tour of Japan, during which, he disappeared.
Under his influence, many different /-ai schools
emerged as is shown in the geneological tree (see
pages 21 to 23)

After his death, the tradition of the Shinmusd
Hayashizaki Ry( was carried on by Tamiya Taira-no-
Hyoe Narimasa who, it is said, was teacher to Tokugawa
leyasu, Hidetada and lemitsu. This fact would most
certainly have contribued to the popularity of this style.
He created his own lineage of teaching which is still in
existence today — the Tamiya Ry(. This would seem to
be an important moment in the history of Musd Shinden
Ry so let us look at a few details.

Tamiya Ry laijutsu was the result of a coopera-
tive effort together with Katayama HOki no kami
Hisayasu (the founder of HOki Ryl) and Sekiguchi
Jushin (the founder of Sekiguchi Ry(Q). These men
were all pupils of Hayashizake Jinsuke Shigenobu.

Tamiya Heibei Narimasa was in the service of
Dai-nagon Yorinobu of Kishu Province and his teach-
ing was known as Kishu Tamiya Ry(. In February of
1670, the second son of Yorinobu, Matsudaira
Yorizumi, while acting as the ruler of the lyo region
brought Tamiya Ry( to Saijo Province. In 1797,
Tsumaki Junjiro Motoaya inherited Tamiya Ry(. From
that time onwards the teaching has been in the
Tsumaki family. The 14" generation Headmaster was

Tsumaki Seirin who recently passed away. The school
is presently under the direction of Tsumaki Kazuo.

The Shinmus6 Hayashizaki Ryd teaching line was
carried on and Tamiya Narimasa was followed by :

— Nagano Murakusai Kinro, 3@ Séke. This man also
created a separate school of his own — Muraku
Rya.

— Momo Gumbei Mitsushige, 4" Sbéke
— Arikawa Shozaemon Munetsugu, 5" Séke

— Manno Danuemon Nobusada, 6" Séke, it is said
he had a very strong influence on the 7" Séke.

The 7" Séke was Hasegawa Chikara no Suke
Eishin. He studied Shinmusd Hayashizaki Ryd under
Nobusada, in Edo, duringthe Kyoho period (1716-1735),
and he gained the reputation of being an exceptionally
highly skilled swordsman. It is said that he transformed
many techniques, and that it was he, who devised the
style, where techniques were performed with the cut-
ting-edge upwards in the Obi. He took his style back to
the province of Tosa and called it Eishin Ryd.

— Arai Seitatsu Kiyonobu, 8" Séke took the ele-
ments contributed by Hasegawa Eishin and incor-
porated them into the main teaching curriculum.
The line was then known as the Jinsuke-Eishin
Ryu and remained located in Edo.

The ninth Séke Hayashi Rokudayu Morimasa
(1661-1732) was a vassal of Yamanouchi Toyomasa,
4" Hanshu (chief of a province), and while living in
Edo, he studied Eishin Ry0 /-ai under the eighth Séke
Arai Seitatsu. He also studied Shinkage Ryu under the
direction of Omori Rokuro Saemon Masamitsu. This
man had devised a method of /-ai, which was prati-
ced from the seiza position (Za-shiki), and he taught it
to Hayashi Morimasa, who later incorporated it into
the curriculum. This is what is known today as Shoden
Omori Rya.

— Hayashi Yasudayu Seisho, 10" S6ke. (died 1776).
He was the adopted son of Morimasa.

— Oguro Motoemon Kiyokatsu, 111" Soéke
(died 1790).

After the eleventh Séke, there is a split in the
teachings caused by political issues and the fact that
he had two highly skilled students who developed
their own styles. After his death the Ryd split into two
Ryd-ha: Tanimura-ha (Tosa) and Shimomura-ha (the
names of the two disciples).

Afterwards the whole question of tracing lineage
becomes very foggy indeed.
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Later the 17th Séke of the Tanimura-ha, Oe
Masamichi (1852-1927) made efforts to reunite the
teachings of the Shimomura-ha and Tanimura-Ha
branches. He learned both the Tanimura and the
Shimomura-Ha. He was, for a time, the 15™ genera-
tion Séke of the Shimomura-Ha while being the 17"
generation Séke of the Tanimura-Ha. Oe Masamichi
officially gave the Tanimura branch a new name -
Muso Jikiden Eishen Ry0.

However, the present situation shows that he did
not quite get things together again. This was largely
due to disagreement over the choice of the next Séke
after his death. However, it is generally considered
that Hokiyama Namio was the 18" Séke followed by
Fukui Harumasa as the 19" Séke.

Nonetheless, this is a confusing period and we
see significant technical variations in the multiple
branches (ha) that came into being. It is an on-going
research to try to sort out precise information, par-
ticularly technical differences for these later periods.
And it is quite certain that many new elements will be
found that will change our vision of things.

Nakayama Hakudo

The 16" Sé-ke of the Shimomura-Ha, was
Nakayama Hakudo (c.1873-1958) Sensei. He stud-
ied Jinsuke-Eishin Ry( in the province of Tosa, under
the direction of Hosokawa Yoshimasa, 15", Séke of
the Shimomura-Ha and Morimoto Tokumi of the
Tanimura-Ha. It is said that he worked considerably
with Oe Masamichi, 17" Sé-ke of Tanimura-Ha, to
codify and classify the techniques of the teachings.
However, we know that Nakayama Hakudo was not
accepted to study with Oe Masamichi because the
school was only taught to the people of Tosa and he
was born in Kanazawa in the Prefecture of Ishikawa.

For example, Nakayama Hakudo elaborated a
twelfth movement (In-yé-shintai-kaete) to the Omori
series of Kata, and Oe Masamichi Shikei renamed
them and codified them as the Sho-den series. The
Oku-den series was standardized to eight techniques
in Tate-hiza and thirteen in Tachi-waza that are prac-
ticed today in both Muso Shinden and Muso Jikiden
Eishin lines. In fact, it is largely due to their work that
the teachings are divided into 3 levels: Shoden,
Chiaden and Okuden.

Hosokawa (Gisho) Yoshimasa, the fifteenth head-
master of the Jinsuke-Eishin line (Shimomura-ha),
named Nakyama Hakudo the sixteenth and last un-
disputed successor headmaster of the Jinsuke-Eishin
line in Shimomura-Ha.

Nakayama Hakudo Sensei also studied Shindd
Munen Ryd when he was young under Shingoro
Negishi and achieved a very high rank in this school in
Tokyo where he lived. Among his many accomplish-
ments he attained a Men-kyo Kai-den in Shintdé Muso
Ryl J6d6 and is said (in the 1930’s) to have been the
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creator of the Toyama Ry( (Sword curriculum of the
Toyama Military Academy). He was also highly influen-
tial in the creation of the All Japan Kend6 Federation
after the war. He held a Jd-dan and was Han-shi in
this discipline. He was close friends with many of the
most influential Bu-dé masters of the period which in-
cluded Ueshiba Morihei, founder of Ai-ki-d6. Through
this relationship he arranged the marriage of Nakakura
Kiyoshi and Ueshiba’s daughter, Matsuko. And, in his
turn, he trained many of the top sword exponents of
the day in his Yushinkan D6j6 near Koérakuen in
Tokyo.

In 1933 Nakayama adopted the name Muso
Shinden Ry Batt6-jutsu (later Muso Shinden Ry
laidé) for his teachings, and they steadily grew in
popularity, thanks to his own unceasing efforts and
the steady devotion of his disciples.

Here are some pictures of Nakayama
Hakudo performing, on each side of
a formal portrait, Uki-gumo (above
left) and Sho-hat-t6 (above right)
and giving us a nice smile (right).

The picture below is a very interesting photo (see the orig-
inal caption under the picture). Though he is not named in
the legend Nakayama Hakudo is seated the second from
the left in the front row. | believe that he and the man third
from the left next to him are sword teachers and testers
involved in the Nihonto Denshd-Jo founded in Tokyo
(Akasaka-ku) on July 5" 19383 by Kurihara Hikosaburo.

Original caption: The first students on completion of their course of training
at the Densha-Jo, with their instructors (the student are wearing white and
standing). Kasama Shigetsugu (front row, far left), Kurihara (front row, fourth
from left), Beppu Kiyoyuki (far right), Dr. Tawara Kuniichi (front row, second
from right), and Yoshihara Kuniie (back row, far right).



Influence of the Hayashizaki Jinsuke Lineage

23)
24)
25)
26)
27)
28)
29)
30)
31)
32)
33)
34)
35)

36)
37)
38)
39)
40)
41)
42)
43)
44)
45)
46)
47)
48)
49)
50)
51)

Hayashizaki Jinsuke Shigenobu

(Shin Muso Hayashizaki Ry()

Takamatsu Kanmbei Nobukatsu (Ichinomiya RyQ)
Azuma Shimotsuke-no-Kami Motoharu

(Shinmei Musb T6 RyQ)

Tamiya Taira-no-Hyoe Narimasa

(Tamiya Ryu, Batto Tamiya Ry()

Nagano Murakusai Shinro (Muraku RyQ)
Sekiguchi Yarokuemon Jushin (Sekiguchi Ry()
Takeda Kyobuzaemon Zenshin (Daimydjin Mus6 Ry()
Katayama Hoki-no-Kami Hisayasu

(Katayama Hoki Ryd, Ikkan Ry(Q)

Takamatsu Heihachiro Shigenobu

Sakurai Gorozaemon Naomitsu

Tamiya Tsushima-no-Kami Osakatsu Joen

Miwa Genbei

Ichinomiya Sadayu Terunobu

(Ichinomiya Ryu, Ichinomiya KoRy()

Tsuchiya Sozo

[-no-Shikibu Moriyoshi

Shirai Sebei Naruchika... (Hayashizaki Tamiya Ry(Q)
Kamiidzumi Magejiro Yoshitane (Josen Ry(, Minya Ry()
Numazawa Jingozaemon Nagamasa (Shin Ry(Q)
Momo Gunmbei Mitsushige

Arikawa Shozaemon Munetsugu

Sekiguchi Hachirozaemon Ujinari (Kanso Ryd)
Takayama Hoki-no-Kami Hisakatsu/Yasukatsu
(Shinro RyQ)

Katayama Hoki Hisataka

Katayama Kurozaemon lemasa

Katayama Daigaku Hisatatsu

Asami Ichigusai Aritsugu

Yamamote Hisaya Masakitsu (Kageyuki RyQ)
Nagai Sakunoemon Hirokata (Shin Ryd)

Izawa Genzaemon Ryoeki (Izawa Ry()

Asaka Yazaemon Katsuchika (Asaka Ry()

Narita Matazaemon Narimasa

Watanabe Shirobei Shigekane (Sekiguchi Shinshin RyQ)
Katagiri Mokuemon Shigemasa (Sekiguchi Ryl Batt6-ha)
Hisase Isaemon Sadakatsu... (Jushinshin RyQ)
Sekiguchi Yazaemon Yorinobu/Ujinari..

(Shinshin Ry(, Shinshin RyQ)

Matsuda Matanojo (Jushinshin Ry()

Shibukawa Bangoro (Shibukawa Ry()

Manno (Banno) Danuemon Nobusada

Kanda Shichibei Katsushige (Tamiya Kanda Ryq)
Ashizawa Yahei Tadamichi

Watanabe Sanemon Munenori

Murakami Chikuro

Wakabayashi Shirobei Naonobu

Ichinomiya Sadayu Nobutoshi (Ichinomiya T6 Ry()
Yamamoto Yahei Seimu

Asahina Mudo Hiroyasu

Tamiya Hyobei Osaie

Eda Gizaemen (Tamiya Shinken Ry()

Suzuki Yoshisada (Ishin Ry(Q)

Mima Yoichizaemon Kagenobu (Sui-O Ry()
Tamiya San-no Suke Jokai
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Tsumaki Shorin

Mima Yohachiro Kagenaga

Katsusei Mitsuyasu Kagemasa

Tamiya Jirozaemon Tsunemichi

Wada Heisuke Masakatsu

Taga Jikyosai Morimasa (Jikyo Ry(Q)

Tani Kozaemon Toshimasa (Ichinomiya Ry( Tani-ha)
Tsune-i Kihei Naonori

Sasamori Junzo

Miyake Shoshinsae Masanobu

Ishida Shinemon Ryoto

Tomomatsu Hijiye

Ohara Toshichika

Honda Tadanari

Takekawa Yohei Shigenobu

Hasegawa Chikara-no-Suke Hidenobu/Eishin
(Hasegawa Eishin RyQ)

Shibukawa Bangoro (Shibukawa RyQ)

|Izawa Nagahide (Higo RyQ)

Isoyama Shirozaemon Chikamasa (Isoyama RyQ)
Arai Seitatsu Kiyonobu

Akabori Seibei Norinawa

Hase Yoshimori

Ohara Moshi Shun-in (Hayashizaki Shin Muso RyQ)
Akahane Toshichika

Kato Hakuho Sukefusa

(Hayashizaki Muso Honshin Muteki Ry()

Ilga Moritake

Aoki Kiyokatsu

Tamiya Sunemon (Kisshu Tamiya RyQ)

Kawai Kyoami

Suji Gettan (Mugai Ry()

Sasaki Ryukokushi

Hayashi Rokudayu Morimasa

Yamagishi Ichiroemon Osasada (Yamagishi RyQ)
Kubota Sukedayu Sei-on (Kubota-ha Tamiya Ry(Q)
Bessho Noriharu (Muke Ry()

Tsujiki Mata Motohide

Yamamura Sozo Mototoyo

Hayashi Yasudayu

Oguro Motoemon Kiyokatsu

Hayashi Masu-no-Jo Masaaki

Matsuyoshi Tadasuke Hisanari

Tanimura Kame-no-Jo (Tanimura-ha)
Shimomura Jo-ichi Sadamasa (Shimomura-ha)
Oe Masamichi (Mus6 Jikiden Eishin RyQ)
Shimamura Uma-no-Jo

Kono Momonori

Yamamura Tsukasa Masamori

Tsuji Tatsugoro Shigeyuki

Hijikata Hansaburo (Hijikata-ha Mugai Ry(Q)
Takahashi Yasuke (Takahashi-ha Jikyo RyQ)
Takahashi Kiyotaro

Hosokawa Yoshimasa

Takamatsu Nobuyuki

Nakayama Hiromichi/Hakudo (Muso Shinden Ry()
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Genealogy of the Mus6 Shinden Ryl

Tanimura-Ha e = = = = = — — = -
12/ Hayashi Masanojo Masaaki (91)
13/ Ida Manzo Takakatsu
14/ Hayashi Yadayu Masataka
15/ Tanimura Kamenojo Moto-O (93)
16/ Goto Magobei Masaaki
17/ Oe Masamichi + Morimoto Tokumi (95)
Hokiyama Namio
Fukui Masaharu
Kono Momonori (97)

Oe Masamichi
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1/
2/
3/
4/
5/
6/
7/
8/
9/

Hayashizaki Jinsuke Shigenobu (1)

Tamiya Taira-no-Hyoe Narimasa (4)

Nagano Murakusai Kinro (5)

Momo Gumbei Mitsushige (19)

Arikawa Shozaemon Munetsugu (20)

Manno Danuemon Nobusada (38)

Hasegawa Chikara-no-Suke Hidenobu (Eishin) (67)
Arai Seitatsu Kiyonobu (71)

Hayashi Rokudayu Morimasa (83)

10/ Hayashi Yasudayu (89)

11/ Oguro Motouemon Kiyokatsu (90)
= = Shimomura-Ha

12/ Matsuyoshi Tadasuke Hisanari (92)

13/ Yamakawa Kyuzo Yuki-o

14/ Shimomura Jo-Ichi Sadamasa (94)

15/ Hosokawa Yoshimasa Yoshima (103)
| 16/ Nakayama Hakudo (Hiromichi) (105)

( ) = corresponding number on genealogical tree (opposite)
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Dojo

he characters which compose this word

mean, literally, “the place of the Way”. This
implies that it can be anywhere whose overall
character denotes simplicity, linked with hum-
ble elegance and dignity.

It should be kept impeccably clean.
And it might be worth mentioning that except-
ing very few objects at the Kami-za ornamen-
tal decoration is not in keeping with the spirit-
ual atmosphere of the D6-j6.

Generally, the floor is wooden, some-
times with tatamis, and may be any size. The
physical heart of the D6-jé is the Kami-za, or
Shin-zen. The students are seated at the
Shimo-za, facing the Kami-za. To the student’s

9 g ke

The D6-j6 is where we practice today —
Se-kai D6-j6. We are the primary factor that
can create a D6-j6 spirit and even in the most
“plastic” conditions.

If your teacher is lucky enough to have
his very own Dé-jé this place will be a reflec-
tion of himself. If it is an Association-owned
D6-j6 with a head teacher, the D6-j6 will also
be a reflection of the teacher’s attitude to the
discipline(s) he teaches. If the D6-j6 is owned
by an Association of Martial Arts with multiple
teachers there will be a mixed feeling in the
aura of the place but, notwithstanding, a defi-
nite D6-j6 atmosphere. If it is a sports hall with
a Martial Arts practice room there should be
some signs of the D6-jé feeling while still hav-

left is the Shimo-seki, and to his right, the J6- lﬁ/ ing a “community centre” atmosphere. A full-
seki. It is usual that the less experienced are & fledged municipal sports hall, where a football
seated farther down the line towards the @ training may have preceded the Bu-doé class,
Shimo-seki. might be able to have the atmosphere of a D6-
The D6-j6 will be the place where most jé during a Qlass if the teacher and his stu-

Sekai Dojo dents create it.

of your training experiences will be though
training outdoors (Ya-gai-gei-ko) can also be
very important for a number of reasons. The
first and foremost, being, that one immediately learns
that the beautiful sliding footwork that was possible
on the smooth, flat wooden surface of the Dé-j6, can
no longer be used on rough and constantly varying
ground. Classical training puts great emphasis on
work outdoors to develop firm equilibrium, stable foot
movements and strong hips.

| remember my strong impression when | vis-
ited in the company of Otake Risuke the original, old
D6-j6 of the Katori Shinto Ryl on the grounds of the
lizasa family home. It was rustic, simple and quite
small but there was a special atmosphere that sur-
rounded it. Its size served as a reminder that martial
teaching was traditionally done on a small scale only,
if not, on an individual basis.

We have become used to large sports halls
with fluorescent lighting and the omnipresent smells
of plastics and disinfectants. There are warm showers
and drink vending machines everywhere. They can
accommodate hundreds of people at the same time
and usually there is a basket-ball game, a hand-ball
game or Aerobics class going on somewhere at the
same time that you can hear in the background. It is
not surprising that we have lost so many ideas of what
Bu-dé training is about.

Nonetheless, this is how the situation usually is
and it is not helpful to sentimentally reminisce on how
things could be and what is wrong with our Dé-jé.
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| visited D6-j6 in Japan where nothing

but one discipline uniquely had been taught

for many years/decades. It seemed to me that the

“walls spoke of it” and there was always a particular

smell associated with that type of discipline. A Ken-

jutsu D6-j6 did not have the same feeling and smell
as a Ji-dé D6-jé or a Sumo stable.

It is said that the D6-jé may be thought of as:
“The battlefield that one may return to everyday”. This
can be taken in different ways. The most basic is the
physical level. One must engage in practice with a
“life and death” attitude but, at the same time, there
must be no destruction or hurting. The experience
should be positive. Donn Draeger Sen-sei always re-
minded me that this was a “Blood, sweat and tears”
process. On the spiritual level it implies that the D6-jé
is where we confront our greatest adversary: one’s
own ego. Working with this aim certainly can be called
“inner battlefield” experience. But, once again, the
experience should be overall positive. Always remem-
ber that the aim of training in the D6-jé is... training.




Equipment

The Sword

or the correct practice of lai, a Shin-ken is required.

It is only through the use of a sharp steel sword
that one may create the spiritual attitude (Sei-shin
Tan-ren) necessary in the practice of this art. In each
and every instant of training, the student comes with-
in millimeters of the sharp edge, and thus, an error on
his part, entails the risk of a serious wound, or even
death. This must be kept constantly in mind, and this
is an all-important element in training.

However, today, the student is faced with cer-
tain very real problems as far as a “live” blade is con-
cerned.

First of all Japanese swords are very rare and/
or expensive, and even when one is found, it usually
is not mounted correctly for use in lai training. For the
beginner this is definitely restrictive.

There will also be the question of correct
length for the user. Most swords of the past were
shortened for various reasons. In WWII many military
swords were made and have been used by many /-ai
practitioners. However, the blade dimensions that
were considered good for a japanese officer’s service
sword are not necessarily good for traditional /-ai
practice. Notably, the length of the Gun-t6é was 63 cm.
to 86.cm. or 68 cm. at most (some exceptions existed)
—this is not conducive to learning good extension and
this length tends to encourage ‘small’ movements.
Not to mention that many people are morphologically
ill-matched with such a sword. Someone who is close
to or taller than 1.80 m. tall should definitely practice
with a sword longer than 70cm. The practitioner will
do much better to acquire eventually a Shin-saku-té.
These blades, made in the traditional manner have
become much more available in the past few years. |
do not include Sunobe-té in this category though
there are some good ones available that might be per-
fectly alright for training.

Further, it is also highly desireable NOT to use
an old blade as it might be damaged in the course of
training and it certainly is not responsible behaviour to
degrade or destroy objects that might have already
been in existence for a hundred or more years. Think
to preserve a tangible cultural and artistic heritage.
And do not make the mistake of thinking that you
have enough knowledge of swords to judge its quality
and value after even a few years of familiarity with
the subject. And do NOT make the mistake of judging
military swords to be of no historical value or interest
— this is not the case.

Gun-to

ay

Y CUCKRN

[-ai-to

Further, one must keep in mind the potential
risk involved in practicing with others in close proximity.
Insurance companies and doctors do not necessarily
take a sympathetic view of accidents and hurting
someone else has nothing to do with forging the spir-
itual attitude, spoken of above.

For all these various reasons the beginner will
probably use a training sword; an authentic reproduc-
tion of a Japanese sword, which does not cut, which
is correctly mounted for /-ai practice, which is the
right length for the student.These /lai-t6 (Mugi-td)
have no cultural or historical value, and they do not
sell for an exorbitant price. However, they also do not
have the same “feel” as a steel blade. They can be
rather “wobbly” in practice.

It should be for later that the confirmed prac-
titioner makes the decision to procure a Shin-ken for
his training. He will then have accumulated enough
experience to make his choice to spend the time and
money and buy a “Shin-saku-t6” traditionally made
by a reputable swordsmith.

The “lai-t6” should be mounted as shown in
the photo, and should be somewhere between 67
cm. and 75 cm. long (measured from the Mune-machi
to the Kis-saki), according to the requirements and
morphology of each student. Generally, to determine
a good length one can consider that if the point of the
blade just touches the ground at his foot when held in
the right hand with a relaxed arm. A bit more is not a
problem if it is comfortable in your hands and during
use. The length may also vary according to the school
one might practice
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Bok-ken or Boku-t6

The Bok-ken or Boku-té is a wooden sword
which faithfully reproduces the length, weight, form
and feel of a Katana. Because of this, it is used in
exactly the same manner as a real sword. It was wide-
ly used in traditional practice, largely for economic
and safety reasons. However, it was considered a
weapon in its own right, and there were even many
famous swordsmen who preferred to use a Boku-té in
combat, because of its indestructability. The most fa-
mous example was the duel between Sasaki Kojiro
and Miyamoto Musashi. The latter preferred to use a
Boku-té he had made from the oar of a boat.

There was also a style of using a Bok-ken that
did take into account that it was wooden and could
be used any way that was effective and practical in
combat. This type of usage is not what interests us
here and, for all intents and purposes, the Bok-ken is
used as a real sword would be handled.

Its overall length is usually about 105¢cm but
its size, shape and weight sometimes varies accord-
ing to which “school” one is practicing. A Bok-ken
suitable for Jikishin Kage Ryl Hojé techniques is very
different from a Bok-ken that is used in Yagyu Shinkage
Ryd training. Generally speaking, the size and shape
of the Bok-ken used in J6-d6 or Ken-dé are best for
all-purpose use.

It is made of a hardwood, such as the japa-
nese white, or red (Shira-kashi, Aka-gashi) evergreen
oak, loquat (Biwa), ebony (Koku-tan), or Su-nuke.

Very often it will include a Tsuba. There are
two types: plastic and leather. Given the choice, the
leather ones are far superior but also more expensive.
Sometimes it is also sold with a plastic Saya. This can
be of use for beginners and for executing Kumi-dachi
that begin with a sword draw.

Bok-ken with Tsuba

Bok-ken with Tsuba and Saya
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In buying a Boku-t6 the following is important:

1) Buy one that is made of a traditional wood for
bokken (usually Shira-kashi);

2) make sure that the grain is fine and smooth, that it
runs the length of the Boku-té. There should be
no knots in the wood;

3) that the weight and length correspond to your
physical and technical needs.

In general the center of gravity should be in the
first third of the Boku-té, but this again varies with dif-
ferent styles.

It will be much easier to make your choice when
you have accumulated practical experience.

Hakama

The Hakama was the traditional dress of the no-
ble classes throughout the history of Japan. Various
texts first mention the wearing of the Hakama by the
nobility, in the Nara period (646-794 AD.), and from
this time on, it was standard dress for the aristocracy.
However, it was in the Edo period (1616-1867 A.D.)
that it took on the form that we know today.

When one looks at the images of olden times
and sees the overly long ceremonial Hakama worn at
court one thinks that it certainly could not have been
practical. Arikawa Sadateru Sensei explained that this
was precisely the point: would-be attackers could be
seriously hampered by it! Not to mention that it might
have been a fashionable trend.

For the practice of Bu-d6é the Hakama used is
derived from a form called a Jo-ba Hakama or Uma-
nori Hakama. It is shorter than a dress Hakama and is
divided like an ample pair of pants.

It is both beautiful and practical; its ample cut
allows complete freedom of movement, and at the
same time, tends to conceal the positions and move-
ments of the feet; further, it enhances the fluidity and
roundness of movements.

Training Hakama are made today in cotton and
polyester. Both types are good but if you choose to
get a cotton Hakama it is good to fix the dye in it be-
fore practicing. You can do this by soaking it overnight
in vinegar.

Black, blue and white, are the most common
colours, it has one large fold behind, and five in front.
It has a small back-piece (called Koshi-ate) to help
keep one’s back straight. Originally this was a piece of
wood but today it is made of plastic. | was told by an
elderly Ai-ki-dé teacher that there were known to be
accidents, injuries to the back and so forth because
of the hard Koshi-ate. In some Ko-ryd there exist
techniques that make use of the Koshi-ate which are



not easy to perform properly with plastic but, then,
one must adapt to it for practice but keep in mind that
the technique might have been more effective than
the impression one might have. An example comes to
mind in Isshin Ry(G Kusari-gama-jutsu: Furi-komi
(zen)

The Hakama is usually required to be worn for
practice in all those martial arts which belong to clas-
sical tradition. It is a symbol of their noble background.
In I-ai, all students, regardless of rank, should wear a
Haka-ma. In Ja-dé and Ja-jutsu the Hakama was put
aside for training because it was an impediment to the
legs in vigorous training. Notwithstanding, it is worn
on ceremonial occasions and for the demonstration of
Kata. In Martial Arts whose origins were not in the
japanese warrior/aristocracy a Hakama is not a suit-
able part of the dress (acceptably, it is seen as a na-
tional dress and is, nonetheless, often worn).

It is sometimes said that the folds in the Haka-
ma are symbolic of the seven virtues of Bu-dé.
Whether this is ‘urban legend’ or not is something I'll

leave to the reader to investigate.
f
/y’
Gi (honor or justice), Rei (courtesy
and etiquette), Chi (wisdom, intelli-
b gence), Shin (sincerity), Cha (loyalty),
and Ko (filial piety). We find these
qualities in the distinguished samurai
>» of the past. The Hakama prompts us
to reflect on the nature of true Bu-
shi-dé. Wearing it symbolizes tra-
ditions that have been passed
down to us from generation to
\? generation. Bu-dé represents
the spirit of Bu-shi-dé in
Japan, and in our prac-

- tice we must strive to
/«f polish the seven tradi-

This is illustrated by the following:

“They symbolize the seven virtues of
Bu-dé. These are Jin (benevolence),

tional virtues.”

The seven
virtues of Bu-do

Whether or not this fact is historically universal
and correct is not what is most important here. This
story constitutes a magnificent subject for reflection
while one is carefully folding one’s Haka-ma at the
end of training. Keep those virtues unwrinkled.

The Keikogi
Kei-ko = training. Gi = suit.

It is the same as that worn in the other martial
arts. White, blue, or black are the most common col-
ours white is the most commonly used color of the
three.

Sometimes, in demonstration, the student will
dress in a proper Ki-mono with large, amply-cut
sleeves.

The Obi

The Obi is simply the belt worn underneath the
Haka-ma to keep the Kei-ko-gi closed.

Two types may be worn:
— The wide traditional style Obi
— The Ji-dé type Obi

The wide style is preferable because it holds the
sword in the proper position.

The knot is placed at the back, as in all the tradi-
tional Bu-dé (The exception is Ai-ki-dé, where for
practical purposes (Uke-mi), it is tied in front

for training).
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How to hold a sword
(Te no uchi)

It is extremely important to hold the sword cor-
rectly with the hands because it is through the hands
that the sword will be directly connected to the hips
and to the center of gravity of the body. Without this
connection, it is impossible to have the power neces-
sary to cut effectively with one’s weapon.

There are, however, different ways of holding
the Tsuka in order to create proper Ki-ken-tai. The
most difficult aspect is that it implies a dynamic, chang-
ing hand grip of the sword as one uses it. It is not a
fixed emplacement of the hands.

To complicate matters the japanese language
and different schools have numerous names for hand po-
sitions and there is not always agreement in their usage.

The term Te no uchi itself can also indicate a
small hand-held weapon but this is not the meaning we
are concerned with here. It is also used to express the
grip and the tightening of the hands during a cutting
motion.

For example, in the Shinto Mus6 RyU one finds
the words “Hon-te (normal grip), Gyaku-te (reversed
grip) and Saka-te (reversed grip)” used. Sometimes
you will see “Kiri-te (cutting hand), Uchi-te (striking
hand)” and sometimes “dun-te, Gyaku-te” are spoken
of. In certain styles the left hand has one type of grip
and the right hand another.

Arikawa Sadateru Sensei once explained to me
that in olden times the hand was seen as having two
sections: the upper half (thumb, index and middle fin-
ger) was called “Ten” (Heaven, sky) and the lower part
(pinky, ring finger and also the middle finger) was called
“Chi” (Earth). He explained that the Yin-Yang aspect of
the image was important so the Earth side should be
solid, stable, firm, strong and the Heaven part should
be light, relaxed, flexible. The proper use of the hands
was to have these two different characteristics func-
tioning harmoniously at all times. Everyone agrees that
the three last fingers (pinky, ring and middle) should be
used for creating a strong grip.

Shown in the photo (right), is the standard hand
position for Sei-gan no kamae (point directed at the
adversary’s eyes).

It is said that one should hold the sword as though
one had a bird in one’s hands:

Squeeze too hard, and you kill the bird, too softly,
and it will fly off.

Another illustration is “washi zukami” - like an ea-
gle gripping a branch.
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How to hold a sword correctly

In the practice of any Bu-dé (such as Ai-ki-dé,
J6-db or l-ai-dd, etc.) we must insure specific con-
nections with the instrument, the body, the ground, the
mind and so forth. | wish to illustrate this here but keep
in mind that a hands-on approach learned with a qual-
ified teacher is the only way to really understand this

properly.

There are two principal ways one can hold an in-
strument/tool/weapon/sword.

In the first case, the instrument is perceived only
as being held and handled by the hands. Something
that is felt as separate from ourselves. We are ‘wield-
ing’ the instrument/tool/weapon/sword as an object in
our hands.

In this case (which some may consider the most
‘instinctive’) the swordsman will automatically seize the
instrument/tool/weapon/sword in a perpendicular rela-
tion, without the notion of “being one with”. We can
see what this way of holding an instrument/tool/weap-
on/sword looks like in illustrations (below). Note that
the forearm is at a right angle with the Ken. In this posi-
tion one is holding a separate object.

This position should
not be confused with a
correctly formed “Gyaku-
te” or “Saka-te” grip which
also incorporates the prin-
ciples of the ‘unified’ grip
explained here™*,

The second way
(upon which we will be fo-
cusing) is the manner of
gripping a sword so that it
will become an extension
of the body of the swords-
man (photos in the right
column). A stable and
strong contact must be
established between the
instrument and the hands,
which, (through the arm,
shoulder and back) are
perfectly connected with
the hips and lower abdo-
men (Sei-ka Tan-den), which, in turn, connects with
the ground. Right from the beginning it is important to
learn and master this manner of holding the sword in
order to discover the principle of being “one with the
sword”. This most basic grip is most often referred to
as ‘Hon-te’, ‘Jun-te’ or ‘Kiri-te’.

Grips at right angles

**Different systems use different words to designate their
techniques of holding a sword but the principles involved
remain the same. But the swordsman who has mastered
Ki-ken-tai (Unity of mind, body and sword) will be able to
grip the sword in various ways without disturbing the union
between body-implement/weapon-intention.

The Hon-te grip

The part of the hand
which correctly represents a
solid connection with the rest
of the body is situated in the
base of the hand. This part of
the hand should be firmly
joined to the sword (or other
implement) in order to achieve
unity of body and sword “Tai-
ken”.

The little finger plays the
important role in the correct
execution of this unity, fol-
lowed by the ring finger and,
finally, the middle finger. It is
interesting to note in the illus-
tration, that the little finger
alone can maintain a correct
position in line with the Chi
point and therefore requires to
be particularly precise and strong, thus this will be rein-
forced by the other two fingers.

Positioning

e For the right
hand — start by
putting your
straightened
hand, flat out on
the Bok-ken
(wooden sword)
as shown on the
illustration on the
right.

® Then place the
little finger
straight above
the “heel” of the
hand without let-
ting it twist out of
place. Thus es-
tablishing contact
in the central line
from the base of
the hand. This is of primary importance and should be

_carefully followed in order to develop the correct posi-

tion.

% ~ d
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e Next firmly
place the oth-
er two fingers
(ring and mid-
dle) in order to
reinforce the
position of the
little finger.
Leaving the in-
dex finger and
thumb to fall
naturally in
place leaving
them to be re-
laxed, yet not
detached.
They should
be as shown
in the illustra-
tion left.

e For the left
hand - place
the end of the
Ken in contact
as for the right
hand but with
the end of the
Ken ( Kashira
= pommel)
slightly in front
of the base of
the hand, as
illustrated left.

e Proceed as for the right hand in placing the little
finger (without TWISTING the hand) followed by the
other two fingers as above.

e |n this manner you can place both hands on the
sword making sure to fully maintain the two hand
positions described above. Refer to the illustration
of the hand position seen in O Sensei Ueshiba’s
position.

At this point, we will have two strong connecting
points in each hand directly in contact with the Tsuka
and by extension with the cutting edge of the blade
(Ha). This proper hand position will, in turn, have a
strong influence on a correct body position.

Please study closely the photos of
O Sensei Ueshiba standing in Kamae
with a Bok-ken and try to get a feel of
the meaning of all this. The more you
practice conscientiously to understand
this the more the photos will become
clear. “Ki-ken-tai ichi” or “Ken-shin-
tai ittai” are expressions of this unity

and with experience will be
ever-present in all your positions in
a flowing, living, dynamic way.



Etiquette (Reishiki, Reigi-Saho)

In all the martial arts and, for that matter, most of all
studies in spiritual discipline, etiquette is absolutely
essential and necessary. For it is the means by which
a pupil learns before he has understood fully what he
may be doing. In Bu-dé, it has several different pur-
poses.

First of all, it teaches polite and proper behav-
iour in relation to other individuals. In Japan etiquette
is a very important thing. Someone lacking the good
manners expected of him will often find it difficult to
access the study of things he might be interested in.
Of course, there is a social etiquette that one must
be familiar with. Usually it is good and common
sense that enables one to choose the correct behav-
iour in a situation.

One of the most im-
portant things to remem-
ber is that in Japan, eti-
quette s structured around
the idea that one should
never do or say anything
that could put someone
out, disturb him or cause
him embarassment. This
can go a long way. Many
westerners are used to
being frank and open but
it is good to think when
this frankness might be
disturbing. When will your
questions to a japanese
teacher be out of place?
What attitude is one displaying at a given moment?
What effect is one’s action having on someone else?
Are you thinking how best to make the other feel com-
fortable? Is there true sincerity in your attitude? These
are all questions that should be considered in japa-
nese etiquette. It should remain something complete-
ly ‘natural’ and non-affected. It cannot be the result
of memorized rituals. Egocentricity is a great obsta-
cle to making a proper choice.

A foreigner commits many acts that are impolite
without being aware of it and the Japanese are usu-
ally quite tolerant and forbearing with him. However, a
foreigner who does not make any progress in under-
standing things will definitely come up against a brick
wall in short order. We must spend quite a lot of time
reflecting on this.

| once was permitted to visit a training in a sword
school not generally open to the public. | considered
it was an honor to be invited. It was February and the

Rei

weather was freezing cold. All the doors and windows
of the Dé-j6 were opened and there was little differ-
ence in temperature inside or out, just | think the
wind-chill factor was lower inside. | arrived all bun-
dled up in a nice warm coat. Shortly before it had
been explained to me (after being guilty of the error)
that when in the D6-jé, out of respect for those train-
ing, it is considered proper etiquette to adopt the
same amount of clothing
as those participating ac-
tively in the lesson. So off
went my overcoat and |
was invited by the teacher
to sit on the floor and
watch. Seij-za was, of
course, the position that
was expected. In any case,
after about 20 minutes
everyone was working
hard and keeping warm.
Then in walks another for-
eigner, wearing an ample
overcoat, who saunters
over to the teacher (in the
middle of an explanation
to a student) and introduc-
es himself (in broken japa-
nese) saying he is here to watch the class. The teach-
er calmly finished explaining to the student and then,
without saying anything or even looking particularly at
the newcomer, walked over to the entrance to the
Dé-j6 followed by the visitor. Then looking him straight
in the face said, in no uncertain manner to the effect
that he felt that with such a coat this man would be
better off outside. The formula was understood and
the man left the D6-j6.

Secondly, it teaches the student of Bu-dé how to
conduct himself in such a way that ensures for himself
the best security, as far as an unforseen attack is con-
cerned. As an example, it teaches a student never to
walk in front of the line of students in Sei-za, when one
enters the Dé-jé ; that one should always pass behind:
in this way, one is both polite and correct towards oth-
ers and also is not exposed to a possible attack.

Etiquette teaches one to “know one’s place”.
This means not only in a situation of social hierarchy
but also in the sense of developing the capacity to
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properly judge situations and distances — between
oneself and other people or objects.

Etiquette teaches, in some cases, to sit facing
the doors or windows, not to sit in slovenly postures
where one’s back is not straight nor one hands free;
to use, rather, the left hand so that the right hand re-
mains free at all times, to walk in low-lying terrain, and
so on. Etiquette, in this sense, develops the proper
and positive sense of caution that has to become in-
stinctive in any and all real combat situations.

Etiquette is also a method for the student to
mentally and spiritually calm and compose himself in
training. Both before the session and punctually at the
beginning and conclusion of training experiences, for
example, before and after a Kumi-gata.

It symbolizes, therefore, the “inner purification”
of the trainee. Etiquette will vary, in detail, from one
school to another, but its essence will always be the
same, in every case.

Here are some illustrations of the various proce-
dures you need to incorporate at different times in
your etiquette.

Carrying the sword when
not practising

The proper manner to carry a sword when one is not
actually practicing, is shown below.

Sage-té (right side)

Sage-té (left side)

This will also be a
position for carrying your
sword. Be sure your
thumb is keeping the
Tsuba in place.

The Sage-o is held as
shown and the heel of
the right hand assures
that the Tsuba is held
firmly, locking the blade
in the scabbard.
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Tei-t6 Tai-t6

In this position the sword  This is the position when
is held in the left hand your sword is properly
as though it were being placed in the Obi.
carried in the belt.

Tachi-rei, Ritsu-rei (standing bow)

A standing bow (Tachi-rei) is made upon entering the
D6-j6 as shown below. The trainee then passes be-
hind the other students sitting in Sei-za, at the Shimo-
za, and takes his proper place.

Changing hands

Changing from
one hand to
the other

and assuming
Tei-t6 and
bowing




Standing bow to the sword

If you are required to bow to your sword in a standing
position.

Za-ho (Sitting in Seiza)

Keeping in mind that there are different ways of sitting
down according to the degree of formality which one
wishes to express and the clothes one is wearing, the
basic way for Bu-dé practice will be shown here.

Further, different schools will have slight variations on
the position. Sei-za is still today a posture of respect,
and formality, especially for someone who studies a
traditional Japanese Bu-dd, art or craft.

Aikido practitioners also practice their movements
from a sitting position (Suwari-waza) and many Ko-
rya have techniques which take into account this po-
sition.

Sei-za was and is a posture adopted for formal occa-
sions in Japan. It is intimately related to everything in
their culture.

Sei-za is written with two Kan-ji. The character pro-
nounced Sei (Tadashii) means “proper, right, true”.
The character Za means “seat or sitting”.

Traditional etiquette in Japan was taught in the
Ogasawara Ryl and Ogasawara Kiyonobu wrote a
book called “Nihon no Reiho” where he speaks of Sei-
za at length.

“Proper Sei-za helps to naturally align your body and
spine, and brings on an alert mind and body”.

| would like to point out that here we meet with one of
the paradoxes in I-ai. It is a debatable question wheth-
er a Dai-t6 (long sword) was worn in seiza by a war-
rior. The short sword (Waki-zashi, Sho-té) was nor-
mally worn when indoors. It remains perfectly true
that Sei-za presents a valid and good position in which
to learn and perfect
I-ai. Further, | have
made the observa-
tion that most of
Omori  RyG could
have been used with
a Shé-t6 by a classi-
cal samurai.

The proper way to sit down in the kneeling position
(Sei-za) is shown on the following page.

Develop En-zan no me-tsuke (seeing all, as a moun-
tain in the distance) and, particularly do not look with
your eyes at every movement you make, where your
Sage-o is, how you have placed your sword, how your
Hakama has been arranged — all of these things must
be automatically and correctly done because of
repeated practice.
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Once seated there should be no further need to rearrange Hakama, Katana and Keiko-gi. This means that there
will be no impediments to good movement from the position.

2980

Bowing in Budd This manner (beginning with the left hand) is considered to embody a more martial attitude.
It is usually used when in a situation of adversity. Thus in certain situations it may be seen as impolite..

i > > >
Exchanging
weapons

Bowing to Kamiza

This is the more polite way of bow-
ing from seiza ie. to the Kami-za or
your teacher.

Passing a sword
to another person
has several
acceptable
forms. The illus-
trations show

one way with the ,/ —
Tsuka to the left.

The bow is performed
with the sword in
Sage-té position — it
is only after the bow
that Tei-té or Tai-t6
is assumed ™.

Bowing to each other

* The distance between the
adversaries in this illustration
should be about 5 to 6
meters. (this distance is not
obvious in the photo).
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Reishiki at the beginning of Kata

Transfer sword to the left hand and hold it as though The sword is placed on the right side as shown.
it were in the Obi. The right hand arranges (not slap- . ,
ping) the Hakama first to the left, then to the right, and Thereafter, the body is kept straight (nose and navel

then one kneels down, first on the left knee, and then ~ — Sei-ka tan-den —in alignment and the chin slightly
upon the right. in) and further movements are made with the legs, the

pbody must not bend forward. This correct alignment
is called: Sei-chd-sen and learning it in Sei-za will
constantly be a reference for your other positions —
Sei-chd-sen is important everywhere.

= Za-rei from
the back

Very often,
when a teacher
examines your
work, he will put
more emphasis
on the correct-
ness of Rei-shiki
than he will on
the Kata them-
selves. There is
much to study in
Rei-shiki.
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Breathing (Ko-kylU and KokyU-Ryoku)

t is often heard said how important proper breathing

in the Martial Arts is and how it is the key source of
the power in one’s movements. However, it is my ob-
servation that quite often very little concrete knowl-
edge is transmitted about this important subject.

Frequently, the student is taught some fundamental
breathing exercises and it is understood that from
there he will be able to discover and feel all that is
necessary to understand the question of Ko-kyd
through practice. This may or may not be the case.
Further, he is often told that the main problem with
any given technique he performs lies in the question
of breathing...

Breath is such a vast subject and susceptible to many
and varied interpretations that it is, indeed, difficult to
be affirmative in terms of “sweeping statements of
truth”. However, when it is done correctly one can
‘feel’ that something is on the right track.

Here, | would like to share some ideas with the read-
er which have been very enlightening and useful to
me. At the same time | do not wish to say ‘this is it’
or this is THE correct way.

There are a number of words that we habitually use in
the vocabulary of any study of Bu-dé. Let’s look at a
few of these words and their meaning — then | will put
them together into a form which | feel will help grasp
some of the meaning of ‘breathing’.

Ko-kyl — this word is composed of two characters
(See opposite) :

Ko or Yobu whose meanings include to call, to call
out, to invite or, more commonly, exhale/breath out.

Kya or Suu whose meanings include to sip, to im-
bibe, to suck or to inhale/breath in.

The whole word taken together in Japanese can take
on various shades of meaning including, of course,
the simple act of breathing. It can also be extrapo-
lated to mean ‘timing’ ‘movement’, ‘correct use of
power’, ‘harmony in movement’, etc.

Let us see it here as the definition of the universal
process of ‘filling and emptying’, of ‘accumulation
and dispersion’ or of ‘growth and perishing’. In this
manner, the concept acquires greater dimensions.

For example, the ‘Ko-kyd’ of the sea can be seen as
the tides, the ‘Ko-kyd’ of the earth may be seen as its
yearly rotation around the sun and the seasons, the
‘Ko-kyd’ of day and night, the ‘Ko-kyd’of a human
life. All these natural cyclical processes that we can
observe in ourselves, in Nature and in the Universe
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can all be seen as a “Ko-kyd” process. The image
which has been strongest and most vivid for my un-
derstanding of Ko-kyd has been the sea and the
tides. But then | grew up close to the Pacific Ocean
and, almost every day | was on and around the water.
Someone who has never been near to the sea will
find some other example in Nature perhaps easier to
relate to — ie. the seasons, biological or planetary cy-
cles, geological cycles etc. Nonetheless, | feel that
looking to the Universe as our teacher here is a good
way to go.

In the practice of Bu-dé, however, we are given a cer-
tain number of hints and indicators that we must work
with for our physical movements to become effective
and natural technique.

A) Movements that are expansive, centrifugal, out-
wards or upwards are moments where energy accu-
mulates and is stocked for use. This is the time when
inhaling is most used.

B) Movements that are compressive, centripetal, in-
wards or downwards are moments where energy is
‘out-streamed’ and is used for actions. This is the
time when exhaling is used.

C) There are two phases where the tide comes to
the culmination of its on-going process (slack tide)
and there is an (apparent) absence of movement (but
not process). This occurs, of course, at the end of
the out-going tide (slack low-tide) and at the end of
the in-coming tide (slack high-tide). These are ‘magi-
cal’ moments and are a very important aspect in the
whole process — are they the end of one phase or are
they the beginning of the next?

All of this sort of ‘cyclical’ vision of things immedi-
ately, and quite correctly, brings the reader to think of
Taoism, of Yin & Yang etc. It is in this ancient chinese
school of thought that we find the basis for breathing
in Bu-dé — breath in the human being. As well as a
myriad of other subjects that seek to balance their
process through the idea of “In-Y&” (japanese words
for yin/yang). As a matter of fact, the concept of In/
Y6 is probably the most powerful and prevalent,
though largely tacit and unmentioned undercurrent of
japanese thought that exists.

For example, the ‘Zen’ of Zen Buddhism, this unique
aspect to which we are most attracted is mostly the
result of the Taoist influence. This study is not within
the scope of this book but for those who wish to go
deeper into the subject should read works such as
“The Tao of Zen” by Ray Grigg (see bibliography). One
cannot approach Japanese Art or Culture in any of its
aspects without becoming acutely aware of this. But



it would seem that acknowledging Taoism is quietly
passed over and things are presented generally as
‘self-evident’. It is only when one meets, over and
over again, these same concepts within the disci-
plines one might study that one becomes convinced
of this underlying assembly of common principles. So
let’s look at how this is expressed in breathing.

Inhaling is expressed as “Y6 no Ugoki”. This may be
translated as the “transformation towards a state of
Y6 (yang)” or “accumulation of Yang energy”.

“Y6-kyoku” means the “state of Yang” or plenitude.
However, like slack high tide movement stops - be-
fore reversing to the “transformation towards a state
of Yin” or “In no Ugoki”. When this process reaches
the ‘slack low tide’ it is referred to as : “In-kyoku”.

So to apply this to the movement of Shé-men-uchi —
“Yo no Ugoki” is used to raise the sword to ‘Furi-
kaburi’ where “Y6-kyoku” is reached and the energy
process reverses and the tide starts to go out. Very
much as is true of the tide it begins slowly and gains
force and momentum. The impact of your strike
should coordinate with the strongest of “In no Ugoki”
(exhalation). If this is done properly (with Ki-Ken-Tai)
the cut will be the strongest a human being can per-
form.

In the beginning we are taught (somewhat artificially)
this sequence until it becomes normal and natural. It
takes a lot of repetition and this is part of the work we
call Su-buri. At first, it is confined to relatively simple
movements perhaps done slowly so it can be done
correctly. Afterwards speed may come into the pic-
ture. Later, we might be asked to perform 2 cuts
(front & back) Zen-gb-giri (plus turning the body) in

one out-breath (In no Ugoki). This may be followed by
exercises in 3 or 4 directions (Shi-h6-giri) always pay-
ing attention to a correct and specific breathing pat-
tern.

These exercises (and many others), as well as the
Waza of the school, will teach the student how to
breath and under the watchful eye of the teacher he
will be guided to the proper acquisition of breath/
movement coordination. Needless to say this is a
long and assiduous study and there will be no abso-
lute ‘one right way’ that could be written in stone.

These elements should give you a basis for under-
standing what to be looking out for when you tackle
the question of breathing.

But don’t hold your breath!
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Attitude (Kamae)

Kamae is NOT simply a posture in and careful practice and repetition
which you brandish your sword of codified or well-known and
towards your adversary. It should proven combinations. Freedom of

contain several technical aspects movement here will take long
at once. practice.
There is an expression; One of the most important things to
Kb6-bé-ichi — “the offensive acquire from the start is
and the defense are one”. This complete control over -
is very true when applied to Ha-suji. This can only be /
Kamae and the balance be- correctly taught through
tween the two elements should direct contact student/teacher.
be chosen in relation to the In my own experience this question
situation that one is facing. of Ha-suji awareness and control
Each Kamae allows a specific seems to be grossly overlooked by
repertory of cuts and ma- practitioners.
noeuvres but, at the same
time, it also disallows others. Knowledge Fundamental Kamae are a static
of these factors is essential. Further, its expression of a future dynamic evolution
application according to the situation one is through a cutting movement and ending in
facing can only be understood through long Kama-e the following Kamae. It is also the expres-

sion of an inner attitude. It will give a feeling
of the spirit with which the practitioner is dealing
with the situation.

These 5 Kamae are also often equated with the five
elements of Taoist thought. This relation often gives
hints as to the interelationship of these stances.

K6-b6-ichi

@. Chad-dan and Sei-gan no Kamae

Chd-dan no kamae is a universal, balanced and neutral position. It
is also sometimes called Tsune no kamae which means the “Natural
Posture” or Hito no kamae which implies “natural for man”. It is the
one guard position from which all the eight cuts are equally accessi-
ble but none, with the exception of Choku-tsuki, is truly direct. Cha-
dan no kamae may be oriented anywhere from the navel to the eyes
of the adversary. Sei-gan no kamae implies that the Ki-saki is kept
precisely oriented towards the eyes of the opponent. There is psy-
chologically a very strong effect when the sword is constantly aimed
towards the eyes. It is very much like 2

having the barrel of a loaded gun leveled
at the eyes. Further, if done correctly, it
should be extremely difficult for the ad-
versary to see the blade (length). It is also
the most balanced offensive/defensive
position. It is associated with the element
‘Water’

Hidari Chi-dan no kamae

38 Japanese swordsmanship



Ge-dan no Kamae

Ge-dan no kamae (some-
times Chi no kamae — earth
posture) strengthens the
defensive aspects in the
lower part of the body and
creates a feeling of greater
opening (Suki) of the upper
body. It facilitates cuts from down to up (Kiri-age),
evasive Tai-sabaki and strong Tsuki.

It is very often taught as an answering
Kamae to J6-dan no kamae.
\ | his Kamae was associated with

A the element ‘ Earth’

Hidari
Ge-dan
no kamae

Migi
Ge-dan no
kamae

JO-dan no Kamae

Jo6-dan no kamae is considered a predominantly
offensive position. It facilitates downward cuts
(Kiri-otoshi) but it is not adapted to protecting the
lower body. Sometimes it is referred to as Ten no
kamae — Posture of Heaven or K6-geki no kamae —
Attack Posture. This position is associated with the
element ‘Fire’.

Hidari Migi
Jbé-dan no Jbé-dan no
kamae kamae

Waki-gamae

Waki-gamae is a powerful Kamae that
hides within it some very offensive
aspects. It is also referred to as Y6 no
kamae - positive posture. It is some-
times taught that the sword should be
dissimulated behind the body where it
does not allow the adversary to judge
the length of one’s blade. There are two
major variants that are seen: Ge-dan
waki-gamae and Chd-dan waki-
gamae. It permits direct, powerful
cuts both from below (Kiri-age)
and from above (Kiri-otoshi).
Gyaku-kesa, Yoko-ichi-monyji,
Kesa-giri, Sh6-men-uchi, Kesa-giri
(opposite side) and strong Tsuki. It also
has free body movement and foot-
work. This Kamae is associated with
the element ‘Metal’.

Migi
Chd-dan

) waki-gamae

Hidari
Ge-dan
waki-
gamae
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Hidari Migi
Has-sé no Has-sé no
kamae kamae

%ﬁ&a
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Has-s6 no Kamae

Hasso no kamae. This position was referred to by
Donn Draeger Sensei as the “wait-and-see” position.
He often assimilated it with the soldier’s rifle on the
shoulder. This guard also allows strong cuts, some
from unexpected directions. It .

is often said that it is the best

guard when surrounded by A
multiple adversaries. It is also
called In no kamae which
implies its more passive
qualities. It is associated with
the element *Wood’.

Variants

All of these basic Kamae have variants that may be
seen in different styles, each with advantages and
disadvantages. However, these five postures are the
basic ones that everyone swordsman must master.
They must all be studied completely both right-sided
and left-sided.

A very popular variant of Gedan no kamae (though not
basic) is Mugamae no kamae — the “guard of no-guard”.

Further, within movements or Kata a transitory
Kamae may be taught. This type of position very often
(in a given school) will carry the name of the Kata within
which it is first taught. An example here is Ryd-té no
kamae. From this point onwards we are moving into
specialty elements which this book is not concerned

s Y Migi Migi
6\ Ge-dan Chd-dan
waki- waki-

gamae gamae

Pedass

40 Japanese swordsmanship

no kamae

Hodoku



Preparative exercises

Comments on
Hap-po-giri (Page 42)

The name implies:
cutting in eight directions.

Keep in mind that the concept of
eight directions (also four directions
- Shi-h6) means, by extension, all
directions. Symbolically, it has the
connotation of being “complete”.
Many processes are seen as being
composed of eight phases from
beginning to completion.

For example, the one we are most
familiar with is the Dan grade sys-
tem. But also the basic strokes for
learning calligraphy also align
themselves with this idea.

Details :

e Begin in a Sei-gan no Kamae
position for the Shé-men cut
and the Tsuki. After that all the

remaining directions will be done

from a Ki-ba-dachi position until
Shé-men at the end.

» Before you can gain proficiency
in these cuts you must develop
a strong feeling of Ha-suji. Your
cuts must be entirely in line from
their very beginning to their end.
You will be very surprised to
learn from an observer just how
curved your cuts can be and
you are not even aware of it.

» When you become proficient at
doing one series and then be-
ginning a second series and a

third etc. you will then be able to

initiate a continuous series by
immediately moving on to Tsuki
of the following series after the
last Shé-men cut.

 Doing this for extended periods
is a necessary part of training
and it is often considered in
terms of Sei-shin-tan-ren.

Comments on
Kata-te-nuki (Page 44)

The name implies:
sword-drawing with one hand.

Details :

Kata-te-nuki or, sometimes,
Kata-te-uchi is important to
establish precision and proper
muscular development for your
continued practice in /lai.

The concept of Ha-suji once
more is acutely felt in these ex-
ercises and you must make an
effort to keep precisely to the
trajectories. If, per chance, your
sword has a groove (Bé-hi) you
can use the sound that is gener-
ated during a cut to become
more precise. It should sound
immediately at the start of the
cut and sound the same all the
way through. But don’t get too
attached to this trick, use it
positively.

It is important to practice this
series as often as possible. In
old martial arts systems, since
there was no idea of sport, there
were no “warm-ups”, calisthen-

ics or practice runs. This type of
Su-buri is about as close to the
idea as you traditionally may
expect.

« Nothing is strictly defined here
but it is best to keep the move-
ments as closely as possible to
the principles you will be prac-
ticing in Kata training.

» This practice can also form as
basis for simple Tameshi-giri
exercises.

Comments on
Moro-te-nuki (Page 50)

The name implies:

sword-drawing with both hands.

Details :

e The directions and the Ha-suji is
the same as the single-handed
drawing excercises but the
placing, as soon as possible, of
the left hand to reinforce the
cutting action requires a slightly
different body movement and
alignment.
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Suburi

side from the formal
Kata that are the es-
sential heart of lai prac-
tice, there are many other
things that will be used to
strengthen your capacities.
Su-buri are one of these
exercises.

There are no fixed
rules as to how they
should be performed (un-
less they have been for-
malised as part of a tech-
nical curriculum).

Su-buri should be per-
formed taking into account
their overall place within
your training  program.
Indeed, many teachers will
create Su-buri based on
what they feel one needs to
reinforce. At other times
you may use a part of a
Kata as a basis for your
suburi. For example, it is a
good idea to take just the
Nuki-tsuke phase of Sho-
hatté and repeat it, say,
500 or 1000 times in a row,
non-stop.

If you are studying a
particular school which
emphasizes a strong Kesa
cut then many exercises
should be done which re-
produce this particular
movement. Aikidd practi-
tioners incorporate the
principles of their art in
doing Su-buri. Aiki’s basic
body position is Hitoe-mi
and very often a San-
kaku-irimi movement is
used to enter in triangu-
larly to one side or the
other of the adversary.
Their Su-buri will reflect
this technical aspect in
their construction.

For the most part,
suburi are practiced with-
out a partner. This is known
as Tan-doku-ren-sha.
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These  movements
have been illustrated here
by Dominique Pierre, current
President of the EIF/FEI.

A) The first series of Su-
buri presented here s
Happo-giri. It is done usu-
ally with a Bokken but us-
ing a lai-té will help to cre-
ate an intense feeling of
Ha-suji. It contains the eight
fundamental cutting

movements of the — ——_

sword. As you prac-

tice it correctly you will dis-
cover that it also contains
the fundamental Kamae of
Japanese Swordsmanship.
Dominique has taken off
his Hakama for better vis-
ibility of the movements.

The way it is shown in the
photos puts the focal point
on purely learning the cut.
The Kiba-dachi position
(next page) makes it pos-
sible to concentrate on the
cut itself and the proper
function of the upper body,
developing the correct
twist, reinforcing precise
Ha-suji and firmly center-
ing oneself in the hips. The
most important feeling to
generate here is Sei-Chd-
Sen - the vertical line of
the body’s center of gravi-

ty.

The Shé-men cuts and
Tsuki require assuming a
proper Sei-gan no kamae.
This exercise, despite its
apparent simplicity, con-
tains many very important
features. And later on (not
included in this volume),
further development of the
movements will lead to
studying in greater depth
the various applications of
the cuts and it will lead to
some interesting So-tai-
ren-shad applications.



“It is important
to keep your
Te no uchi
correctly for
each cut”
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B) The following series of B1
suburi uses the lai-té. It is ( )

a study of the fundamen-
tal sword-drawing cuts. It
should be noted that be-
cause of the carrying of
the sword in the obi at the
left side of the body there
are only six of the eight di-
rections in the former ex-
ercise.These are the basic
direct cuts (no intervening
stops or changes to
achieve the final cut). The
other directions exist (and
were developed in other
famous Ko-ryd) but it is
necessary to place the
sword in an ‘intermediate’
position in order to exe-
cute them. We will see
how indirect cuts come in
when we do the Morote-
nuki-uchi series. Here only
the final Tsuki movement
is somewhat indirect and
transitional. The most ba-
sic way of doing this se-
ries is illustrated here but
a basic variation that one
J should try is using the
other foot. For example,
drawing in Ichi-mon-ji ad-
vancing the left foot in-
stead of the more stand-
ard right foot and so on.
Also taking a hint from the
first four movements in
Omori ryu doing these
Nuki-uchi exercises in the
different directions is im-
portant. There is room for
quite a bit of study in this
exercise.

yo|

Iluowil

From
here,
repeat
from
No. 6

Suburi training
in the Shung Do Kwan,

:Wtze ard —

a December 2008
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Kata-te-nuki

Japanese swordsmanship 45



46 Japanese swordsmanship



=
Q
IX
M
7
Q

Japanese swordsmanship 47



O)
<
Q)
=
T
e
)
7
Q

\Z

Note on Saya-biki

In order to avoid awkward
and progressively ineffec-
tive body movements
during the drawing
process there were 3
factors that were used by
different theories and
schools. For the study of
Musé Shinden Ryd the
use of Saya-biki (active
use of the left-hand to
withdraw the scabbard
rapidly) was the principal
method. Other tech-
niques that were used in
other styles were: using
backward hip movement
to achieve rapid and
smooth Nuki-waza; the
size and dimensions of
the sword (related to the
practitioner’s physique)
was also an important
factor to balance. By us-
ing Saya-biki or hip
movement properly it was
possible to attain effec-
tive movements with a

J longer blade than would
otherwise be possible.

Since the main study in
this book is Musd
Shinden Ry the use of
the same Saya-biki
movement is recom-
mended when practicing
the different Su-buri
(Nuki-waza) illustrated
here.
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C) The third series of Su-
buri is Moro-te-nuki. This
introduces some difficult
points that the preceding
series did not. As can be
readily seen these cuts
are mostly ‘indirect’ — the
movement does not flow
smoothly from the Koi-
guchi directly to the tar-
get. The using of both
hands for the cut also in-
troduces some delicate
and precise body move-
ment and centering. As in
the preceding exercise
only six of eight cuts are
shown. Once again these
are possible, and, per-
haps easier to do than in
Katate-nuki. However, they
are very indirect. Basically
after drawing the sword
one takes a passing Migi-
chddan-waki-gamae or a
Migi-ge-dan-waki-gamae
and then performs the ap-
propriate cut.

Ry6-te-nuki

50 Japanese swordsmanship

IyON-UBWOYS




N
)
7
i
Q
=1

Japanese swordsmanship 51



52 Japanese swordsmanship

=
Q
IX
M
7
Q




Ichi (mon-ji)

I[-uow-1yo|
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Katachi When the form
Tadashikereba is right,
Kage the shadow
Naosu shall stand correct.
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A Note on the notes

e | have included in this new edition many notes
concerning the movements (particularly for Omori
Rya). In the first edition of this book | felt that |
wished to encourage people to work with quali-
fied teachers as much as possible in order to
learn properly. | have noticed that in many cases
a step-by-step, detailed description is rarely truly
of any use to the student. Partially because:

a) nothing is engraved in stone and differences will
occur from teacher to teacher;

b) its not for me to attempt engraving things in
stone;

c) the descriptions are not usually very clear for
someone who has no prior experience anyway ;

d) And, just as in sex manuals, reading about it is
not as worthwhile as practicing (for the most part
it is downright boring to read anyway);

e) people tend to get the false illusion that they
really know something concrete just because
they have read the various details.

When making technical observations etc. it is very
hard not to sound like “this is the way it is”. This is,
by no means, my intention. | wish only to share some
of the elements as they were taught to me. So, | have
decided to comment some of the more pertinent
points inasmuch as I felt it could be useful to a more
complete vision of the movement and/or a related
view that is complementary in other movements.

A Note on the suffix -té

* You will notice that almost all of the movements
in Omori Ryd end with the word -T6é. This is typi-
cal of the pragmatic simplicity incorporated into
the names of the fundamental techniques of
many classical Bu-d6. The character here is sim-
ple — it means “sword”, but how should it be un-
derstood by the practitioner?

Some people just keep its translation as literal as
possible. Thus Sho-hat-t6 becomes ‘Beginning
Sword’, Sa-t6 is ‘Sword Left’, U-t6 ‘Sword Right,
Ry(-t6 ‘Flowing Sword’, etc. This may be too prag-
matic in terms of simplification and it may cause
more confusion in the understanding of the student
than a slightly more elaborate (and freer) interpreta-
tion.

In practice most people soon begin to feel that it
is somewhat more comprehensive in its meaning. Its
implication becomes, therefore, ‘movement or tech-
nique of (with) the sword’. It personifies also the
concept of a ‘teaching’ or a ‘lesson’.

This view is reinforced by the names in various
schools and with other weapons that one can ob-
serve such as in the case of : ‘... no Jo’, ‘.. no Bo’,
‘Ki-Musubi no Tachi’, etc.
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Omori Rya

N
mori Ry( is the most fundamental series

of movements in the Musé Shinden Ryd
curriculum. It is called Sho-den — the character
“Sho” means “a beginning” and the character
“Den” signifies “teaching or initiation”. There
are twelve movements in all and each corres-
ponds to a different setting.

Probably there is not a connotation of
“level of advancement” in the words — Sho-
den, Chd-den, Oku-den — more likely it would
be correct to think that they were adopted so g
as to indicate a logical and progressive meth-
od or order in which the Kata are best learned.
Elements from an earlier movement will be an
aid to learning a later movement etc.

This series comes down from the Ninth Séke
Hayashi Rokudayu. Originally there were only 11 move-
ments in the series and it is said that a 12" was elabo-
rated by Nakayama Hakudo and that the Shoden
Omori series was incorporated by Oe Masamichi into
the overall curriculum as Sho-den. The Sei-za position
is often criticized as being a non-combative position.
Personally, | do not believe that in a society where
weapons are carried at all times there could be a posi-
tion in which one could allow oneself to be ‘non-com-
bative’. Certain situations created greater openings for
attack. Sleeping, eating meals, going to the bathroom
were moments when awareness was likely to lapse or
response to an attack was technically more difficult.
There were techniques taught in Ko-ryGg which ad-
dressed these situations (as applied to the times, living
conditions and society of the period). Omori Ry( is the
result of social conditions (Edo period) in which Sei-za
and codified etiquette were a daily necessity. There are
many other schools that emphasized the importance
of acting from a Sei-za position.

When studying kata, that is, pre-arranged forms,
it is absolutely essential to understand that progress
is made, not through the mechanical memorization of
a “figure”, but rather through a profound grasp of the
essence which gave birth to the outward form with
which one first makes contact.

A kata is devised by a highly skilled expert who
seeks to embody many related aspects into one con-
centrated form. Through proper study one is sup-
posed to attain a state of being, equal to that of the
man who created the technique, both in a physical
technical sense, as well as, in a spiritual sense.

Many people make the mistake of thinking that
their progress is determined by the number of forms
they have memorized; but the outer appearence of
something does not always contain the inner aspects.
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Sho-den

Properly directed practice and unsparing effort
are essential qualities for study.

Also, practically speaking, one will see
that the given situation in a Kata is often use-
less or outright illogical if applied combatively
in the exact form in which it is presented to the

e student. The Kata is a highly idealized and hy-

AR

pothetically perfect situation. However, with
certain changes — spontaneously born out of a
trained instinctive and creative capacity of the
individual — answers to numerous real situa-
tions will come naturally and instinctively (free
of all mechanical or intellectualized superficial
understanding). This is especially true in the
case of the Omori Ryl Kata.

The Kata is, then, a matrix or pattern aimed at
enabling the student to relive, so to speak, the expe-
rience of the master who created it and, possibly,
propelling him to an even higher level. The Kata is
like an acorn which when planted and tended to in
the correct manner will produce an oak tree. If Kata
are taken as mere “figures” then their real essence is
destroyed. They will be like empty shells with no
substance within.

Moreover, one should try to see in Omori Ry(,
not twelve different techniques, but rather penetrate
through to where one can feel the oneness of them all.

Outwardly each movement appears differently
but, in truth, there is perfect unity in Omori Ryu; it is
only through long and persevering work, particulary on
Sho-hat-té, that one will clearly understand this. Don’t
make the obvious mistake of thinking that Omori Ry is
only “beginner’s stuff”. Nothing could be farther from
the truth. It is sometimes said that if one could only do
a perfect Sho-hat-t6 one would be a master. Many
people practicing lai today do not push their pratice far
enough and too soon jump to the conclusion that they
have understood; this is indeed sad and counter-
productive.




iy

The name
implies “Initial
Beginning
Sword
Movement”.

This movement
is also called
Mae in various
styles, which
means “to

the front”

or “forwards”.

Shohatt6

General situation:

The situation, as in most
of the Kata in this Ryd,

is very non-specific. In
Sho-hat-t6 this is particu-
larly true. Essentially it

is a summary of all the
fundamental actions that
one needs to learn in this
series and other series, as
well as in many other
styles.

Many different situations
may be defined and many
teachers have done so.

If you were thinking in
terms of an overall defen-
sive strategy you could
see the initial drawing ac-
tion as being a preemptive
striking action as though
someone was starting an
attack upon you (Sak-ki).
If you were thinking in
terms of an overall offen-
sive strategy you could see
the initial drawing action as
being a direct attack upon
your adversary.

You might also envisage
the initial drawing action
(Nuki-tsuke) as being a
menace/warning like a
Kamae that is not actually
intended as a cutting
action. This might suffice
to diffuse a potential at-
tack before anything actu-
ally happens. Or further,
an action aimed at unbal-

ancing or weakening the
attacker’s position. The
Kiri-tsuke then would be-
come a cutting action that
one was subsequently
obliged to perform if the
initial warning was not
heeded by an attacker.

The Kata expresses an
action that precisely is
NOT defined to a specific
situation so that the
practitioner has a univer-
sal pattern that may be
adopted to many different
and varied conditions.

It ultimately leaves the
elaboration of the varied
cases where it could be
applied to the choice of
the user according to the
real situation he might be
facing.

Again for example, it could
be seen that an attacker
was on his feet and attack-
ing with an overhead cut.
Sho-hat-t6 Nuki-tsuke
could be used accompa-
nied by a body/evasion,
entering movement (Iri-mi)
to one side of the attacker
and the cut being to his
abdomen or legs.

Many possibilities may be
construed and we should
not fall into the trap of
wishing to define one
sweeping overall situa-
tion. Defining situations
also implies a limitation to
one’s freedom of action.

e There is one point that
should be made clear but
about which many begin-
ners are either unaware
of or find contradictory.
Under most circumstances
a Kata is performed in the
direction of the Kami-za.
We attack towards this
defined direction and the
opponents attack comes
from this direction.

Further, we return to this
position/direction at the
end of the Kata and the
same orientation is reset
for the following Kata.

General spirit:

* Keep in mind that this
series was conceived
for use indoors and in
formal situations.

e Try to create in yourself
a very positive attitude
which will express
conviction in your
movement.

« Try to always use large
and ample movements
and, in the beginning,
speed is of no matter.
Later on you can tackle
this question.
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Details :
Nuki-tsuke

« In beginning
the sword draw
pay close attention to
the thumb to disengage
the Ha-baki from the
Koi-guchi (Koi-guchi
no Kiri-kata) (2). Today
many student’s lai-td
are worn at the mouth of
the Saya so they never
perform this action prop-
erly. As a matter of fact,
most are worried that
their swords might “fall
out” prematurely.

e The arm and hand (2)
position on the draw
seems, at first, uncom-
fortable. But when one
realizes that the angle of
the hands and forearms
is such that it facilitates
keeping the ample
sleeves of a kimono
from interfering with the
Nuki-tsuke it makes more
sense. Further, this
action should be calm
and discreet but firm.

e The toes are disen-
gaged at the back at
the earliest possible
natural moment and a
transitory position of
Kisa is performed.

e By the time one has
reached an upright
position on the knees
the blade is already
well advanced in the
drawing movement.
This must be done in
a smooth action that
flows into the comple-
tion of Nuki-tsuke.

Pay careful attention to
your Saya-biki. This is
considered to be one of
the most important de-
tails both in Nuki-tsuke
and in N6-té.

e An important point of
Nuki-tsuke (Nuki-waza)
is that the Kissaki reach-
es out to where its cut
goes (adversary) (3).
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e The target here is
sometimes said to be
the eyes, sometimes the
temples and sometimes
the neck. The neck
would seem to be a
very good choice as it is
more difficult to evade
than a cut to the head
(a cut carotid has most
definite effects). If | knew
someone with numerous
combat experiences
with Nuki-tsuke and he
advised me which target
was best | might be
more specific in my
advice. It seems to me
that it would also ulti-
mately depend on the
adversary’s position.

» The Kissaki should
maintain a flowing

Miscellaneous :

movement as it sepa-
rates from the Koi-guchi.

o At the end of the Nuki-
tsuke there are two
important points to ob-
serve: Seme and Kime.

e The blade and the arms
should be at the same
level as your RELAXED
shoulders. The Kissaki
may be just a touch lower
than your right fist.

All throughout this and
the other phases of the
movement pay close at-
tention to Sei-chd-sen.
The upper body should
remain upright. Do NOT
lean forward. The waist
and abdomen should
adopt a firm position (4).

e Relax the shoulders.

Sometimes one is told to raise the right (left) foot on
drawing your sword and kick forward with a decisive
stamp. It is a teaching method that helps develop a
good feeling for Ki-Ken-Tai. However, also see the text
(page 26) on Hakama worn at court and you might
think that this has something to do with getting the
cloth from under one’s knees and gaining the space
to slide forward for Kiri-tsuke? Both the stamping foot
and the silent sliding step are correct.



circular movement and
not an up and down
action. Another being
that it is usually under-
stood that it is impor-
tant to avoid hitting
your helmet on a bat-
tlefield so here it could
be wise not to change
habits. Thus when the
situation is the other
way around one
wouldn’t have the
problem with hitting
one’s helmet or head-
gear having a mistaken
habit from elsewhere.
Just for the curiosity of
it, I was also told that
the thrust up and to
the rear (here and in
Chi-buri) could have a
discouraging effect on
anyone behind you with
ideas. Further, in some
styles this action is
done in a Kiri-gaeshi
like movement.

When your sword is
over your head make
sure that the point
does not go below the
horizontal and, better
yet, it should be up at
about a 45° angle
creating the feel of

a continuous and
circular movement (7).

10 (profile)

Kiri-tsuke

» When bringing
the sword up
over the head
(Furi-kaburi) pass
to the left side
of your head. (6)
This could have origi-
nally been for various
reasons. One being that
it allows the main cut
(Kiri-tsuke) to be done
in a continuous and

The downward cut
should be strong and
firm. But do not sacri-
fice a relaxed muscular
action. Don’t let your
shoulders tense up
because you are trying
to get more power than
you are capable of.

The Kiri-tsuke should
stop cleanly about
where your Mono-uchi
is parallel to the ground
or the Ha-suji has come
down to the center

of the adversary (see
profile). This, of course,
will vary from sword
shape (Su-gata).

At this point you should
maintain your Zan-shin
and the wait will be
longer than between
the Nuki-tsuke and the
Kiri-tsuke.

_

7 (profile)

_
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Shohattd/(continued)
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Chi-buri

» This phase
should
be clearly
defined
in each of its
phases but, nonethe-
less, should be a
continuous flowing
movement.

12 (profile)

4)

e The arm should be ex-
tended out, relaxed and
parallel to the ground in
the first phase (12). Then
the forearm is brought
in towards the head
bending at the elbow
and maintaining the up-
per arm parallel to the
floor in the following
phase. The blade
should come to a 45°
angle well above the
head (13) (make sure
the point does NOT
drop down to the rear!).
The third phase (14)
should flow from this
position and the circular
cutting motion
downward should have
perfect Ha-suji. It should
also correspond exactly
to the body-raising with
the knees. The point
then comes to a clean
stop at its final position
(15).

» Be extremely careful to
move the whole body
when changing the
body and feet from right
to left. (16 to 18) Pay
attention to maintaining
a perfect Sei-chd-sen
throughout the action.
Too often only the legs
are moved. This may be
seen in the profile pho-
tos (below).

Many feel that this Chi-
buri movement has no
combat effectiveness.
I would be inclined to

agree as the only effec-
tive way of cleaning a
blade after cutting is to
wash it, dry it carefully
and proceed to thor-
oughly work on it with
Uchi-ko and cloth/paper.
Then apply oil and ONLY
then return it to its scab-
bard. This question of
Chi-buri effectiveness is
one that will generate
considerable debate for
a long time to come.
However, | will add here

15 (profile)




16

(profile)

that the Chi-buri in
Omori Ryl seems to be
a highly stylised version
of an earlier, more
vigourously executed
technique that would
effectively remove
enough material to return
the blade to the scab-
bard given a combative
situation. This would be
done keeping in mind
that the blade would be
properly cleaned and
cared for at the earliest
moment permitting.

N6-t6

At the end of

the Chi-buri a
period of

Zan-shin is
observed

while only

the left hand

brings the Saya to
the centre of the body in
preparation for N6-t6
(18).

In this first series Omori
Ryd the Né-t6 movement
will begin close to the
Ha-baki (19).

It is a useful precaution
to be mindful that the
cutting edge of the blade
be facing forward and
not down. Many acci-
dents can occur when
this is not performed
properly. The Ha may
land on the index finger
and cause a serious cut

18

or you may even slip and
the blade may fall down-
wards with the cutting-
edge aimed directly at your
right knee and/or toes!

Further, DO NOT PINCH
the blade between the
left index and thumb
when performing N6-t6.
Learn to keep all the
forces involved in the

(profile)

movement in perfect,
relaxed balance. In fact,
this movement is done
by a balancing on the
middle knuckle of the
index finger. This is
something that must be
taught directly.

The left hand plays a
significant role in N6-té.
It is as though you actu-
ally put the scabbard on
the sword rather than
the blade in the scab-
bard (20). Saya-biki is
just as important here
as it was in Nuki-tsuke.

Many things in japanese
arts are defined in 3
levels or dimensions —
Heaven, Man, Earth.
Here is another example:
the first third of the
blade is sheathed rap-
idly, the following third
is slower and the last
third is quite slower.

You begin lowering your
body when you start the
slower (21), second phase
of the Né6-té and you
must make sure that you
complete both actions
(lowering the body and
sheathing the sword) at
the same time.

Once No6-t6 is accom-
plished it is not yet
terminated.... after a
short pause place your
thumb on the Tsuba to
secure the Ha-baki
once more in the Saya.
After this you stand up,
(23) bring your feet
together, (24)
pause and take
three steps
back to your
original posi-
tion.

All I-ai Kata
in this school
end in the
same position
from whence
they begin.

25.
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The name
implies

“A sword
movement
left”.

This Kata is
also called in
other schools

simply ‘Hidari’
which means
‘Left’.
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Satd

)

General situation:

This Kata is fundamentally
a turning-to-the-left ver-
sion of Sho-hat-té.
However, from a training
point of view you will be
using the left lower parts
of your body - legs, feet
etc. This will be excellent
training for balancing and
becoming more bi-lateral.
The difficulty comes be-
cause the sword always
remains right-handed so
cross-movement requires
careful use of the hips.

General spirit:

see Sho-hat-té.

Details :

o All of the details in
Sho-hat-t6. are applica-
ble here.

e The most obvious differ-
ence is the delicate
coordination of the left-
turning body movement
in Nuki-tsuke. It is im-
portant to turn the body
while drawing the sword
point to the Koi-guchi.
(8) Then one should be
aligned facing forward,

as in Sho-hat-t6, in
order to complete the
Nuki-tsuke strike power-
fully in a straight line —
not while the body is in
the more precarious
process of turning to
face left. This is one of
those key points that |
feel cannot be described
properly in a book but
must be taught directly
to a student. | hope that
the photos will convey
some of the meaning here.
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while turning to the
right. This, again, is one
of those key points that
| feel must be taught
directly to a student.

| hope the photos will
convey sufficiently some
of the meaning here.

The name General situation:

implies . .
“A sword This kata is fundamentally
movement & turning-to-the-right

right” version of Sho-hat-to.

This Kata is
also called in General spirit:
other schools 546 Sho-hat-t6.
simply ‘Migi’
which means
‘Right”  Details :

 All of the details in
Sho-hat-t6. are applica-
ble here.

» Once again, as for Sa-td,
the difference is the
delicate coordination of
the right-turning body
movement in Nuki-tsuke.

e It is important to turn
the body while drawing
the sword point to the
Koi-guchi. Then one
should be aligned facing
forward, as in Sho-hat-
té, in order to complete
the Nuki-tsuke strike (3)
powerfully in a straight
line — not while the body
is in the more precarious
process of turning to
face right. It is more dif-
ficult to achieve this in
U-t6 because the tend-
ancy will be to make a
“sweeping” Nuki-tsuke
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Ataritd

_(

v' point to the Koi-guchi.
Then one should be

aligned facing forward,
as in Sho-hat-t6, in
order to complete the
Nuki-tsuke strike power-
fully in a straight line —
not while the body is in
the more precarious

The name General situation: process of turning to the
implies , _ left. This, again, is one of
“A sword This kata is fundamentally those key points that

movement & turning-to-the-left- 180°

Checking/ version of Sa-té. However,

Striking”. ©nce again, from a training
point of view you will be

| feel must be taught
directly to a student.

It is always asked why

This kata is using the left lower parts we turn to the left. One
also called in  of your body — legs, feet reason is that it is much
other schools  etc. This will be excellent easier for an adversary

simply ‘Ushiro”  training for balancing and to block the right arm
which means becoming more bi-lateral. while turning and, per-
‘Behind’  The difficulty comes be- haps because a right
cause the sword always turn would be more
remains right-handed so expected. Further, a left
cross-movement requires turn of the body presents
careful use of the hips. the cutting-edge of the
Overall this is more difficult blade to the adversary
to execute when turning earlier in the action.
180° to the rear. Turning to the left could

also facilitate an Iri-mi
o movement ending on the
General spirit: inside of the adversary’s
position.

see Sho-hat-té.

Details :

 All of the details in Sho-
hat-té are applicable
here.

» The most obvious differ-
ence is the delicate co-
ordination of the left-
turning body movement
in Nuki-tsuke. It is impor-
tant to turn the body
while drawing the sword
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These first 4 movements of Omori Ry( may seem
uselessly repetitive and overly simple to the beginner.
He might even get the impression that someone
actually wants to slow down his progress!

\ However, instead of this mind-set, why not ask why
were these 4 movements placed one after another
with so little variation — basically just performing one
movement in 4 directions?

Many things have been organized in Ko-ryd in a
specific way by men of great experience who seek

to embody wide technical applications in simple and
condensed format. Sometimes it is good to keep
practicing without constant questions until at some
point the whole structure “speaks” to us of some
aspect of our study that we had hitherto not been able
to grasp. There are hints hidden everywhere that will
only become evident or possible with time and
practice.

So, just possibly, this principle of perfecting a move-
ment in the 4 fundamental directions — Shi-hé-giri —
(which implies in any direction whatsoever) could be
applied through personal study and experience of the
practitioner to other Kata in the series? There would
not be any use encumbering the simplicity of the 12
(11) basic Kata of Omori Ry with numbers of other
possibilities. It would already all be there for discovery
through experience. the stage “Shi” in the study of
Budé calls for strict adherence to the teaching. Some
consider, however, that the next stage “Ha” implies
stepping back and dissecting things with a “free
spirit”. Only then is the path to “Ri” accessible.
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4

The name
literally
translates as
“Yin-Yang,
Forwards and
Backwards”.

In-y& shintai

O

General situation:

This Kata can be consid-
ered very much as being
Sho-hat-t6 with a transi-
tion to a standing posi-

tion. After the first N6-t6

we once again use a Sho-

hat-té-type configuration.
However, there are subtle
differences to be learned.

General spirit:

much the same as
Sho-hat-té.

Details :

e This movement is called
“yae-gaki” in Oe
Masamichi’s teaching
line. Apparently, he felt

the older name contained

inauspicious characters.

This kata will certainly
re-enforce the leg
muscles as you will
discover with repetition.

e The Nuki-tsuke is done
just as in Sho-hat-té. It
is important that the leg
and knee positions be
precise (as they should
have already been in
Sho-hat-t6) so that the

transition to the standing
Kiritsuke is powerful and
well-balanced.

A new time coordination
takes place for the Kiri-
tsuke. You must raise
the sword over your
head (Furi-kaburi) by the
time that your left ankle
is level with your right
ankle as you step for-
ward on the left leg and
the cutting-down move-
ment (Otoshi) must be
completed when the left
foot advances the half-
step to its final position.
This requires a consider-
able change in body/
rhythm/coordination that
was not an element in
the previous Kata.

Be attentive to maintain-
ing the precise upper-
body execution of the
Kkiri tsuke as you have
learned in the previous
Kata.

The first N6-t6 in this
Kata will serve as an in-
troduction to the N6-t6
movements in the sec-
ond series (Chd-den).

The N6-t6 movement
should be completed
when the left ankle is at
the mid-point of the right
tibia. This squatting po-
sition should be strong
and well-balanced. The
practitioner should be
able to remain in that
position comfortably
and, at the same time,

be able to stand-up and/
or react immediately with
no difficulty to follow into
the next Nuki-tsuke.

» The raised/standing po-

sition of this following
nuki tsuke (towards the
rear) also prepares the
ground for movements
of the chuden series.
The transition throughout
the action must be regu-
lar and steady. Do NOT
bob up and down with
your body and head.

e The Nuki-tsuke must

flow into the kiritsuke in
the same rhythm that it
does in Sho-hat-té.
However, it is considera-
bly more delicate to
move back down to the
position on the knees.
This level-change should
be done smoothly and
progressively.

e The Kata now finishes

with the familiar
sequence as in
Sho-hat-t6.
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Ryd-t6 means
“the sword
movement that
pOSsesses
continuity,
which is flowing,
which is
uninterrupted”.

Uke-nagashi
means

“receiving without
interrupting”.
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Ryut6, Ukenagashi

’ )lL

General situation:

This movement is a
wonderful change from
the preceding ones.
Usually the student has
spent a good amount of
time with Sho-hat-t6 — In-
y6-shin-tai. He has prob-
ably gotten a bit oversure
of his own capacities
when along comes Ryd-té
which requires many new
body movements and
positions. It is just the
thing to bring the student
back down from his
premature confidence.

An attack comes from

the left side not allowing
enough time for a preemp-
tive strike. Therefore it is
avoided within a direct
and simultaneous
counterstrike.

Parrying a direct (probably
two-handed) cut with a
one-handed blocking
action (plus an admittedly
weak body position) is
definitely not feasable or
logical. Ryd-té teaches us
not to seek contact or a
blocking technique but
rather it places emphasis
on mobility, agility, precision
and speed in order to

face the situation.
Nonetheless, we must
create the strongest pos-
sible position in case
some contact is unavoid-
able.

General spirit:

What is important here is
not to break the move-
ment into two, three or
more separate phases
but to ensure a continu-
ous and flowing unified
movement. The reception
of the attack should only
re-enforce the “kaeshi
waza” where the attack-
er's own power and
movement are ‘returned
upon him’.

There is definitely a more
defensive character to
this Kata but this does
NOT imply that the move-
ment should be a broken
(1-2-3 attack, parry,
riposte) rhythm. This
movement should demon-
strate a unity of movement/
action so that it gives the
feeling that the attack and
the Uke-nagashi are all
one. This concept may
sometimes be called by
varying terms: Ki-awase,
Ki no nagare, Sen no sen
or Kébo-ichi. You must
practice this Kata until
you can feel that your cut
is striking no later than
the attacker’s cut would
have struck had you not
moved from your initial
position.



Details :

The sword is drawn si-
multaneously with the
lifting of the left knee and
placing of the left foot
just next to the right
knee (3). This allows the
weight of the body to be
properly centered in rela-
tion to the skeletal and
muscular potential so as
to facilitate the next
phase of standing up.
The hips will be at a 45°
angle re-enforcing the
uke nagashi draw and

placing them in the /w

best possible direc-
tion for the following
Kiba-dachi position.

Do not linger (or put your
full weight) on your right
(rear) foot (5). Keep the
weight predominantly
on the left foot creating
a transitory feeling in the
kiba-dachi position that
does not interrupt the
flow of the whole kata.

N

» Make sure that you are
correctly centered at the
end of the Kesa cut
(your feet should be
joined, with the balance
on the balls of the feet
and a right angle be-
tween the knees) (8).

o Come back to the center
in chudan by pivoting on
the balls of your feet and
not changing the bend in
your knees (10) (your
head should remain at
the same height).

* When you are properly

centered then slide
the left foot back and
assume gedan (11).

—
5 (profile)
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e From illustration 21 to 22
you take a small step
diagonally backwards.
This takes place after the
end of the Ryd-t6 main
movement. This step will
take us back to the
center-line position
(standing) where we
began the Kata. In this
way it is also the
beginning position for
the next Kata — Jun-t6.
This re-centering action
is new and different from
the re-positioning steps
for the Kata Sho-hat-té
to In-y6-shin-tai because
of the stepping out of
the straight line move-
ment during Ryd-t6.

e The hands during this
Chi-buri are no higher
than a relaxed shoulder
level (12).

e The point of your sword
is just in front of the
thigh at roughly one third
to one half the way to
the hip (14).

e The Chi-buri and No6-t6,
though signifigantly dif-
ferent from other Kata in
the series, retain certain
characteristics. In No6-t6
the blade is horizontal
and thus only the right
hand is reversed.
Otherwise everything
remains the same (15
to 20).

e The Chi-buri here is
probably a highly stylised
and simplified form that
otherwise would require
the use of a cloth for
cleaning the blade
before N6-t6 (See note
on the Chi-buri of Ryd-
té, Jun-t6 and Gyaku-td,

AN opposite). (see drawings).
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NOTE concerning the Chi-buri movements J u nto
in Rya-t6, Jun-té and Gyaku-t6

It is interesting to observe the Chi-buri move-
ments in the three Kata — Ryu-té, Jun-té and

Gyaku-t6. Very often these movements are
taught with no further explanations other than
the form in which they are performed. However,
it is obvious that the aim of Chi-buri (removal of
blood on the blade by a vigorous action) cannot
be attained by the Chi-buri movement of these

Kata.

It is often explained, in the case of Gyaku-té,
that the final upward stroke of the blade is

destined to cut the throat artery of the dying
opponent. Further, this Kata, if the above were '
the absolute explanation, would be the only \

movement in the Omori series that had no
Chi-buri movement.

The Chi-buri in Jun-té is very similar to that in
Ryu-té and it is sometimes explained that an
assistant to the Kai-shaku-nin wipes the blade
that is tendered to the side. These 3 Chi-buri
are indeed somewhat paradoxical in the form in
which they are performed. The name Jun-t6 comes A Ko-ry(l has its origins

As has already been mentioned, many move- from avery Olq root dating ?eforg the time of
ments in Kata form (in many schools) are pre- Jun-shi baged in the  the Meiji Period. The
served in a highly idealized format. The Chi-buri ’custom ,Of dylrlg vyhen proper procgdure for a
of these three Kata would appear much more one’s ]oro! d!’ed or suicide Ka/-shaku—n/n was, most
coherent and logical if one assumes that the by fidelity”. This custom  certainly, something
blade is actually wiped with a cloth during the was very ancient and - swordsmen needed to
Chi-buri. But it is not necessary for the prac- we find references back know and understand.
titioner to perform in detail all these actions. to the 77 ceptury. Later,
Thus the cloth and the actual wiping etc. may the practice became
be simplified into the actions that the Kata known as Sep-pl_Jku .and
illustrates with no significant difference to what various ramlflcatlpns
is being taught through the Kata. These details of the ritual came into

would constitute an oral (Ku-den) aspect of the !oeing. To understand
teaching. this phenomenon more

thoroughly a cultural and
philosophical study of
life and history in Japan This Kata is the 7™ in the
should be undertaken. Omori series. It is a telling
Jun-t6 implies the “sword  reminder of the fact that
movement involved in  this series is intimately
Junshi”. connected to etiquette
and forms that were
destined for use ‘indoors’
to resolve situations that
could provoke violent
ramifications within a
social nexus. In this Kata
there is no enemy.

Also used: Kai-shaku-t6 General situation :

This Kata seems to divide
the spirit of the first six
Kata and the last six —
whose situations are a
little more defined.

General spirit:

Chi-buri Chi-buri
in Jun-té in Gyaku-to

The kai-shaku-nin was
the second who, usually
an able swordsman, was
designated to decapitate

the principal. Thus
kai-shaku-t6 implies the
“sword movement for

a Kai-shaku”.
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Details :

e This Kata should be

done slowly and
smoothly. There should
be no sudden move-
ments that would dis-
turb the situation (the
downward cut must
demonstrate firmness
and strength however).

(See note on the
Chi-buri of Rya-té,
Jun-t6 and Gyaku-té
on preceeding page)

There are many varia-
tions on this Kata and
because of its character
it is very difficult to say
one is more correct
than another.

5 (profile)
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* It was explained to

me that etiquette and
positions were changed
according to the social
rank of the principal.
Also things were
modified according to
the reasons for which
the principal was per-
forming Sep-puku. Be
assured that, as usual,
there are many complex
aspects involved and
so this Kata, in my
mind, should remain

an expression of
simplicity. It was most
certainly a Kata that
was dependent on
direct teaching.

| was explained that it
was not always taught
within the order (Jun-jo)
of Omori Ry(, but
rather, was taught to
the student later on.
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The name
implies
“Reversal
Sword
movement”.

In Musb Jikiden
Eishin Ry this
Kata is called
“Tsuke-komi”
which means
“pursuit”.

80 Japanese swordsmanship

Gyakutd

General situation:

Once again, as in Ryd-té,
a one-handed blocking
of a powerful Kiri-otoshi
by the attacker does not
seem a logical explana-
tion here. The lesson
taught in Ryd-té should
be applied here and the
first action with Nuki-
tsuke will be to step back
enough for the attacker’s
sword to miss its target.

General spirit:

There is, at first sight, a
definite ‘reversal’ of roles
here : one is first in the

position of being attacked

and the initial Nuki-tsuke
would seem to be an
defensive/evasion move-
ment that is immediately
turned into an attacking
role thereafter. However,
as you practice this Kata

you discover the possibility

of another ‘reversal’ which
is spiritually different. That
is to say that after the

lengthy Zan-shin in J6-dan

no Kamae you become
a sort of Kai-shaku-nin
to the defeated enemy.
This is an aspect that is
worth serious thought.

Details :

« On the initial Nuki-tsuke
you move backwards
just to create the precise
Ma-ai where the attack-
er’'s cut passes in front
(creating an unbalancing
of his position) (4).

The most difficult thing
here is to perform a very
continuous movement
into the men attack
followed by a vigourous
pursuit of the Kiri-oroshi.

« (5) Make sure that your
right hand is not in the
middle of your body but,
rather at about the verti-
cal above your right




shoulder. Just as in the
similar position in Ryd-
t6, you cannot expect to
have the power and sta-
bility here to block a full-
power overhead cut. So
the action of stepping
back just beyond the
attacker’s Ma-ai is the
important point and
Ryd-té has taught us
this already. See the
comments on Ryd-té.

As you lower slowly
your blade from Hidari-
jo-dan keep your Me-
tsuke forward until the
sword point is at about
eye level. Then begin
lowering your body and
your Me-tsuke so that
the movement completes
itself in unison when
your right knee comes
to the ground. (11 to 14)

There are some differ-
ences that are commonly
taught concerning the
Gyaku-te movement
here. In most instances,
it is taught that the
sword is reversed and
used to cut the adver-
sary’s throat with a

—
11 (profile)
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small, firm upwards
slicing. Some teach an
added thrust. And, in
some cases, it is said to
be NOT a cut, but rather,
a position in which the
blades is wiped clean
while permitting Zan-
shin and control of the
situation. In other words,
this would be the Chi-
buri of this Kata. (See
note on the Chi-buri of
Ryu-t6, Jun-t6 and
Gyaku-t6 on page 73)

e The N6-t6 as it is done
in this Kata will be in
preparation for the final
Né6-t6 movements in
Chad-den.

» Be attentive to proper
Sei-cha-sen.
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The name
Sei-chd-té
implies the

sword movement
that goes
“straight to the
center” oris
“truly centered”.

| In Mus6 Jikiden
Eishin RyG this
Kata is called

“Tsuki-Kage”.

This is figurative

| and may be
translated as

“Moon Shadow”.

Seichitd

e The position of the blade
at the end of the Nuki-
tsuke could be the origin
of the Mus6 Jikiden
Eishin Ryd name.
Figuratively it is very

. . much like the dark

General situation: crescent of the moon.

The action is to the right

and/or your opponent’s

attack comes from the
right. This movement is,
in many respects, the
opposite concept from

Ryad-té. Instead of evad-

ing opposition to the on-

coming attack Sei-chd-t6
turns to enter into a strong,
well-centered (Sei-chd),
preemptive cut to the op-
ponents hands/forearms

(or temple/head) as he is

developing his overhead

downward cut (Kiri-oroshi).

General spirit:

This movement must
demonstrate a strong
unity of purpose — well-
centered, precise and
filled with feeling of power
(Ko-kyU-ryoku) both in
body and mind
(Ki-Ken-Tai).

Details :

e Asin U-t6 remember to
turn with a firm position
do Nuki-tsuke in a
centered posture and
not while turning. This is
something that is best
transmitted through
personal teaching.
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J

The name implies
“The Tiger’'s Run”.

In Musd Jikiden
Eishin Ry( this
movement is called
“Oi Kaze” which
figuratively implies
a ‘tail wind’.
Taking this name
literally the Kata
may be seen

as pursuing

an adversary.
However, as | said
elsewhere in this
book, too precise
a definition of the
situation may limit
one’s freedom of
application.

Koéranto

\

Ceremony, Marionettes,
all ceremonial and ritual
performances, etc.

The idea is for this to be
something that belongs
in one’s everyday life.

General situation:

The situation is very
non-specific. Ké-ran-té is
Tachi-waza Sho-hat-t6.
Essentially it is a summary
of all the fundamental
actions that one needs

to learn in this series
performed in a standing
position.

General spirit:

Different situations may
be defined and many
teachers have done so.
However, overall, it must
give a feeling of flowing
and continuity.

Details :

 This is an excellent Kata
with which to develop a
keen sense of continuity.

 Suri-ashi is a key compo-
nent in the correct per-
forming of this movement.
This is something that
people think, at first
glance, is easy, but, in
reality, practitioners in all
japanese arts place
great emphasis on
learning Suri-ashi —
Budd, Theatre, Tea
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» Because this Kata
is entirely standing
the foot change
at the end of Chi-buri
is shorter (roughly
the width of your
shoulders).



I 70 SR

see In-y6-shin-tai.
The addition of the
defining word
“gyaku-te” or
“kaete” at the end
indicates a variation
of the original
movement. You will
also hear this
movement referred
to as : In-yd-shin-tai-
kaete, In-yd-shin-
tai-kae-waza

or Saka-te-in-y6-
shin-tai.

Inyéshintai gyakute

A

(taught at the same time
as In-y6-shin-tai ?) that
the student learns (after a
horizontal Nuki-tsuke) is a
downward, blocking action.
In both the Chi-den kata
and the Oku-den
suwari-kata (Tora-is-soku
and Sune-gakoi respec-
tively) we can see a subtle
confirmation that this
action was considered of
high practical importance.

General situation:

This movement is the
same basis as In-yo-
shin-tai except that for
the second Nuki-tsuke
the hand is reversed and
a downwards, blocking
action is performed.

Although this movement
is the eleventh in this
series it was not always
so. It would appear that
Nakayama Hakudo was
the architect of this
Jun-jo and looked at
closely it is a logical choice.
Notwithstanding, it often
is put at the end of the
series.

In this Omori series much
emphasis is put on
properly assimilating the
Sho-hat-t6-kata. Indeed,
one has to perform six
different variants of the
kata (In-y6-shin-tai has
two) before doing any-
thing different from the ini-
tial horizontal Nuki-tsuke
movement. If one consid-
ers that In-y6-shin-tai-
kaete was taught as a
complimentary alternative
in the In-y6-shin-tai-kata
then it becomes clear that
the second technique
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General spirit:

Much the same as
Sho-hat-t6.

Details :

e The Nuki-tsuke is done
just as in Sho-hat-t6. It
is important that the leg
and knee positions be
precise (as they should
have already been in
Sho-hat-t6) so that the
transition to the stand-
ing Kiri-tsuke is power-
ful and well-balanced.

» The time coordination
for the first kiri-tsuke is
the same as for In-yé
shin-tai.

» Be attentive to maintain-
ing the precise upper-
body execution of the
kiri-tsuke.

e The second Nuki-tsuke
in this Kata will serve as
an introduction to the
the Tora-is-soku kata
in the second series
(Cha-den).

» Once again there are
different variants taught
in this blocking move-
ment. Sometimes it is
taught using the Shinogi.
However, keep in mind
that the structure of the
Nihon-t6 (as indeed
bladed weapons in
general) has its weakest
resistance to shock on
the Shinogi. Others
teach the use of the Ha
(edge). Keep in mind
that preserving your life
at the expense of your
sword edge is certainly
a more logical choice
than preserving your
sword at the expense of
your life. Others teach
the use of the Mune
(back) for this block.

e Do NOT bob up and
down with your body
and head.
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B
—7%

The name General situation:
implies “Drawing

the sworg”. | Tis, again, is a non-

specific Kata and many
This kata  situations may be applied.
is also refered to

as “Nuki-uchi”. L
General spirit:

This Kata would seem to
be the perfect synthesis
of the universal movement
in sitting /-ai. It is noticea-
ble that the shoden form
will evolve into the chad-
den form and, further, into
the Okuden forms. This is
very much like the student
of Sho-dé (calligraphy)
who must learn Kai-sho,
Gy6-sho and S6-sho in
that order.

Details :

e Try to use your knees
and feet in a triangular
manner and make surt
your balance is firmly
centered in your lower
abdomen. '

» The whole Kata shoulc
be done in a continuol
1-2-3 movement. The
phases should be clea
marked but not in a
stopping manner.

e Do NOT bob up and
down in the various
phases of this move-
ment. This is particularly
difficult in the N6-té.

e The Chi-buri is, again,
like the Chi-buri in the
Cha-den series.
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Kan-so, "Simplicity”. Ending this chapter with Then, only, afterwards, should we concentrate
this word written, admittedly, with characters on the next stage — elegance — and then,
which are fairly complicated, | am hoping to later on, the development of power. Another
encourage trainees to work towards attaining example of where we can find this notion

it in their practice. Simplicity is one of the three  of three vital elements in the structure of an
fundamental elements that should be present art-form is in N6 theater. Here we find the

in any japanese art-form — the other two concept of Jo (introduction or opening),
elements are elegance and power. Unlike Ha (appearance of the main character) Ky
the way we do most things in our daily lives, (“Finale” with a faster rhythm). The great actor
we should spend at least two years working and author of numerous Né plays, Zeami, born
to reduce or eliminate all unnecessary in Japan in 1365, says that in each of these
movements or habits — not only in a technical stages we find again the three stages contained
sense, but also, on a mental and emotional in every stage. But this can only be expressed
level, correctly once we have mastered each stage
separately.

&
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Hasegawa Eishin Ryl

H asegawa Eishin Ryl is the second series
of movements in the Mus6 Shinden Ryd
curriculum. It is called Chd-den — the charac-

ter “Chd” means “middle” and the character ‘
“Den” signifies “teaching or initiation”. There
are ten movements in all and each corresponds
to a different situation. Since the sitting posi-
tion in these Kata is called Tate-hiza this series
is also referred to as: Tate-hiza-no-bu.

This series comes down from the seventh £
So6-ke Hasegawa Chikara-no-Suke Hidenobu 2
(Eishin). He studied Shinmus6 Hayashizaki Ry( 8
in Edo under Manno Danuemon Nobusada,
the sixth Sé-ke, during the Kyoho period
(1716-1735). He was reputed to be an excep-
tionally gifted swordsman. It is said that he
transformed many techniques, and that he devised the
style, where techniques were performed with the

cutting-edge upwards in the Obi. Given
that the sword was commonly carried

Everyone who first tries sitting
in this position has difficulty
(and pains) and inevitably
questions why and how
anyone would have created
such a hellish position. “Ours
is not to question why...” —
things are the way they are.
However, | would like to share
some points which might be
food for thought. This
position was said to be
adopted when one was
wearing armor. With a little
further questioning later | was
explained that this probably
did not mean the full

battlefield outfit but rather a )
Situation where parts of the
armor were taken off (ie.
helmet, Men-po, sleeves)
and a battlefield conference

Tate-

! hiza

W%

Cha-den

edge-upward in the belt since the mid-
Muromachi period it would seem a late devel-
opment for a school of /-ai. | would rather think
that he evolved his own series in Tate-hiza with
the sword (Dai-té), edge upwards, for inclusion
in the lineage of the Hayashizaki Jinsuke
Shigenobu school. He subsequently took his
style back to the province of Tosa and called it
Eishin Ry0.

This series is more flowing than the first
series — Omori Ryd. However, one should be
careful to maintain precision with each move-
ment and not allow these Kata to become
overly fluid at the expense of good, well-
defined execution.

The overall feeling should be one of natural ele-
gance. There are numerous parallels with calligraphy
in l-ai and the best example for the transition to
Hasegawa is that of the calligrapher moving from
Kai-sho to the Gydb-sho style.

was taking place. Thus the weight (less) and movement
restriction (less) would allow a seated position from which it
was possible to retain the capacity for movements as in the
Kata, Otake Risuke Sensei pointed out to me once that Tate-
hiza is closely related to the 1-ai-goshi that Katori Ryd uses.
He said he couldn’t speak for Tate-hiza but he reminded that
Sei-za, as a sitting posture, was reserved for indoors
(on tatami) only, it would not be used outdoors and
was useless when wearing armor of any sort. Thus l-ai-
goshi was the practical way to sit. Later, another
Jjapanese teacher explained to me that Tate-hiza was a
sitting position that one adopted when sitting on a small
portable stool that was available for battlefield type
conferences. This has since been forgotten but the
Sitting posture continued on in practice without the
stool creating the ground-level Tate-hiza that we use.
He also pointed out that the back leg movement as in
Tora-issoku, Ina-zuma, etc. would have moved the seat out
of the way during the Nuki-tsuke. More in-depth historical
research needs to be done and, then again, we may never
get the real answers. We will continue training in Tate-hiza
though.
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The name
implies “The
cloud off to the
side or in the
distance”.

Some see it
as a “cloud
bank”.
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Yokogumo

4
I3

General situation:

As with many different
styles and schools, the
opening Kata in a series
is very often based on the
fundamental elements that
will be used in the follow-
ing Kata in the series. Not
surprisingly, these are
quite “Sho-hat-t6-like”.

You will sometimes see
this Kata performed moving
forward on the Nuki-tsuke
(as in Sho-hat-té). There
is much to be learnt from
being able to perform both.

General spirit:

The non-specificity of the
situation will give this Kata
a close resemblance to
the spirit of Sho-hat-t6.

Details :

One of the most difficult
things to do well in this
series is to maintain

a correct Sei-chi-sen
throughout the dynamic
execution of Nuki-tsuke.
The most common error
being bending the body
forward to initiate the
draw.

At the end of the draw
the body should be well-
balanced, show proper
vertical centering and
have a relatively low
profile.

The descent to the
kneeling position at the
beginning of Kiri-tsuke
should be progressive
and the head should be
seen to move forward
and downward with no
“bobbing” or up and
down movement.

From the end of the
Nuki-tsuke throughout
the Kiri-tsuke movement
everything should
demonstrate a dynamic
flow. But the rhythm
should show each
phase clearly defined
with no feeling of haste.



21.
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Toraissoku

o

General spirit:

This kata seems to

l J express an initial defen-

sive movement but, then
General situation: again, a change in the
~sg B situation could conceiva-

In this movement you bly make it offensive in
‘ 3 are called upon to block character.

a low cut towards your
person, presumably a
Nuki-tsuke. Details :

In the order, this Kata

.  Very often students are
comes second in the

The name X ) taught to block with the
implies “The Seres —as |t‘s closely Shinogi. However, this
Step of related cousin ‘,joes n is the weakest point in

the Tiger”. Okuden suwari-waza. blade construction so it

It is also the same action
that is found in In-yé
shin-tai-kaete. This
should be a hint indicating
its possible practical im-
portance. It might indicate

would be very surprising
indeed if this was the
way it was done com-
batively. See comment
for In-y6-shin-tai-kaete. X

that this blocking move- e The step to the rear
ment might have been should be well-defined
the second most useful and ‘crisp’ not lingering
movement to master. or stopping.
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Inazuma

izl

General situation:

It would seem very much
the same principle as we
find in Sei-chu-té. It is
simply done in a straight
line towards the front.

The name

~ implies  General spirit :
“Lightening”. .

This Kata seems to
express an initial defen-
sive movement but,
then again, a change in
the situation could make
it offensive in character.

Details :

e As in all of these Kata in
Chd-den it is important
not to begin by bending
the upper body forward.
Build up the leg muscles
necessary to do this
keeping the upper body
straight (Sei-chd-sen).

« Given that the blade is
already above eye-level
at a 45° angle in front
do not drop the point
downwards when
moving from the final
position in Nuki-tsuke
to the Furi-kaburi.

e The step to the rear
should be well-defined
and ‘crisp’ not lingering
or stopping.
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Ukigumo

/)

v j General situation:

!

>

The name
implies
“Floating
Cloud”.

100 Japanese swordsmanship

When first learning this
Kata it seems quite com-
plicated. It is important to
visualize the situation
when performing it. This
is the first Kata in the
series that has a more
closely defined situation.
Your adversary, who is to
your right, attempts to
seize, with his left hand,
the Tsuka of your sword.
This would be to prevent
or hamper your use of the
weapon.

General spirit:

The first action that
you do is to avoid the
adversary seizing your
Tsuka. This is followed
by a Tsuka-ate to the
back of his head. This
could be seen as a
preliminary non-lethal
response. This could
prove itself sufficient to
diffuse the situation.

Details :

» Be careful to maintain
Sei-chd-sen throughout
the movement. This
Kata suffers considera-
bly when one is out of
alignement.

» Keeping all of the
movement in front
of oneself is also an
important point.

Its very easy here to
perform actions
off-center.




This position (legs crossed
with the right shin leaning
against the back of the left
calf) is called

Sagi-ashi.
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The name comes
from a particular
type of rain storm
that occurs in
Japan. It builds

up at the top of

a mountain and
descends in a
particularly rapid
and violent manner.
This name (and that
of the other Kata)
is a good example
of figurative use of
a name. This was
often the case so
that it contained
meaning only to
those who knew
the technique itself.

Oroshi (Yamashita Oroshi)

General situation:

The situation here is a
more aggressive response
than in the preceding

Uki- gumo. Your adver-
sary on the right attempts
to draw his sword.

You turn to your right

and place a Tsuka-ate
(Kote-uchi) action to his
hands or wrist.

Details :

e The first Tsuka-ate
should be done
centered and with a
full-body movement.
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In photos 8, 9 and

10, when your blade

is supposed to be

in contact with the
adversary’s body, do
not move the blade,

but rather, your body
movement will allow
your hand to move to its
position on the Mune.
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lwanami

~—

4 V
®

General situation:

Your adversary is to your
left. Either he attempts an
offensive action or, simply,
you initiate a movement
where you drop behind
while drawing your sword

The name to perform a Tsuki action
implies “Wave to his kidney area.
of rocks”.
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General spirit:

This movement can
demonstrate a fully offen-
sive action sliding to the
rear of the adversary.

Details :

e |t is not necessary to be
directly behind the
adversary in the first
action. You rather slide
behind to the point that
you are in his “blind
spot”. Here, you would W

further be able to
control his right hand
movement.
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Urokogaeshi

7]

develop the power in
This Kata, and the follow- your legs to stand
ing Nami-kaeshi, are just straight upwards.
like Sa-t6 and Atari-t6 of
the Omori series.

It is important to carefully
study how to keep a
correct alignment of the
knees. You can incur

Details :
» Make sure to maintain
your Sei-chid-sen in
General situation : this movement. Try to
ié—

The nalme General spirit: serious injury if you twist
implies -
“soratc?wing This movement is done arquz? W'Thyo;r body
fish scales”. With the same spirit as weight on the Knee.

The rear foot can be a
valuable asset in turning
correctly.

Yoko-gumo.
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Namigaeshi

s

Details :

* Make sure to maintain
your Sei-chl-sen in this
movement. Try to devel-

General situation:

op the power in your
The necessity to initiate legs to stand straight
an action to the rear. upwards.
» As in the previous Kata

learn to correctly use
General spirit: your rear foot to aid in
turning.

The name This movement is done
implies “The  with the same spirit as

wave breaks”  Yoko-gumo.
or “turns
over”,
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Takiotoshi

V7\

5

In Japan a waterfall
(always changing and
always there) is a symbol
of the “permanent imper-
manence” of the universe
— very much the symbol of
Fudbé-mybo or Fudé-shin.

General situation:

Again this situation is
more defined. Your adver-
sary attempts to handicap

112 Japanese swordsmanship

your movement and use
of your sword by seizing
the Saya from behind.

Your initial action to the

Details :

There is a very special
procedure to follow

_ Theword  rear is 5 Tsuka-ate to the when standing up in the
Taki” means  ,qyersary’s head. first action. This is not
a waterfall. possible to show in

“Otosu” means
to free-fall. This
doubling of
similar words
puts emphasis
on something
in the japanese

General spirit:

This Kata appears some-
what theatrical some-

times. This should not be
the case, a sober execu-

photographs here so
you must be attentive to
learn it from a qualified
teacher. If you wish to
experience the difficulty
of the situation ask
someone to firmly hold

language. o will always bring out your Saya from the rear
“The waterfall ¢ glegance and beauty in a non-cooperative
dropping”. o this Kata. spirit.

However, when certain
important technical ele-
ments are slightly exag-
gerated it is so they
may be more visible (for
learning purposes).

Make sure that the hips
are turned back to the
center of the movement
when executing the final
Tsuki.
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Nukiuchi

The name
implies “the
strike upon

drawing”

General situation:

This, again, is a non-
specific Kata and many
situations may be applied.

General spirit:

This Kata would seem to
be the perfect synthesis
of the universal movement
in sitting lai. The Chd-den
form here has a more

continuous, flowing
movement to it. This is

very much like the Gyé-sho
style of writing compared
to the Kai-sho of
Sho-den.

Details :

Try to use your knees
and feet in a triangular
manner and make sure
your balance is firmly
centered in your lower
abdomen.

The whole Kata should
be done in a continuous
1-2 movement without
stopping in the Furi-
kaburi position. The
phases should still be
clearly marked.

Do NOT bob up and
down in the various
phases of this move-
ment. This is particularly
difficult in the N6-té.

Japanese swordsmanship 115



Yia-ga

N/ The concept of ‘simple
elegance’ here is related to a
cultural view widely accepted
in Japan as an important
element in things. That is to
say, a thing (or things) should
be both useful/practical AND
beautiful/elegant at the same
time. This is applied not only
to what is considered ‘art’ but
also to everyday objects —
even very simple things. By
extension this also applies to
people, behavior, situations,
function and so on.
Something that is purely
functional and efficient may
do what it is designed to do
but possess no beauty nor
elegance. It is bringing these
two qualities together
harmoniously that imparts a
special/higher quality. The
calligrapher strives to attain
this as he moves from Kai-
sho to Gyd-sho — moving
from a precise, detailed and
practical form to a more
dynamic, living form which
retains, nonetheless, all the
elements of the Ki-hon. This
is a very important step in the
learning process.
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Okuden Suwari iai

B39 /N

hoden, Chaden and Okuden - Here are

two ways of seeing the concept of Oku-
den differently from what we might expect.
Usually we are taught that one begins with
Sho-den, then works to the next level — Chad-
den and finally you are allowed to enter into
the study of Oku-den. Taking things here on
apparent face value, one thus assumes that
this represents an upward progression from
“beginner stuff” to “advanced stuff” — very
much as we are taught to see things in our
younger school days. This is the usual way of
understanding “Sho, Cha, Oku”.

But this idea has always bothered me
somewhat. First of all | find it difficult to think
that a professional warrior like the samurai or

were not really useful to him and directly applicable

Bu-shi would spend time with learning things that ‘
according to the requirements of his profession. Thus

| have always felt
that this is not
meant to “grade”
the techniques in
some sort of or-

der of difficulty or
combat effec-
tiveness. If the

circumstances
correspond cor-
rectly to the
movement it is
what will be ef-
fective.

Admittedly,
as an education-
al concept within
a more modern
D6 system, it
might be more
reasonable,
however, to see
the Sho-den,
Cha-den, Oku-
den order as hav-
ing a meaning
within the pro-
gression of a
curriculum. This
is not quite the
same as the sim-
plistic vision of

43

Oku-den

“beginner stuff” to “advanced stuff”.

On the other hand, it is to be noted that,
in terms of the historical creation of the series
of Kata, we move from the most recent to-
wards the oldest. Perhaps, given the high re-
spect that japanese culture pays to the con-
cept of “older and younger” (Sempai-Kéhai),
it is reasonable that “Sho, Chd, Oku” might
have this implication.

Okuden Suwari-waza

This set of Kata could very well be a par-
allel set of movements taken from Oku-den
Tachi-waza and may possibly be, once again,
an adaptation by Hasegawa Eishin. It is per-

formed from Tate-hiza and most of the movements
find their corresponding form among the Kata of
Tachi-waza — the following series. The overall feeling

in correctly exe-
cuting these
Kata adds an
important  ele-
ment of “pow-
er” to the earlier
concepts of sim-
plicity and ele-
gance. However,
the exact mean-
ing of having
“power” in a
movement can
best be taught
by someone
who has mas-
tered it. Do not
make the mis-
take of thinking
it means simply
being strong or
hard or faster.

Mitsuzuka Takeshi
Sensel, student of
Nakayama Hakudo
Sensel.
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Kasumi

i

 In photos 6, 7 and 8 the
second horizontal cut is
made (after assuring
correct Hasuji) accompa-
nied by a sliding forward

General spirit:

In this series a strong
feeling is displayed during

The name 4o gyecution of the Kata.

implies “Mist”.

The cutting process
found throughout
Okuden Suwari waza:

In the movements of
Okuden the cutting proc-
ess is done somewhat
differently from Shoden
and Chdden. This distinc-
tion is sometimes missed.
Often you will see experi-
enced, long-time practi-
tioners use this method of
moving-within-the-cut
very freely at all levels.
However, | was always
reminded that this form of
moving was an excellent
progressive educational
element within the pro-
gression of the curriculum.

In Kasumi we meet this for
the first time and it consti-
tutes a major difference
that must be assimilated
into our body movement.

These elements are of
prime importance in this
series and are best
learned through a teacher.

General situation:

There are 3 strong cuts to
the front but, as with Sho-
hat-td, there is not a spe-
cifically defined situation.
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Be careful to keep it bal-
anced with the elements

of simplicity (Omori Ry0)

and elegance (Hasegawa
Eishin RyQ).

Details :

e Kasumi is not only the
word for mist as we
would see it on a damp
early morning but it is al-
S0 an anatomical word
which designates the
temple-side of the eyes.

o The Nuki-tsuke in this Kata
is followed by a reversal
of the hand and the
movement of the Furi-
kaburi is made as a sec-
ond horizontal cut before
doing the Kiri-tsuke.
However, in the rhythm
of the Kata the second
horizontal cut should be
placed with the Kiri-tsuke
and not the initial Nuki-
tsuke (NOT 1,2 and 3,
but rather 1 and 2,3).

» Note that the the hand
makes a clear and precise
movement rotating over
(Te no gaeshi) to make
sure the Hasuiji is prop-
erly in place before initiat-
ing the following horizon-
tal cut (5 and 6). This
requires special attention.




At this (19)
point step
backwards
three steps
(left, right
and join
the feet) to
where you
began in
Tate-hiza.

of the left knee and foot.
Make sure that your body
position does not bend
forward. This usually
results from bad bio-
mecanical execution
where you are really
“pulling” the left foot for-
ward instead of “pushing”
with the foot to move
forward. During this ma-
noeuvre the Saya is also
brought to the center of
the body by the left hand.

In photos 9 and 10 you
must reach forward in
the step with your right
foot a little farther than
you are used to doing in
Sho-den and Chd-den.
In this manner, you will
slide forward a half-step
on your left knee during
the downward cutting
motion of Kiri-oroshi.
This can be seen as a
sort of Nusumi-ashi
where extra distance is
acquired subtly within
another action.

Japanese swordsmanship 119



Sune gakoi

A

tsuke) found in so many
of the other Kata of the

RyG?

) ) » See comment for In-yo
General situation: shin-tai gyaku-te.
In this movement you are This gesture could also
called upon to block a be an offensive, down-

> low cut towards your per- ward cut to a target

son, presumably a Nuki- such as an opponent’s
tsuke. wrist or leg.

In the order this Kata
comes (once again)

The name . .
L second in the series —
implies .
P as its closely related
Shielding . .
.. cousin does in Hasegawa
the tibia”.

Eishin Ryl Waza. You
have been doing this
blocking movement since
learning In-yé shin-tai
gyaku-te. By now you
should have had time to
think of the implications.

Details :

» Given that Oku-den is
reputed to be of earlier
origin than either Omori
Ry or Hasegawa Eishin
Ryd, this Kata probably
originally inspired the
form incorporated into
Tora-i-soku and, later,
into In-yo-shin-tai-
gyaku-te. This is most
likely a hint that a prac-
titioner should be aware
of. Could it be consid-
ered that this would in-
dicate that this ‘Kakoi’
movement is second in
importance, from a
practical stand-point, to
the more offensive
sword drawing (Nuki-
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e During the Kiri-oroshi
movement the foot
movement is the same
as in Kasumi.

Throughout all of
Okuden Suwari Waza
this will be standard
procedure.
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Tozume

General situation:

Because of the To- as

) first character of the name
this Kata is seen as
advancing (through a door)
to attack adversaries on
the right and the left side
of the egress.

General spirit:

The name A decisive spirit should
implies  be demonstrated in this
“Hemmed-in movement.
or pinned at

the door”.  Details *

» Between this movement
and Towaki, the next,
there exists some
confusion.
Not in the technical
execution of the Kata but
rather in their respective
names. However, | have
chosen to use the
generally designated
name for each of these
movements.
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Towaki

« At this point, turn towards

the front once more and General situation :

step back three steps ‘ The choice of attacking
(left, right and join the directions is left then right
left foot to the right). — complimentary to
You should be back in To-zume.

the place where you

started in Tate-hiza. General spirit:

As in To-zume.

The name
implies
“Beside
the door
(egress)”.
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Details :

e These two Kata,

To-zume and To-waki
should remind
us of the first
two Kata of Oku-den
Tachi-waza.

 After you stand up (13)
step backwards three
steps (left, right and the
left foot joins the right) in
such a way that you are
again back where the
movement started.
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Shihogiri

we owe our existence.
Without one or the other
we would not exist. We
should be thankful for this.

General situation:

This is a practice for
working in all directions.
Four directions are the
fundamental actions you
need to know.

Bear in mind that the
spirit of Shi-h6-qiri is really
just the continuous exe-
cution of two Zen-g6-giri
movements in two differ-
The name ent, chosen directions.
implies
‘Four  General spirit:

directions cut, o o .
All directions Shi-hé — Four directions is

cut”. Quite an important spiritual
concept. Shirata Rinjiro
Sensei once explained to
me the following:

The four directions repre-
sent four dimensions of
the universe. When we
exercise cutting in the
four directions we should
be conscious of these
four dimensions and give
thanks to each for making
our existence possible.
The first is the Universe
itself. The second direc-
tion is the earth upon
which we live — This is
Ten-Chi.

The third direction is
Humanity and the fourth
represents our parents
and ancestors. It is
thanks to each of these
essential elements that
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Details :
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The word Shi-hé
which literally means
four directions is used
in the name of
many techniques in the
various Bu-dé. It should
be kept in mind that it
implies ‘all directions’
become possible when
four directions are
mastered.

Generally there is a
basic order to the cuts.
However, the applied
technique would obvi-
ously have to be
prepared to create the
order according to

the situation. This is
probably why the basic
order may vary from
teacher to teacher.
The Hi-den here is
probably that the
student should be
competent in all the ’
combinations/directions
of the four cuts.




Tanashita

S

General situation:

Other than the initial

situation of sliding out
‘ from underneath a low
overhanging obstacle
there is not a specific
definition of situation.
It basically is telling us
“here’s the way to slide

Th?r:s;gz out from a low-ceiling
Y nu.
“Beneath the positio
overhang”.

General spirit:

Once again this Kata
demonstrates compe-
tence of action even
when there are limiting
circumstances.

Details :

e Do not straighten up
until you have moved
forward (from under the
overhanging obstacle).
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Training in Oku-den Suwari-
lai at the Shung-Do-Kwan,
Geneva, Switzerland, winter
2009, (Left, Dominique Falquet
performing Tana-shita).



The name
implies
“Double pin,
Hemmed-in on
both sides”.

Rybzume

General situation:

The Kata definitely
creates the feeling

of working in a narrow
corridor or something
of the sort.

General spirit:

When watching this
movement one should
definitely get the impres-
sion that the action is
taking place in a narrow
space. Therefore, one
learns to perform the Kata
in such a manner as to
illustrate competence
within the confines created
in your mind. It teaches
us that apparent limita-
tions need not be handi-
caps if we learn to adopt
ourselves correctly to the
circumstances.

Details :

» Don’t forget to move
“within the cut” (7)
as usual in this series,
but also within the
Tsuki (4).

Japanese swordsmanship 129



Torabashiri
:'CK

The name
implies
“The Tiger’s
charge”.

N
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General situation:

Here there is no specific
situation that is defined.

It is an interesting study of
a ‘mobile Sho-hatté’ type
movement.

General spirit:

Translating the feeling
implied by the name is not
an easy thing to accom-
plish. In watching many
performances of this Kata
| have often gotten the
feeling that the “charge of
the pussy-cat” would be
a more appropriate name.

The Suri-ashi steps, the
rhythm and the body
position must be carefully
studied to create the
correct feeling to this
Kata.

Details :

e In my mind, this is one
of the most difficult Kata
to perform properly.

The steps require a firm
understanding of Suri-
ashi and can only be
acquired through
personal teaching.
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Alternate:

This Kata is seen done
in two ways. 1to 20 is a
shorter form. A longer
form is to follow through
to step 15, and then
draw the sword once
more and follow through
steps A to G, and then
17 to 20 (thus perform-
ing a final Yoko-gumo
movement).

From here continue
with step 17.




Okuden Tachi iai

BT AN

he Oku-den movements are said to be the original

bones of Hayashizaki Jinsuke Shigenobu’s teach-
ings. It is thought that they were originally conceived
for use with the Tachi and were later modified for the
Katana by Hasegawa Eishin. It may also be observed
that the Uchi-gatana had come into wide acceptance
by the end of the 16™ century so it would not be im-
possible for these Kata to have been conceived for
the sword worn upwards in the Katana fashion.

This is a possibility that no one, probably, will
ever be able to confirm 100 %. But, assuming that they
are the oldest of the Kata of the school, we might also
presume that the manner in which they are performed
today is not the same as the manner in the first half of
the 17™ century; more so if they were later modified
by Hasegawa Eishin. Times change and along with
them practical necessities are no longer the same.
However, taking the situations illustrated in the Tachi-
i-ai series we can see that these Kata deal with a dif-

ferent context than we find in the preceding Omori or
Hasegawa Ryd. Let’s look at some differences that
we see in Tachi-i-ai Oku-den.

Firstly, they are standing. This implies that these
movements were conceived for practical situations
outside of the house or castle environment. Donn
Draeger always considered that “battlefield use” was
one of the sine qua non for acceptance of a technique
within what would be defined as a “Bu-jutsu”.

Secondly, they are not primarily concerned
with a situation involving etiquette, but rather with
more realistic situations where the defensive ele-
ments are considerably less emphasized than the of-
fensive.

Thirdly, they almost exclusively deal with situa-
tions that take into account multiple adversaries (two
or more) and have practical military context.
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The name
implies
“Accompanying”
or “Escorting”.
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Yukizure

General situation:

| have been taught more
than one situation for the
majority of the Kata in
Okuden. It seems to me
that the names them-
selves can generally be
seen in several different
ways and situations.

The situation here with
Yuki-zure is most often
illustrated where the per-
son doing the movement
is walking with someone
on either side of him.

He lets them take an extra
step in front so he can
draw and attack to the
right (6) and then to the
left (11). The right foot
leads in both the right and
left cuts. However, it will
sometimes be seen to be
done with first the right
foot for the initial right-
sided cut but using a left
(foot) step forward for the
cut to the left (variation).
The two cuts are per-
formed on the forward
diagonals.

Other situations are inter-
preted differently: i.e. with
adversaries being more
widely separated making
the angle between the two
cuts 180°.

Sometimes it is also taught
that the two adversaries
are walking towards you.

General spirit:

Suri-ashi is a very impor-
tant point to pay attention
to in these Kata. It is nec-
essary to be exceedingly
precise in a flowing move-
ment which demonstrates
good strength of position
and firm movement from

N the hips.



Details : e The Chi-buri movement
should be done in

* Be aware of making a ‘decisive’ manner.

well extended move-
ments. Do not sacrifice e The N6-t6 movement is

extension for speed done (as in Oku-den
and power. It is impor- Suwari-waza) with

tant to have all three greater speed than in
elements well-balanced the first two series.

in the whole series. However, be careful not

Variation (9 to 12)

S

Japanese swordsmanship 135_:




—_ — =
to overdo this — the whole movement
— C must have a smooth and natural
W R execution. Remember that the logical
emphasis in [-ai, practically speaking,
was on a fast movement for the draw
but putting the sword away could be
done at one’s speed of choice. When

observing, for example, the [-ai of
the Tenshinshoden Katori Shinto Ry(
(among others) one can feel very
strongly this factor.

L
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Tsuredachi

General situation:

Yuki-zure and this
movement, Tsure-dachi,
are the standing versions
related to Suwari-Oku
To-zume and To-waki.
Technically, it is true they
are very close. However,
the difference in the
names may indicate a
different conception in the
situations. As with Yuki-
zure | have seen this Kata
shown as applied to
varied situations — one of
which includes a body-
check to one of the
adversaries prior to Nuki-
tsuke (this being also the
case with Yuki-zure).

The name

implies

“Those Accompanying”
or “Companions”.
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General spirit: Details :

Once again,proper walk- e There are three manners
that one may be shown
for performing the initial
Nuki-waza: Ushiro-tsuki.

ing is essential here and
one must achieve an inte-
grated, flowing and

strong movement overall.  See ‘variations’ opposite
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a) The first is a short Tsuki
in which the body is not
rotated and the center
remains on the initial line
of attack. With this short

and direct type of Tsuki
the edge of the blade
will be upwards.

b) The second is a rotation
of the hip plus Tsuki
with a farther reach.
With this larger and
more extended type of
Tsuki the edge of the
blade will rotate with the
hip movement towards
the outside.



Variations (5 to 7)

c) The third is a full rotation
of the body/hips (using
Mawari-ashi) with the
center facing to the rear.
The Tsuki here is a full-
body movement and so
the edge of the blade will
rotate with this move-
ment to a final position
towards the ground.

The illustration (7) here is
done with the second
option which remains the
more common way of
performing this action.
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Somakuri

General situation:

The situation here is
less evident than in the
preceeding Kata. The five
cuts taught in this move-
ment are perhaps to illus-
trate what are considered
the most practical ones —
keeping in mind that a cut
The name s also the defining of a
implies target. Thus this is a more
“All around”. universal situation much
like Shiho-giri in Suwari-
waza.

General spirit:

It is interesting to see that
here one draws the sword
and assumes a guard
posture (4 to 6) — this is
the only Kata having this
characteristic (Mon-iri
retains the sword in its
scabbard).
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Details :

» This Kata is not easy to
do well. Most times the
five cuts are not done in
a smooth, blended man-
ner. They turn out, rather,
as five jerky cuts one
after the other. This is
usually due to trying to

12

put too much power
and/or too much speed
into the Kata. (By “too
much” | mean too much
for the level of experi-
ence that the practitioner
POSSESSES).

The key point is to get a
balanced coordination
of the Ashi-sabaki
(steps), the Tai-sabaki
(body movement) and
the cutting movements.

Probably the most
important point to be
aware of is the control
of one’s center and hip
movements — keep an
overall straight line
forward.
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Sodome

)

]ﬁ General situation :

The situation that is most
commonly explained for
this Kata is that one is
descending steps (on a
traditional-type bridge)
and dealing with or making
successive attacks.

(4) Profile

Also, it is said to be used
The name when descending a
implies  sharply inclined terrain.

Everything Stops”. Another situation that is

| have also heard this  evoked for this Kata is
name as referring to moving quietly, back to
“Stopping the Spear”.  a wall, and attacking
(Different Kan-ji 888 &) successive adversaries
posted along the wall.

General spirit:

There is a lot of stealth
and control that can be
felt in this Kata when
done correctly.
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(6) Profile

Details :

« Though this Kata is often
seen performed where
the N6t6 is done during
the step (Ayumi or Rop-
po6-ashi) with the left foot
(4,9 and 14), it is not
altogether sure that
this execution does not
interfere with good
balance and power.

N

Try doing this movement
on a steep, rough,
incline and you can see
for yourself that better
footing and balance is
obtained by performing
the N6té independently
(before the left Rop-po-
ashi), then performing
the two steps smoothly
one after the other,
the Nuki-tsuke being
done simultaneously
with the right step.
This way full attention
can be kept upon the
steps and your balance
— this Kata is most often
taught in this manner.

» Make sure to bring your ..
center to the front, after = )
the last Nuki-tsuke (16),
as you do the Chi-buri
movement.
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The name

implies

“Discretion”, “invisibility”,
“Stealthy”.
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Shinobu

General situation:

An adversary is seeking
you out in the darkness.
Your movement must
deceive him into attacking
in the wrong place.

General spirit:

Shinobu is not only a fit-
ting name technically but
also a spiritual concept
that many practitioners
today should delve into
and try to understand.
Pascal Krieger and myself
were once speaking with
a famous japanese sword-
smith (Ono Kanemasa)
from Seki. In the course of
the conversation we
asked him what his over-
riding inner aim was.

He answered immediately

N

that he wished always to
be guided by the concept
of “Shinobu” in his life.
Both Pascal and myself
were deeply impressed by
this statement.

Details :

e [t is interesting to note
that the name ‘Shinobu’
is the same character
that is used in ‘Nin’ of
“Ninjutsu”. The more
formal way of speaking

of that discipline is:
Shinobi-jutsu.

e | have been shown this

Kata in a number of vari-
ations all of which ac-
complish the aim of the
movement logically. |
have illustrated it here
the way | have seen it
done the most.

Soft and stealthy steps
and silent action are to-
tally in keeping with the
spirit of this Kata.



In illustration (8) the tip
of the sword (ki-saki) is
tapped (gently) on the
floor (or tatami) to lure
the adversary into be-
lieving this is your true
location (in the dark —
remember!). Generally,
one is taught to make
three small taps.

« Bringing the sword from
the point-to-the-floor
position to the overhead
position and (Shé-men)
cut uses a Kiri-gaeshi
movement on the right

(9).

(8) Profile
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The name
implies
“Opposite Direction”,

“Passing By”,
“Wrong Direction”.
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Yukichigali

Y

General situation:

Fundamentally, the situation
here is Zen-gb6-giri. An ad-
versary in front and an ad-
versary behind, Quite logi-
cally the man behind (who
represents the greatest

danger) is dispatched first.

This movement, in spite of
its apparent simplicity,
seems to be one that is
done differently by many
people. | have pointed out
some of the differences in
execution you might see
according to your teacher
and his style but Yuki-chigai
is one movement where
you can expect to see
varied interpretations.

The situation is most often
understood as walking in
single file with adversaries
back and front. It is also
taught as crossing or pass-
ing two adversaries, step-
ping in between them and
dispatching them back and
front — this form often has
a Tsuka-ate movement in-
cluded as an initial attack.
The Tsuka-ate action also
makes sense in other situ-
ations. A common way of
doing this Kata is just like
Yuki zure with an initial
Tsuka-ate and a full pivot
on the Tsuki movement. It
is also seen done in varia-
tions both with the turn to

M the left and to the right.

In my own view the differ-
ences in execution of the
Kata are often (not in all
cases!) a sign of the great
wealth contained in the
overall practice of a Ryd.
We should always try to
learn as much as possible
about all these aspects
but, ultimately, we must
adopt either the form that
your teacher imparts to
you or that form which is
harmonious in relation to
the principles evident in alll




(5 to 12) Profile

the other forms of the se-
ries and of the school you
are practicing. Whatever
you do, do not get into
“correct form wars”.

General spirit:

The spirit of this move-
ment is that of Shi-hé-giri
which is really just the
continuous execution of
two Zen-gé-giri move-
ments in two different,

N chosen directions.

>

10
Details :

* When pivoting around
press downwards with
the Tsuka to facilitate
turning between the
adversaries.
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Sode Surigaeshi

\ V £

General situation:

This is a rather unique
situation. You have to
pass through a crowd of
(innocent) by-standers to
engage your adversary.

It can also be seen as a
group of your own allies.
In any case, your aim is to
penetrate through the
multitude and not cause
any harm to any one of
them (even, ultimately, you
might be protecting them).

The name o
implies General spirit:
“Brushing Sleeves”.

| would be inclined to feel
the spirit of this Kata
resembles in many ways
Tora-bashiri.

Details :

* The steps are difficult to
coordinate. However
many initial steps you
take draw your sword
and have it in place at
your (left) side with when
you join the right foot to
the left foot. Then begin
your action by stepping
forward with the left foot.
Pushing aside the crowd

2 with aright step and
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continuing to Furi-kaburi
and Kiri-oroshi with a
left and right step.




Moniri (MonnyU)

General situation:

Standing in a gate and
attacking back and
forth through the gate.
It is assumed that the
gate has a lintel and,
thus, the situation

The name Presents logistical

implies considerations.

“Entering through

the Gate”.  General spirit:

That of Zen-g6-giri as in
Yuki-chigai.

Details :

* Assume a position within
the gate with a door
post at your back.

i
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ST

o Lower the Ki-saki behind
your back so as to over-
come the obstacle pre-
sented by the overhead
beam (lintel).

» Do Kiri-oroshi when you
have cleared the obsta-
cle and do the same for
the final passage and
cut.
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Kabezoe

| ﬁ
General situation:

» The situations that have
been described to me for
this kata vary somewhat,
but, each one is logical.

a) Most often it is consid-
ered that one is in a
narrow corridor or hall-

way.
The name  b) One has one’s back to
implies a wall.

“Hemmed in by Walls” , )
“Against Walls”. c) One is cutting over the
top of a small wall.
(Possibly higher for
someone on the other
side!l?).

General spirit:

This Kata has the feeling
of Nuki-uchi.

Details :

» Balance is difficult to
maintain. Step forward
with the right foot while
doing an Uke-nagashi-
like draw and join the
right foot to the left as
you do Kiri-oroshi rising
up onto the balls of your

A feetin the process.
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» Lower your heels as you
complete the (vertical)
N6-t6 movement.
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The name

implies

“Receiving and Flowing”
“Flowing Parry”.

Uke Nagashi

General situation:

This is very much in the
spirit of Omori Ryd-té, of
course, but, Tachi-waza.

General spirit:

This movement should
demonstrate a unity of
movement/action so that
it gives the feeling that
the attack and the Uke-
nagashi are all one. This
concept may sometimes
be called by varying
terms: Ki-awase, Ki-no-
nagare, Sen-no-sen or
kébé-ichi. You must
practice this Kata until
you can feel that your cut
is striking no later

N2

than the attacker’s
cut would have
struck had you
not moved from
your initial
position.
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The name
implies
“Farewell Visit”.

ltomagoi

General situation:

There are three different
movements to this one
Kata. It is a question of
timing : the first variation is
done in the early part of
the bow, the second is
done with both hands on
the floor and the third is
done when fully bowing.
These are called respec-
tively :

“ltomagoi (sono) Ichi” or

“ltomagoi Ip-pon-me”;

“Itomagoi (sono) Ni” or
“ltomagoi ni-hon-me”;

“ltomagoi (sono) San” or
“Itomagoi San-bon-me”.

General spirit:

It would seem rather
evident that these move-
ments are done in an
offensive manner so an
adversary may be caught
unawares. But for various
reasons many teachers
prefer to see them in a
defensive light where

the practitioner needs to
react to an attack trying
to catch him unawares.

Position at the start for the three variations.

Details :

» Practise these Kata with
great care. It is very easy
to cut your own left arm
in the process. Proper

AN Saya-biki is important.
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3 Ipponme J 6 Ipponme

Continued overleaf from
point 7

4 Ipponme

ERRNT N 2 Nionme
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6 Sanbonme

Continued
overleaf
from point 7

Continued overleaf from
point 7

Sanbonme
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Position following
the Kiri-tsuke

of each one
of the three /
variations. A
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Shin-riki, "Power”. Though it
is taught that this last series
possesses a feeling of greater
freedom, it is the same as the
freedom seen in the “S6sho”
level of calligraphy. Without
the long and careful training in
"Kaisho” and "Gybdsho” first,

this ‘freedom’ would be a
‘weak, untrained chaos’.
When the student has
correctly followed the Way
then this stage becomes filled

with inherent beauty and
power. Not the strength seen
in a strong, tense, short-lived,
muscular movement, but
rather, the tranquil power that
one can feel upon looking on
the movement of an Ocean
(Pacific, Atlantic, etc.).

The impression of true
strength is omnipresent and
one cannot help feeling that a
huge and powertful wave
exists everywhere, and at any
moment, within.
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Tameshigiri/Suemonogiri

>

est cutting with a japanese sword is an
T impressive experience both to those/‘ »
who are watching and to he who is cutting. ’ I
Without a doubt cutting with a live-blade
constitutes probably the most spectacular

act of practicing swordsmanship. And, as
with so many things that are spectacular,
awesome and impressive, this exercise is
also subject to greater mis-understanding,
misuse and abuse. It is said that an impor-
tant part of the art of the sword is learning
that it is important to be as concerned
about cutting one’s own ego as the adver-
sary.

When cutting with a sword, two ele-
ments may be subject to judgement: there
is the blade and its quality, on the one side,
and then, there is the skill of the person per-
forming the cutting. When examining the
quality of the blade it was usually the cutting
capacity that was examined. But sometimes
the quality of the forging process was test-
ed, in which case, it often meant to the de-
struction of the blade. This last case is cer-
tainly not of interest within the framework of
the practice of I-ai and Ken.

The original and fundamental aim in test cutting
was to judge as correctly and as objectively as possi-
ble the cutting qualities of a given blade. It was taken
as a given that if the smith had a good reputation he
knew his job well enough to forge the blade well and
properly. So this was not the issue. This type of testing
was called ‘Tameshi-giri’. It was not considered a
method to practice, test or improve the cutter’s skills.
So there existed expert ‘cutter/testers’ called upon for
testing. Thus, in this manner, there was an attempt to
‘standardize’ at least one of the variables — the person
cutting. Assuming his skill is incontestably high, every
time he tests a blade he is able to offer a reasonably
objective AND comparative assessment of the practi-
cal qualities of a blade. It was very common that these
test cutters were from families of specialists whose
reputations were well-known in this field. They devel-
oped their own styles of test-cutting (among others —
human bodies) for the sole purpose of evaluating the
qualities of the blades they tested. Their results were
sometimes inscribed on the tangs (Naka-go) of the
blades and the more famous the tester was (as a test-
er) the more his findings were desirable. So these men
were a class of professional sword testers. It is, of
course, true that every sword owner could and would
wish to formulate his own assessment of a blade, par-
ticularly since his own life depended on his sword but
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Tameshigiri

this would be done in the same manner as
the professional testing.

When performing Tameshi-giri the cri-
teria would be based on the conditions that
would be met with in practical usage. This
varied in each historical period and was also
largely responsible for changes in the way
the swords were forged. Obviously, if a sword
was mainly for ceremonial purposes and the
emphasis was more on beauty than practi-
cality the smiths would conform to the cir-
cumstances. Likewise, if there was a period
of warfare (such as during the Sengoku Jidai)
the smiths would concentrate on making
more numerous and stronger battle weap-
ons. In each of these cases the criteria for
testing the sword would be different. When
armor was often the norm in combat a sword
test might include testing it on a helmet bowl
to prove it strong enough and sharp enough
to penetrate the helmet and/or armor plate. If
the primary concern was cutting the unpro-
tected human body then prisoners or corps-
es could be used to test the blades. Other
targets would be constructed from straw and
bamboo to represent the consistency of an



arm, a shoulder, a leg or the trunk of a body and so on
in order to evaluate correctly the quality of a blade. This
type of test cutting clearly has nothing to do with a
method by which practitioners examine or evaluate
themselves while cutting or learning to cut.

There exists, of course, this last type
of practice which involves testing the person
who is doing the cutting and not testing the
sword. This is called more correctly
“Suemono-giri” which means “cutting ob-
jects stood-up” or “cutting fixed targets”.
This practice is a useful tool for learning
proper technique for cutting with the sword
as well as developing a healthy respect for
the impressive capacities of the Nippon-to.
The principal target is made of bundles of
straw tightly wrapped and soaked in water.
The final consistency is said to reproduce
the the resistance that would be met in cut-
ting a body. Bamboo is also a target of
choice but it should be remembered that the
outside layer and the knots in the bamboo
can be very hard and, therefore, may cause
damage to a blade. Some bamboo, notably
that which grows in Japan, has a relatively
thin wall which allows one to cut rather siz-
able pieces. However, there are other types
of bamboo which have quite thick walls (the
hole in the middle may only be the diameter
of a finger for an external diameter of, say, 7
cm. Cutting this type of bamboo can cause
damage to a blade. Sometimes the bamboo
has straw wrapped around it giving the tar-
get a hard center (like a bone). The lesser
experienced students begin by learning about the con-
struction of Maki-wara or targets.

Please note: It is not a good idea (or logical) to
cut tree branches, swamp grass, corn stalks etc. The
Japanese sword should not be confused with a ‘weed-
whacker’ even if its owner has perhaps a greater pro-
clivity for this activity than for swordsmanship. Moreover,
many plants have corrosive sap which damages the
surface of the steel.

The Etiquette for Tameshigiri

When we do a session for the study of cutting it
is very important to maintain a serious atmosphere
throughout. It has been my experience that this is so
often not the case. First of all may | say that this practice
must have nothing to do with a spectacle or show — at
most, cutting may be done within the context of the
spirit of an Em-bu. The same etiquette that is used in
the D6-j6 and during I-ai practice should also be main-
tained in the cutting session. (see photos on page 167)

Safety is also an important issue. It is useful to
have a table upon which the sword/swords may be
placed. And a cleaning and oiling kit should be to hand.
Before starting any practice it is imperative to examine

Suemonogiri

the handle, scabbard and Me-kugi of the sword to

make sure they are in good condition and have no

weaknesses. The Me-kugi is all that holds the blade in

the handle (tsuka) and, needless to say, if it breaks the

naked blade may fly off with great force and possibly

tragic consequences. Please note in the photographs
where any on-lookers should stand - at a dis-
tance and never anywhere to the front of the
cutter.

It is also useful to have someone whose
responsibility is taking care of the targets. He
will erect the target and place it correctly for
the type of cut to be made. He will also take
away the cut pieces once the cut(s) has end-
ed and the practitioner signals to him he has
finished. During this time it is possible for the
cutter to remain totally concentrated on his
practice.

The following series of photographs
(page 167) will, | hope, illustrate the spirit of a
test-cutting practice. The most important el-
ement to cultivate will be composure of the
cutter's mind and body. He must learn to be
completely ‘present’ in his practice. In order
to promote this any on-lookers should also
maintain respectable behavior. Talking should
be kept to a strict minimum — commentary is
never much of a necessity...

The aim is not to show off to others how
good one is — it is to better understand the
correct mechanics involved in cutting and to
learn to develop the technical aspects of a
properly executed cut — power, muscular application,
Ha-suji, relaxation, flexibility, etc. Anything that is re-
quired during the performing of a Kata may be incorpo-
rated into test-cutting.

In the beginning it is best to practice the different
directions (i.e. Happo-giri) from a straight-forward
standing position with a fixed Ma-ai. Then, with more
experience, the same cuts may be done with a step(s)
incorporated (variable Ma-ai).

Afterwards, two different cuts may be practiced
together and then three and so on. The next step is
perhaps a moving approach from a greater distance
followed by different directions (which will require two
or more targets).

Later, when one has a solid basis in cutting it is
possible to practice cuts from Nuki-uchi (drawing the
sword and cutting at the same time).

However, keep in mind that if you use targets like
wet straw the blade will have residual water on it so it
is not advisable to perform No6-té afterwards. The wet-
ness in the scabbard will cause the wood to swell and
the blade to rust. Thus it is advisable to clean the blade
before returning it to its scabbard.
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How to Organize a Cutting Session

There are some very good habits to develop when
doing a cutting session. | will be straight-forward and
succinct here in describing the procedure that is used
by the EIF/FEL.

In order to ‘run’ the session the following persons
should be delegated:

a) A higher ranking teacher is designated as what we
can call: the “Field-Marshal”. His job is to be always
available and attentive to the proceedings, organize
what to do and when. And everyone must listen and
follow his directives. He is the overall ‘master of cer-
emonies’ and directs how everything is to be done.
He is not (necessarily) the teacher (who remains
available for helping and showing the students
about cutting) nor does he take part in the cutting
itself. Should he do so he will wait until the end and
then delegate someone else to his job and then take
his turn as a student. He must assure all safety pro-
cedures and keep an eye on everything going on
around him. He must particularly make sure that
everybody is standing behind and at a safe distance
from the person cutting. Before the session begins
he will have the responsibility to carefully inspect the
swords that will be used so as to make sure they
are in good order and, in particular, that the Me-
kugi are in place correctly and in perfect condition.

b) The Teacher will second the “Field-Marshal” and yet
remain free to observe, help and correct students.

c) Someone (knowledgeable about sword blades)
should be at a table where he will receive the
swords after cutting. He will clean and dry them as
well as re-oil them. In this manner, the blades may
be replaced into the Saya with no risk of damage.
This person will also check the condition of the
blade after the cut and make sure that everything
is alright.

d) There should be one or two ‘Target Stewards’. Their
job is to make sure the targets are fixed into place cor-
rectly and to remove the cut targets afterwards. They
might have to construct different targets according to
the particular cut that the student wishes to practice.
They function under the orders of the “F-M".

How to proceed :

1) All swords are placed on the table for inspection.
Once this is finished students may take back their
sword and prepare for the training.

2) The “F-M” will open the session (Rei-shiki and
bowing). He will debrief students on the overall
procedure and direct participants where to stand
while awaiting their turn.

3) The first participant is chosen. He advances to-
wards the target area (the teacher may give him
council or demonstrate what he is expected to do).
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The student will announce to both the “F-M” and
the teacher what he plans to do. He will take time to
compose himself before slowly drawing his sword in
preparation to cut. Breathing is important.

4) The cut.

5) There is now the necessity to maintain Zan-shin —
proper concentration after the cut usually accom-
panied by adopting a Kamae.

6) The student may listen to the teachers council af-
terwards and, when dismissed, he can take his
sword to the cleaning table.

7) The session will be terminated by the “F-M” and
the teacher — Rei-shiki and bow etc.

This is the general manner to proceed with a cut-
ting session. Obviously, it is not possible to describe all
eventualities and their etiquette — the students’ level is
a factor as is the theme of study. However, this short
description gives a good idea of how to conduct a cut-
ting session.

There is one further point that should be observed.
It is good practice to have the following readily to hand
during a cutting session:

1) a fully equipped first-aid kit;

2) a means of contacting the emergency services (tel-
ephone, cell phone, etc.);

3) the F-M should determine if anybody present is a
doctor or qualified medical professional and/ or a
qualified first-aid/rescue person.
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Shibumi : Refinement underlying common-place appearances;
Understanding rather than knowledge;
Modesty without pudency; A spiritual tranquility that is not passive;
Authority without domination.

Calligraphy by Saité Isoji, (Kashd, his calligraphy name), President of Téka Shoin Institute

\_ J
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Commentary by Pascal Krieger

At the end of the summer
of 1978, | was just start-
ing my /-ai class in the Shung-
Do-Kwan Dojo in Geneva,
Switzerland when a handsome
young man with a bushy head
of hair and sporting a hefty
mustache arrived, looking
strangely serious, asking me
politely, in good french but
with an indefinable accent, if it
would be possible to partici-
pate in the class? “Not a prob-
lem”, | answer, always being
happy to see a new student
interested in learning japanese swordsmanship. “Have you al-
ready some practical experience?”. “Some...” he answers as
he sits down in Sei-za next to a beginner, last, at the far end of
the line. During the class | keep my eye on him to see how he
manages. His confidence and his precision take me aback as
they show him to be a far shot from a novice. The style of his
practice is slightly different from ours but he fits in harmoni-
ously. I do my best to find something to correct in his practice
if not simply to make him feel that, as a conscientious teacher,
| take an interest in my new students — as teachers should. He
immediately adopts and incorporates any corrections | proffer.
At the following class, | cannot but help noticing that he knows
all of the series of kata that we practice and so | ask him to
please sit to my left, in second place, in the bowing line-up. At
the third class | realize that his /-ai is better than my own and,
s0, | put him on my right at the head of the line... It was soon
apparent that Malcolm Tiki Shewan had a lot of things that we
could learn. | therefore asked if he would give the class. And
so it remains to this day whenever he visits that we welcome
him with joy. | would add that there were that day a couple of
‘faithful’ students whose feathers were ruffled — today they no
longer practice I-ai — so perhaps this way was not their main
interest?

There followed a long period during which | could, in my turn,
offer my thanks for his help and advice with /-ai by teaching
him the practice of Shinté Mus6é Ryl J6d6 and, when he made
the ‘mistake’ of developing an interest in the groundwork
(Newaza) of Judo (my favorite aspect of the discipline). My
many thanks came in the form of strangle holds, joint-locks,
suffocating pins — folding him up and unfolding him again, time
after time and in all directions.

The years that followed proved to me what wonderful luck it
was that Tiki came into my life as a Bu-d6-ka. His trust brought
me to understand the world of Ai-ki-dé and its thanks to his
efforts traveling about Europe doing Ai-ki-dé seminars in the
80’s that Shintd Musd Ryl J6 became so widely disseminat-
ed. Every year in May, for 30 years, the combined-discipline
seminar (I-ai, J6 & Ai-ki-dd) at the lles de Lérins (near Cannes,
France) was, for me, a magic moment allowing me to pro-
mote, not only, the practice of J6 but to deepen my under-
standing of Bu-dé because of the sharing of concepts from
the different arts (Ai-ki, I-ai, J6, Calligraphy and japanese cul-
ture) in which we were insatiably interested. As time went by,

Tiki and | did many «multiple-
discipline» seminars and little
by little we developed a true
Is-shin-Den-shin relationship.

When Tiki asked me if | would
be willing to take part in the
production of this book | hesi-
tated slightly as | had not yet
retired and the awareness of
the hundreds of hours of per-
sonal work would be required.
Notwithstanding, | succumbed
to the highly interesting sub-
jects of discussion, the excel-
lent meals, the vintage malts & clouds of Latakia that inter-
laced the exchanges and he managed to convince me that the
only person who could achieve this work had to possess simul-
taneously the following qualities: (Tiki) — «<He has to be a graph-
ic designer and typographer, he needs to be fluent in english,
he must have an extensive experience in [-ai, in Bu-dé, the
japanese language is obligatory, he must be able to draw (art-
work) AND he needs to be able to do japanese calligraphy...!
Well, I looked all around about me and | finally accepted.

The page layout for this book has been a real ‘adventure’ for
me — a creative delight at each page. Technical problems have
been numerous but resolving them, one by one, has been a
small but satisfying victory each time. But | must say that this
was accomplished because of the great freedom that Tiki of-
fered for it was thus possible to express myself as | wished in
those fields which | held dear and in which | was most familiar.
The search for excellence that Tiki projected was a strong mo-
tivation. And, frankly, | have never come across a book as
complete and detailed on the subject of the practice of the
japanese sword.

Of course, things were not always easy for the graphic-design-
er/typographer (retired now) — my favorite author, taking great
pleasure in reminding me of our former Judo training sessions,
had me ‘folding and unfolding’ my page layout ‘time after time
and in all directions’. Sometimes he ‘strangled’ me with self-
contradiction by asking to replace a short text somewhere with
what had now become a much longer and detailed text. At
other time, he ‘suffocated’ me numerous requests to re-adjust
or render more precise this or that passage.... A delayed but
cruel act of vengeance...!

Tiki and myself are very different from one another. These dif-
ferences, instead of creating oppositions, have always been a
source of enrichment for each of us. Our ‘multi-discipline’
seminars, juxtaposing the approaches of the different tradi-
tions of Bu-dé, have always profited from this synergy which
our friendship generated.

| like and admire in Tiki the spirit of “Shibu-mi” and you will
better understand the meaning of this word, hard to define, by
observing well this exceptional individual.

Pascal Krieger, April 2011
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Okonaeba, Mireba, Kikoeba,
satoru. oboeru. wasureru.
What | do, What | see, What | hear,

| understand | remember | forget

i
% &

A Confucius saying
(to be read from right)

v
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Glossary

In this glossary | will only include lesser known words. It is obvious that words like ‘Katana’ or ‘Kata’' or
‘Keikogi’ are well known and | assume the practitioner is familiar with them. If a common word has a less common
usage, it will be included here. Also when a word is clearly defined within the text of the book, | will not include it

here.

Ai
Ai-nuke
Ai-uchi

Aka
Aka-go

Ashi
Ashi-sabaki

Ayumi-ashi

=19
iz
BHT5
iR

iR

BHEE
32

Harmonize
Mutual escape
Mutual strike

Red

(Akago no kokoro) the
mind or spirit of a child
(no relation with “infantile”)

The foot, the leg
Foot movement

Cross stepping, usually
as in normal walking

Ba-j6 Kem-p6 F&_E&I7E Swordsmanship on

Batsu
Bat-té

Bat-té-jutsu

Biwa
Bé
Bok-ken

Boku
Boku-té

Bu

Bu
Bu-dé
Bu-gei

Bu-jutsu
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&k
&7]
TRTIH

HAE

3
A%

/N
A7J

7
2

_\SE
—p
I~

VAT

horseback
see ‘nuku’
Drawing the sword

Alternative name for /ai-
jutsu

Loquat

Staff

A wooden replica of a
sword and a weapon in
its own right

Wood, wooden

A wooden replica of a
sword and a weapon in
its own right

A japanese measure-
ment of 3.030mm

Martial
Martial way
Military art

Martial art

Bun-kai

Bu-shi

H*

Breaking apart into
composite elements for
study and analysis

Name given to the
ancient Japanese
soldiers from traditional
warrior families

Chaku-gan

Chi
Chi

Chi-burui

Chi-gatana

Chi-nugui

Choku
Cha
Cha

AR

%El:l

Hh

Alternative expression
for “Metsuke”

Wisdom
Earth

MRS LN Original classical

m7]

mea<L

CH [mf

H

pronunciation for
“Chiburi”. This is the
movement of shaking
the blood from the
sword after a cut. Found
in the majority of laido
systems, it may be
largely symbolic. It does
not provide sufficient
cleaning in real combat
after striking a human
target. see “Chinugui”

Refers to a bloodstained
blade

The only way to truly
clean a blade is to wipe
it with a piece of cloth or
paper (Washi). This is
called Chi-nugui; literally,
“wiping off the blood.”
Only then can the sword
be returned to the scab-
bard without conse-
quential damage to the
blade from the acid and
moisture in the blood

Straight, direct
Loyalty
Center, middle



Cha-den
Chu-y6

Middle transmission

Balanced state of Yin
and Yang

i
s

Dai-shé K/ Two swords worn thrust
in the obi around the
waist. (big and small)

Dai-t6 KT] Long sword

Dan E& Grade, degree

Den = Transmission, teaching

D6 18 The way

D6-j6 1B% Literally ‘Hall of the
Way’, training hall (see
“Keikoba”)

Embu ‘;,\I_Eﬁ Performance for an
averted and
knowledgeable public

En-zan =L Mountain in a distance

(“Enzan no Metsuke” to
look as though looking
at a mountain in the
distance)

Fuchi % Decorative piece at the

base of the sword handle

Fukuro-shinai H&L75UY Bamboo replica of a
sword covered in
leather. Literally — a
Shinai in a bag. Used in
many classical schools
of swordsmanship for
practice (ie. Shinkage
Ry(, Maniwa Nen RyQ)

Fuku-shiki e Fukushiki Kokya —
breathing properly from
the abdomen

Furi-kaburi  ¥RYJ#Y)  Raising the sword into a
Jodan position during a
cut.

Gai 9* Exterior, outside, outdoor

Gashi @ see ‘kashi’

Gata A see ‘Kata’

Gatana J] see ‘Katana’

Ge —F Low, down

Gei-ko iy see ‘keiko’

Gen-dai HEK Actual, present, current
epoque

Gi = Justice

Giri (Kiri) IV  Cut (K becomes ‘G’
when it is not heading
the word)

Go-db 7 Godé-geiko — joint
training (without the
presence of a formal
teacher), by mutual
consent, ie. two or
more Doj6...

Go-kaku B Go-kaku-geiko —
working with someone
of your own level,
between equals

Gun =2} Army, military

Gun-té &) Sword destined for use
in the military.

Gyaku A Reverse

Ha *
Ha-baki H

Blade

[£E Collar at the base of a
blade (in front of the
Tsuba) that keeps the
sword sealed in the
scabbard and mechani-
cally transmits forces to
the Tsuka

Blunt steel sword for
practice. (see Mugito)

The Sword Abolishment
Edict, It was issued by
the government of
Japan on March 28,
1876. It prohibited
people, with the
exception of the military
and law enforcement
officials, from carrying
weapons in public.
Violators would have
their swords confiscated

HElE
EYARD

Ha-biki

Hai-t6-rei

Hakama *’%‘ Men formal divided
skirt, women’s pleated

skirt

Character of the cutting
edge, temper line

Ha-mon

Han-shi Main teacher

H
J\1H

Han-za Half-seated posture

Has-s6 All possibilities,

all directions
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Ha-suji

Hat (hatsu)

Hei

Hen-ka

Hi-bu-ki
Hidari
Hi-den

Hiki-tate

Hitori-geiko

Hiza
Hé
Hé
Hon

Hon-shin

HEh The cutting trajectory,
line of cut (Suji: Line,
reason, logic)

= Departure, discharge,
emanation, originate in
(‘su’ is dropped when
followed by another
Kanyji)

=4 Soldier, private troops,
army

Q'ﬂﬁ Variation. (Henka-waza)
technical variations that
actually change the
character of a technique

MAELES  Hidden weapons

Vs Left

WM Secret teachings of a

system. see ‘kakushi-
waza’

5| ¥3L T (Hikitate-geiko) More
advanced practitioner
works with a less
experienced student to
help him progress

— A& Practice alone. (see also

Tandoku)
B Knee
P Law, rule, principle
Vil Direction
X Main, principal, basic.

(also: a book)

D

Original mind.

/

I-ai-goshi

l-ai-nuki

[-ai-tbé

Ichi-mon-ji

Ik-kyd
In-kyoku

& Existing

BEUWHE Squatting on the left
rear foot with the right
knee raised in front
(variable according to
school)

BEUMRE Alternative name for lai-
jutsu

BEUNT]  Generally meaning an
unsharpened, non-steel
practice blade. This may
also simply indicate a
sword used for the
practice of lai

—X5  Movement that is

parallel to the ground.

ie. Yoko Ichi Monji =

Yoko Guruma (litterally :

the figure 1)

_?5( First principle
f[EE< State of Yin
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In no ugoki
In-yé =
Iri-mi

[-shiki-suwari

Isshin —i0
luiju-Ichinin
I-waza B

fF2DENE Evolving towards a Yin

state

Yin-Yang

AWE  Enter the body
B Similar position to

Tatehiza but with the
right knee placed down
on the ground

One mind

MEFZ— A One-on-one teaching,

something taught to just
one person

Suwari-waza

Jin -
Jin A
Ji-shi-gei-ko

Ji-ya-gei-ko

Ji-ya-ren-shi

Benevolence

Person

g%%ﬁ Practice alone
BHESL Training in a free manner
E Eﬁﬁ% Training in a free manner,

informal training
Riding horse

An element of rythm in
lai, ie. the triple tempo
that is practiced during
Nuki-tsuke

FIFT5 Execution according to

the order of a superior
Right side of the

Kamiza, teachers side

J6-ba EE
Jo-ha-kyd |20
Jo-i-uchi

Jo-seki FE
JO-dé FE
Jun J”E
Jutsu s

Way of suppleness

Order, turn, right,
obedience, occasion

Art, technique

Kabuto BEE
Ka-den %_"Z'fl_?.
Kaete Qi?
Kai-shaku fl\ﬁjai
Kakari TEY)

Kakushi-waza K%r{ LH

Helmet (of the armor)
Family teaching

Hand turned upside
down, reverse hand

The assistant during the
ceremony of seppuku

Kakari-geiko — a less
experienced practitioner
working/attacking a
more advanced student
repeatedly

Techniques that are part
of a school but not taught
until later, considered
secret techniques



Kamae
Kami
Kami

Kami-za

Kan-geiko
Kan-ji
Kan-kyaku
Kashi

Kashira

Kata
Katana

Kata-te
Katchid

Kei-ko
Kei-ko-ba

Kei-ko-gi
Kem

Ken

Ken

Ken-saki
Ken-sen
Ke-sa

Ki
Ki-ba-dachi

Ki-mono
Kiri-age
Kiri-oroshi
Kiri-tsuke

Ki-sen

MR Posture, combative stand
P God, divinity
s Upside, high, top
R Place where the divinity
stands, master side, the
place we bow to
B Training in winter cold
= Chinese character
fx Spectators at an Embu
1E Oak
g8 Decorative pommel
piece at the end of the
sword handle
Z Form, pattern
7] Long sword worn thrust
in the sash (Obj) around
the waist
¥ One hand
= (Kenjutsu)
Swordsmanship in
armor. Note: the armor
may be of different
weights, sizes and
styles. In this manner
kata may be conceived
in function with types of
armor : Oyoroi, Haramaki,
Domaru, Toseigusoku
e Training (thinking of the
past)
¥&m¥% Place of training. (see
Dojo)
EhE Training suit
| Sword (‘n’ becomes ‘m’
in front of ‘p’ and ‘b’)
| Sword
& Japanese architectural
measurement which
equals 6 Shaku (1.818m.)
&5 Tip of the sword blade
F%E  Tip of the sword blade
234 Buddhist priest stole,
sacred shoulder scarf,
diagonal
= Energy
BAEE1I B Position as if riding on a
horse
=1 Clothes
1Y) _ElF Upward cutting stroke
Y FAL Cutting down

t)JU'fTJH' Main cut of a Kata
BE5T

Before the occurrence,
seize the opportunity

Ki(s)-saki

Ki-za

Koku-tan
Ko

Ké

Ko6-bé
Koi-guchi

Ko-jiri
Ko-kyu
Ko-ryl

Koshi
Koshi-ate

Kumi-i-ai
Kumi-uchi
Kusari-gama

Kuzusu

Kyo-chi

Point of a sword

Half-seated posture up
on the knees

Bituminous coal

Old, ancient

Filial piety

Offensive and defensive

Opening/mouth of the
scabbard (Saya).
Koi-guchi no Kirikata —
breaking the seal of the
Habaki in the Koi-guchi
just prior to drawing the
sword. The gravity with
which this gesture was
usually considered was
tantamount to having
drawn the sword. Also
Koi-guchi wo kiru

Z LY  Metal fitting that caps

R

=Rip
i
BEET

HES
B35
CEEN

it

the end of the scabbard
Breath, breathing and
timing

Traditional 'old" school
Hip

Small back bustle of the

Hakama to help keep
straight

lai practice with a partner
Grapple
Chain and sickle

(Kuzushi, Kuzure)
Destroy, dismantle, disturb,
crumble, deteriorate

A mental state born
from long and assiduous
Keiko.

Eﬁ@l") Vertical downward cut

Mak-ko-giri
Mawari-ashi
Me

Mem-po
Me-tsuke
Migi
Mi-tori-geiko

Mon-ji

Monjin

Moro-te

EJE A pivot

= Eye

HfFR The face mask of the armor

BT+ Visual focal point

A Right side

BEVFEDR Learning through
observation

XF Letter, character

FIA Someone standing before
the gate, a beginner

#EF Both hands
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Mu i Nothing, without,

inexistant
Mu-gamae #{IEZ  Guard of no-guard
Mugi-to TR T] Unsharpened blade.
Mune i) Back of the sword blade,
chest/sometimes
pronounced “Mine”
Mu-sha HE Warrior
Mushin 22T Spirit of non-spirit, a

true ‘empty’ mind

Naginata XET] Halberd

Nai-den Mz Techniques not taught
until later, considered
secret techniques

Natsu-gei-ko BFEM  Training in the mid-
summer

Nip-pon HA (or Nihon), Japan, rising
sun

Ni-té N Two swords

N6-t6 7] Replacing the sword in
its scabbard

Nuki-tsuke FREIT Initial action of drawing
the sword. Also Nuki-uchi

Nuki-uchi REFTE  see Nuki-tsuke

Nuku, nuki R<RE Extract, pull out,

unsheathe

Nusumi-ashi EJ%E A ‘stolen step’ or
concealed step. Or the
action of moving
discretely a foot in order
to facilitate an action
that will be misjudged

by the adversary

Nyu-mon-sha AF3E

a beginner — literally ‘one
who enters the gate’.

h==o

Obi = Belt

O Kakyu BE Visitors

Okuri-ashi x=UE Sliding one foot behind
the other

Omote = Surface, right side,
exterior, outside, front

Oku ek Heart, interior

Oku-den B Inner, deep transmission

Omote = ‘Outside’, ‘facade’,

‘face-value’. (like the
face of the moon)
see also Ura
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Ori-shiki #rzt Standing up on the
knees. Or a position on
one bent knee or sitting
on one folded leg with

the other leg up

LYY Cutting action by
drawing the blade
across an object. ie. as
in Uki-gumo

Osu no sei-shin TEDFEFE The Spirit of perseverance
&EURIL A way of wearing a

sword in a more vertical

Oshi-giri

Otoshi-zashi

position

Oyo-gi Inyacksd Application of techniques,
(this is different from
‘oyogi” which means
‘swimming’ — different
character)

Oyo-waza JSFBH or Oyo-gi — technical
variations coming from
an interpretation of a
technique

Oza K JEE Squatting position when

wearing armor

Rei e Etiquette, bowing
Rei-shiki L=  Etiquette
Ren-shi e Training

ERMEISZE  Adaptability to all
circumstances

Rin-ki-6-hen

Ritsu rei 4L Bowing in a standing
position

Roppo-ashi INBE Cross step where one

does not change Hanmi

(as is necessary with a
longer weapon like a
spear)

Ryo-te [TES Both hands

Rya VD School, tradition, flowing

Ryd-ha T Branch of a school,

branch of a tradition

Sabaki BE Judgment, decision,
verdict
Sabi ﬂ'_'-'i Ancient, mature,

seasoned, serene,
mellowed, antique;
lonely, solitary or
melancholic (classic
image : patina and signs
of age/wear on a
treasured antique)



Sage-o FIF%E  Braided cord of the
scabbard

Sage-t6 TFT]  Lower position of the
sword when held standing

Sagi-ashi EE Where the legs are
crossed and the shin of
one leg is in contact
with the calf of the
other. See photo #8 in
Uki Gumo. The Heron's
feet

Saki van Before, point

Sak-katsu-ji-zai Z%;5BTE  Freedom to take or give
life

Sakki Hostile intentions

San-kaku =A Triangle, triangular

Sasu =9 Carry in the belt (among
many other meanings)

Satsui FE  Intention to kill or harm

Saya 4] Scabbard

Saya-ate Y Hitting or even touching
the scabbard of the
enemy (gives the excuse
to start hostilities and
justifies starting)

Saya-banare EHEEN Drawing the sword

Saya-biki #He|E Pulling the scabbard
backwards to aid in
freeing the blade. (also
Hikizaya). Some lai
styles do not use this
technique

Saya no uchi ZHMMN Literally ‘within the
scabbard’

Sei 1E Right, straight

Sei-chi-sen 1ERHE  Proper vertical
alignement and balance

Sei-gan 1EAR Right into the eyes

Sei-ka-tan-den B N FHH Lower abdomen, seat of
energy

Sei-shin 5 Mind, spirit

Sei-shin-tan-ren g R TR Forging the Spirit

Sei-za 1EfE Formal seated position
on the knees

Seki [& Seat

Seme & Exerting “pressure”
towards your adversary,
threatening attack

Sen i Before, first

Sen iR Line

Sen-j6 Kem-p6 ¥XIZR7E  (Kenjutsu) — Battlefield
swordsmanship

Sen-jutsu H AT Art of war

Sen-sei Carias Teacher, master, professor

Se-oi Baw
Seppukusha YIEE
Shaku R

Shi +
Shibui 720

Carrying on the back

A person performing
seppuku (the principal)

A japanese measurement
of 30.3cm

Samurai, man, gentleman,
scholar

Restrained, quiet
elegance. Also com-
posed, understated,
reserved, sedate; refined,
elegant (classic images:
a single delicate flower
breaching cracks in a
sidewalk ; the quiet
understated elegance of
a formal tea ceremony)

Shi-dé-gei-ko IBEFEE  When a student is given

Shi-hé tys)
Shiki =
Shimo T

Shimo-mura-ha ~FII%

Shimo-seki &
Shimo-za T &
Shin =
Shin ¥
Shin 1Ly
Shin =1
Shin-jin BEA
Shin-ken Eﬁﬂ

a teaching situation to
work with so that it will
help his own progress

Four directions

Ceremony, rite, function,
method

Low, less important, under

One of two branches of
Musé Jikiden Eishin RyG

Left side of the Kamiza,
beginners side

Facing the Kamiza,
students side

Sincerity
New, modern
Heart

True, serious
A true Man

Real sword

Shin-ken Shé-bu ERIESE Literally “the decision by

Shinogi i

Shinogi-ji e it

Shin-saku-t6  ¥T1ET]

Shin-zen PG
Shira, shiro =]
Shita-gi &
Shi-zen-tai  BEISAIK
Sho 1)

a real sword”

Ridgeline that runs
along the flat edge of a
blade

Flat section that lies
between the Shinogi
and the Mune

This is a sword made in
modern times according
to the traditional methods

In front of the deity
White

The Keikogi pants
Natural body position

Beginning, first
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Sho-den

Shé-men
Sho-shin-sha
Shé-t6
Sha-gyé

S6-dome
Sé-go
S6-ke
Soku
Son-kyo

So-tai

So-tai ren-shi

Su-buri

Sue-mono-giri

Su-hada

Sun

Sunobe-to

Suri-ashi

Suu

Suwari
Suwari-waza

Suwaru,

e

IEME
&
INT]
17

RED
HE

I

First teaching, basic
transmission

Vertical direction, straight
A beginner
Short sword

Training, practice, pursuit
of knowledge

Stopping the spear
Mutual

Senior branch of a family
Foot, step

A squatting position

Together, more than one
people

Practice with another
person

FIRY  Simple/basic swing
FEMIEY  Cutting targets with a

live-blade with the aim
of furthering the compe-
tence of the practitioner.
Not the same objectives
as “Tameshigiri”.

FAL  Kenjutsu, Swordsmanship

<

while wearing ordinary
clothing. This was
especially prevalent in
the metropolitain settings
of Edo period.

Japanese measurement
of 30.30mm

FHENT] This is a sword made

without the traditional
steel folding and, possibly,

quenched in oil
¥4V E A sliding step that is at

>
V)

the base of all footwork
in Budoé as well as Noh
and all other studies
that imply footwork in
their study

Sip, imbibe, suck, inhale,
breath in

see ‘suwaru’

FE)F;  Seated techniques

2%

(suwari-iai, tsume-ai,
za-iai)

Sit

Ta-chi

Tachi
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AXT]
VA

A long sword worn
edge downwards

Standing

Tachi-i-ai
Tachi-waza
Tadashii
Tai
Tai-sabaki

Tai-té
Tameshi

Tameshi-giri

Tan
Tan-doku

Tanimura-ha
Tan-jé
Tan-ren
Tan-té
Ta-rya ji-ai
Tate
Tate-hiza

Te

Teki-zuke

Te-no-kaeshi

Tei-t6
Ten

Ten-kan-ashi

Te-sabaki
T6
Tobi-chigae

Tobi-giri

T6-i-soku-myo *

Tsuba

WTBEEL Standing techniques
IrbE Standing techniques

IELUN  Proper, right, true

& Body

R E Body movement

7] Referring to wearing of a
sword in the belt

Bl Attempt, try, experiment,
test, sample

LY Test cutting with a blade
with the objective of
evaluating the quality of
the blade. See “Sue-
monogiri”

y{7] Short

Bi )t Alone, one person, by
oneself

BFR One of two branches of
Muso Jikiden Eishin
Ry

kot Short stick

ﬁﬁﬁ Forging, temper,
hardening, training

27] A dagger up to 30 cm

long

fimEl e Competitive testing
between systems,
schools, D6j6

¢ Standing

ITRR A sitting position with
the right knee raised

= Hand

B Controlling the opponent

with the point of your
sword

FODi1RL The wrist action used to
create proper Hasuji. ie.
in Kasumi, turning over
the hand

E7] Sword carrying

x Heaven, sky, top

BLiRE A pivot + a step, or a
step + a pivot — Creating
a turning around

FEHE Hand movement

7] Sword, blade

f_f%U:Ei Techniques of jumping
to gain advantage

FULIY  Ajumping form of Batté

or Nuki-uchi
{EBRN  Quick wit
it Sword guard



Tsugi-ashi X Sliding one foot behind
the other

Tsuka A Hilt of a sword

Tsuka-ito *ﬁi‘f—% Handle wrapping of the
sword

I'\'I"|

Tsune =) Natural, normal

Tsuki Z8E  Thrust

Uchi A Inside

Uchi-gatana 7] A shorter sword than

the Tachi worn in a sash
around the waist. It was
introduced in the
Muromachi period

Uchi 15
Uchi-kubi 158

Ugoki FgE Movement, activity
Uke-mi 25  Fal

Uma B
Uma-nori =530

Ura £

see ‘Utsu’

Decapitating in a rough
manner

Horse
Mounting a horse

Means the back-side of
something, the reverse
face or hidden side. (like
the back-side of the
moon), see also Omote

Utsu 1o
&

Wabi

Hit, beat, knock, punch

Uwagi The Keikogi jacket

£ A subjective feeling
evoked by an object;
unassuming, solitary,
calm, quiet, still,
impoverished or
unpretentious;;
melancholic, lonely,
desolate (classic image:
abandoned fisherman’s
shack on a lonely beach
buffeted by a strong
wind on a gray wintry day)

Waki % Side, armpit, flank

Waki-zashi B ®L A short sword between
30cm and 60 cm long

Waza 53 Technique, act, work,

art, performance

55}

outside, outdoor, in the
field

Ya-gai

Yari 18 Spear

Yo-kyoku FoiR State of Yang

Y6 no ugoki  PEDENE  Evolving towards a Yang
state

Yobu .3 Call, call out, exhale,
breath out

Yoko 1 Side

Yoroi i) Armor

Yd-gen 4 3% Profound, uncertain,
subtle; dark and myste-
rious (classic image:
moon shining behind a
veil of clouds, or the
morning mist veiling a
mountainside)

Yumi 5 Bow

Zagi e, Techniques in seated
form

Zan-shin 520 A state of spiritual
alertness or awareness

Za-rei Bz, Formal seated bow

Za-shi RIC see ‘sasu’

Zen-go B4 Front and back

Closing the main part of this book
is worth blowing a little musical
piece... or something like that?
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Afterthoughts

o here we stand at the completion of having learned the

main technical curriculum of the I-ai of the Mus6 Shinden
Ryd. It is my firm belief that this is not an end in itself, but,
rather, that we stand at the beginning. | often remind people
that it is only when you are perfect that you can begin work
perfecting. Think of, for example, a musician. When he is fin-
ger-perfect he can then begin learning music. And when he
has learned perfectly a particular piece of music he can, in
turn, begin perfecting his interpretation, his expression. He can
begin to become ‘music’. All that he has done up to that point
has been the means of beginning his true study.

The idea that is expressed in the two characters: | — & and Al
-aWn mean, as we have already seen:

Exist or To Be (for something animate) (J&) and Unity, Harmony,
One (LY.

If we reflect on the ramifications of these two Kan-ji and be-
gin to apply this to a “Path of Life” we begin to feel that there
is not only a great spiritual meaning implied but also, we can
begin to see applications on different levels — technical, mor-
al, behavioral, social, practical, relational, emotional, intellec-
tual and so forth. The understanding of these things is born
and nourished by the hours and years of ‘Sei-shin Tan-ren’
initiated by assiduous practice (Shd-gyd) which begins with
learning the basic structure illustrated in this book. It is in this
that one will find the true value of studying l-ai as a Way par-
ticularly given that, of all the Bu-dé we can study today, this
one can be said to be “practically anachronistic”. It is just an
obvious fact that swords have no practical applications in to-
day’s world.

Let’s take a look, nonetheless, at how the concept of /-ai
would (should) function in application to an attack situation. A
useful image for this concept may be found in the “firesteel”.
When a piece of flint is struck against a piece of steel it creates
a spark (of burning steel). The spark flies simultaneously when
the flint strikes it — there is no time lapse in the action. It is one
unified process (/-ai).

Now let us suppose hypothetically (and slightly facetiously)
that a legendary swordsman, Mushin Denko-t6, is seated in
a room enjoying some tea and gazing out at the autumn
moon when he senses a potential attack upon his person....
He is master of the Tensai Mangi Ry and thus possesses an
infinite repertory of lethal sword techniques. What takes place
before he can unleash any one of his 10,000 + waza ??? He
will be called upon to intuitively, simultaneously, correctly and
instantly perceive a number of elements before any action. All
of which are not part of general practice in a D6-j6é | might
add.

A. He must evaluate the ‘level of threat’ that is presenting it-
self.

The first thing that he must properly determine is the true in-
tention of his would-be attacker: serious (ie. an assassin), not
life threatening (ie. a bumbling drunk unaware of the circum-
stances), serious but not a danger (ie. a young student of the
master seeing if he can catch him off-guard). There can be
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many modalities to judge and these will determine what he
must deal with and how he must deal with them.

Let us consider that this is serious business and his life is in
real danger.

B. He must next determine the nature of the attack.
This means to determine the following elements:

a) whether there is one attacker or multiple attackers?;
b) what weapon or weapons must he face ?;

c) what is the precise target of the attack ?

C. Now we come to the technical elements he must evaluate
correctly.

The following are absolute necessities :

a) the Ma-ai or combative distance — is his adversary close or
further away — how many steps or tatami? The closer the
enemy is the less time there is to act and defensive tactics
become limited. Is there space for movement or escape
routes, etc.?;

b) the speed or momentum of the attacker. It is not only a
question of speed but also of the size and weight of the
attacker not to mention other elements such as his bal-
ance (weaker position) and eventually obstacles in his
path;

c) what is the angle of the attack? Which direction is it com-
ing from in relation to our hero? Is it frontal, lateral, from
behind - this is the most difficult and therefore a first choice
of an attacker....?

Once all of these evaluations have been made there comes the
critical decision.

The Final Outcome.

It is necessary to decide what the final outcome of the situation
should be. Very rarely do we see the hero in a Hollywood film
faced with this decision. The viewer almost always knows that
he must dispatch his enemies and that’s it. However, an indi-
vidual lives within his society and his culture — every act has
consequences which are both long-term and short-term. We
only have to look at the story of the 47 Ronin to realize how
complicated the written and unwritten rules of society made
this situation. The point is that these sorts of considerations
may limit or inhibit certain actions or they may be in conflict
with one’s own moral or civil convictions. We generally see
“self-defense” as a sweeping justification for discarding these
considerations in a given life and death situation. However, in
the aftermath the judgement may not be based on this vision
of things. This would be, after all, a little too simplistic.

So, therefore, it is a question of determining what are we pre-
pared to do and what are we against doing.



O-Sensei Ueshiba acting spontaneously to an unexpected attack.

a) Is our swordsman prepared to kill another human being? or
injure? or maim for life?

b) Is he firmly convinced he must preserve Life at all costs?
And whatever be the situation?

c) Does he believe he should sacrifice himself to defuse the
situation?

d) What constitutes this man’s Honor, Integrity, Sense of Duty,
Responsibility?

e) lIs this a situation that occurs within civil society or within a
military situation (the rules were different)?

The action that he chooses to undertake is the defining point
of his role as a human being within his society. To a certain
extent some of the elements involved here could have been
resolved upstream of the incident or, at least pre-meditated as
a (professional) code of conduct.

Once our swordsman has a clear conviction and certainty as
to what he considers should be the outcome of the situation
he is free to act as he sees fit and accept the consequences.

A. B. and C. represent very many factors that must enter into
any decision about choice of action. Admittedly, this is all an
intellectual description that requires a lot of explanations but,
nonetheless, there is reason for hesitation in the final choice —
hesitation that could be uselessly fatal. Let’s hope our swords-
man does not have to further search through his 10,000 waza
as well...I There existed many different manuals concerned
with Samurai ethics and behavior codes such as the following
writings : “Hagakure”, “Yojokun”, “Chikubasho”, “lwamizudera
Monogatari”. Almost all Han had their own writings pertaining
to ethics and behavior so we can suspect that an enlightened
swordsman such as our Mushin Denko-t6 would be aware of
what was expected of him.

So let’s go back to our initial image: “When a piece of flint is
struck against a piece of steel it creates a spark (of burning
steel). The spark flies simultaneously when the flint strikes it —
there is no time lapse in the action. It is one unified process
(I-ai)”. When all this took place in this manner, in one harmoni-
ous and unified instant, it could be seen as B&L) - I-ai.

We have a very long Way before us!

Japanese swordsmanship 181



Appendix | = Folding a Hakama

3
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This is a way of folding a Hakama
as taught in a Ko-ryd. It is very use-
ful for keeping your Hakama in
good shape when travelling. Obvi-
ously there are other valid ways of
folding a Hakama.
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Tiki, here a small note saying there
are other ways and so on???.
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Appendix Il

The nature of movement:
learning and teaching

by Malcolm Tiki Shewan from the book: “laido — The Art of
Japanese Swordsmanship”, 1980

Although | believe that Bu-dé cannot be learned from a book
(or, for that matter, from any amount of theoretical material,
such as pictures, etc. ) | think that there is, nonetheless, a
certain connection between comprehension through “Mind”
and comprehension through the experience of “Movement”.
Further, | feel that this relationship could be far better under-
stood than it is at present, if some sort of satisfactory explana-
tion could be furnished. The “eastern” method of teaching is
quite correctly based on the notion that movement should be
learned by “making movements”. That is to say through direct
experience.

The main method of imparting correct movements is, thus, to
demonstrate, and allow the trainee to “copy” these move-
ments, and, thereafter, to correct them as they proceed, until
these movements correspond to those demonstrated.

It is considered that if the trainee works hard enough and long
enough, he may, perhaps, acquire an understanding of his art
that will lead to mastery. This higher “understanding”, discern-
ible by another “Master”, differentiates the higher levels of ac-
quisition in any of those Bu-dé which seek to achieve these
higher levels. Anything less is seen by the “Master” as being
the “perfection of techniques”, but not as “perfection of the
Spirit of the Art”. During the time that it has been my privilege
to be working and teaching Ai-ki-dé and /-ai-dé, | have been
continually inundated with requests to “explain in words” what
| was seeking to teach. Two facts became immediately appar-
ent to me:

1) that most people always want explanations for what they
do;

2) that these people are under the impression that they will
learn more satisfactorily if they have these “explanations”.

This seems to be a western trait in learning. In the East stu-
dents seem to naturally NOT ask questions but simply get to
work on following the teaching.

After some time, | came to the conclusion, while providing “ex-
planations” requested of me, that very few trainees, did, in
fact, learn better what they were being taught, when they were
given explanations. This led me to examine the question of
teaching and learning, and to make some very interesting ob-
servations upon the subject. Two important conclusions came
from this:

1) that, in fact, instruction by explanation is not, and very near-
ly cannot be, effective for two reasons:

a) movements cannot be properly described in words by a
teacher:
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b) descriptions of movements in words cannot be understood
by the trainee.

2) that this situation is due to the fact that, from evidence avail-
able, there does not appear to be a knowledge of sufficient
depth, relating to the way in which a complete Man is actually
supposed to function, from which one may draw certain ele-
ments that would permit one to overcome this deficiency when
attempting to provide explanations.

The Japanese form of writing, Kan-ji (ideograms) helps con-
siderably to overcome the inherent weakness of words by in-
citing the trainee to study the ramifications of meaning con-
tained not only in the ideogram but also in the meaning of
phrases of ideograms.

Nonetheless, at this point | asked myself two questions:

1) did there exist somewhere a sufficient knowledge of man,
and how he operates in all his relations, including Physical and
Mental, that could clarify the problem?

2) could I, from my own careful observation and experience,
attempt to seek an answer myself?

| shall pass over my ultimate conclusions concerning these last
two questions until later date. | will leave them for the reader to
reflect upon.

However, | would like to offer the following reflections as a pre-
liminary estimation as to how this exaspirating gap between
“explanation”, and “performance”, may, perhaps, be bridged.
“Explanation”, lies in the realm of concept, idea. “Words” are
required to convey these. The whole together may be consid-
ered a mental or intellectual function. “Performance” lies in the
realm of movements. Movements of intricate design are com-
posed of simpler movements. These may be considered the
“words” of movement. They aid one in the capacity to ob-
serve, seize, and eventually, imitate the movement. This whole
together may be considered a physical or moving function.
This works through movement-feeling and not through an in-
tellectual process. This is a very simplified description of two of
several functions of a man: but they are the two functions that
concern us here.

| would like to speak of some points of view which may, per-
haps, appear as “new” concepts, not easy to understand
without proper reflection, but which | hope will incite you to
seek more of your own information and knowledge through the
application of the method described here.

As it happens it is also the answer to the problem of why “ex-
planation” does not, in most cases, hasten or improve “Per-
formance”. Explanations, in themselves, are not what is of
foremost importance. It is the way in which these observations
are derived that merits interest; that is my essential point.

The answer lies, therefore, in the fact that a “very special form
of observation” of one’s own move-
ments in necessary to improve the
learning process: and this form of ob-
servation has to be learned and under-
stood.

Arikawa Sadateru often said that in or-
der to learn properly one has to have the
spirit of a child....I (he most certainly
was not encouraging people to become
childish — there’s quite a difference).
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As an example, the following may be said:

when learning a new movement, it is either explained and/or
demonstrated, and the beginner attempts to reproduce
what he understands or sees.

Thereupon the trainee reproduces something other than
that which was explained and/or demonstrated.

This is because, in the case of an explanation, it consists of
intellectual concepts and ideas that a trainee has not yet
acquired. He, thusly, has no fund of either intellectual ideas
nor concepts with which to form a mental picture of the ex-
planation and translate it into his movements.

In the case of demonstration, he has no store of “movement
vocabulary”, either intricate or simple, which will correspond
to what he has been shown. So he cannot reproduce, by
correspondence, what has been demonstrated. What hap-
pens after this is that the trainee will begin to form an array
of concepts and ideas that satisfy him in thinking that they
correspond to those of the teacher. Sometimes the results
can be truly surprising to the teacher.

Since we cannot see what his thought processes were we
can only conclude from the trainee’s efforts that they do not
correspond to those of the teacher. Otherwise, they would
have induced a correct understanding which would have re-
sulted in reproducing the movements. Keep in mind that it is
common that a good teacher should be ever ready to break
up this ‘mistake’ process by placing him in an apparently
‘unsolvable’ quandary to incite further efforts and search for
understanding.

In the case of a demonstrated movement, with no explana-
tion whatsoever, we can see that the trainee does not repro-
duce the movements demonstrated, and we know that he
has, therefore, no experience of movements which will en-
able him to imitate the demonstration. As it is not the prov-
ince here, to seek to establish the means whereby a trainee
may derive an exact correspondence of intellectual con-
cepts and ideas with those of his teacher; | will leave this
problem as we have it — exposed, but not concluded.

In the case of demonstrated movements, the following inter-
esting observations may be made : upon seeing a movement
demonstrated, a trainee does one of two things, he imitates
the movement either :

a) correctly
or
b) incorrectly.

And no other alternative exists.

If, at this point, the trainee could reproduce the movevment
correctly, and continue to do so, he would, in effect, know
all that he could be taught to him about that particular
movement at that stage of his experience. The whole ques-
tion of teaching and learning, then, is concerned with the
length of time that it takes for a trainee to pass from not
knowing how to produce any required movement, to know-
ing how to produce the required movement. This can be
understood in the following way: (and this is really a de-
scription of how movement is, or can be, acquired in its
most primitive sense). In making a new movement without
instruction, we can assume that whoever undertakes it, will
make it incorrectly. This will either satisfy, or, be unsatisfac-
tory, for individual reasons.

If unsatisfactory, the mover will try again until time and experi-
ence produces a satisfactory movement. However, the satis-
factory movement may not be correct, in which case, time and
effort have not achieved the desired aim, and the movement
must be ultimately put right.

At the moment of any movement, something may be right
about it, and something may be wrong about it.

If the mover “tends” to make it correctly, it will ultimately arrive
at perfection, but if the mover “tends” to move incorrectly, he
will eventually create a movement that may seem perfect to
him, but, in reality, is wrong.

And then, it must be unlearnt.

The question arises: is there a moment of choice, at the time
that a mover makes a movement, between a correct move-
ment and a wrong movement? This is a very interesting ques-
tion! There can be a choice if two conditions are present at the
moment of a movement:

a) that the mover can correctly “observe” the movement and
his own movement;

b) that the mover can know a wrong movement from a right
one, if he “observes” it correctly.

The state of mind that will make the above possible for the Bu-
dé practitioner is referred to as Mitori-geiko and Nyu-nan
-shin.

So a very special form of observation is necessary to learn in
an improved way.

If, at this point at the making of a very simple movement one’s
whole capacity to observe what one is doing, in a concentrat-
ed endeavor, is thrust upon the observation of the muscular
sensations involved in this movement, the movement itself can
be observed, and the sensations of what contribute to right
movement and what contributes to wrong movement, may be
distinguished.
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One’s attitude here must be as though one’s life depends on
seizing the correct movement, and, that it is the first and last
time (in our life) that this possibility will present itself. In com-
bat, this would truly be so! This required kind of observation
will show by simple repetition:

— that, of the sensations noticed, some will represent the ten-
dency to right movement, and some will represent the ten-
dency to wrong movement.

In distinguishing these two classes of movements, the trainee,
in fact, acquires a means for his own further self improvement.
He must know what movement is and what it is not — being
aware of this simultaneously.

But in practice, the trainee does not notice any of this at all! He
is really unconscious of what he is doing! The following ex-
periment illustrates this simply.

Place your foot in full sight, and begin to try to move the toes
independantly sideways, or, up and down, etc. For quite some
time, it cannot be done because there is no sensation recog-
nizable as to what muscular movement is necessary to move
the toes in any direction (the big toe and the small toe may
have some capacity for small independent movement).

After the required effort is made many times, in producing
some movement, separate sensations begin to become evi-
dent as connected with different movements: continued ef-
forts will expose the sensation connected with a required
movement, and the sensations connected with interference
with the movement.

After some time, it will be possible to distinguish clearly the
right sensation for producing a required movement. We have
learned both the movement and the non-movement.

Young Kappa practicing Mitori-geiko.
Drawing by Miyo for the lles de Lérins seminar
in 2005
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Thereafter the correct movement will follow, as long as the
“special effort” is maintained. And the movement would only
become more and more perfect for its purpose, if not inter-
fered with.

Were this a movement of /-ai-dé or Ai-ki-dé, for example, it
would be corrected by the instructor, at the first moment; so
that the trainee could experience the correct sensations ac-
companying the correct movement from the start. If all move-
ments were learned in this way, vastly improved movements,
in a minimum time, would be the result; since, admittedly,
most instruction consists in either, constantly correcting
wrong movements of trainees, unconscious of what they are
doing, or, preventing the intrusion of incorrect movements,
introduced for the same reason*. However, unless this “spe-
cial form of observation” is understood, used, and main-
tained, no “explanation”, nor “demonstration”, will produce
results other than those to which we are accustomed. It is
evident that unless future trainees learn to be more conscious
of themselves and what they are doing at every moment,
even the most celebrated Master will be unable to teach bet-
ter or more quickly. But these reflections are intended to sug-
gest, and indicate, the way in which these present obstacles
may be overcome. Nonetheless, the two elements, Mitori-
geiko and Nyd-nan-shin (Sho-shin no Shin) are the keys to
learning.

* In general practice, however; a trainee starts with movements that are already
“partly” right for a purpose, and also, “partly” wrong. For they have been learned,
usually, for some purpose altogether different. For example, he may know the
movement of “raising an arm” by having learned it for putting on a hat, scratch-
ing his head, or chopping wood, etc... none of which are exactly right, for exam-
ple, for raising a sword in preparation for striking. As a result, the major part of
this “customary” movement, which may feel quite natural, indeed, is filled with
movements trained for the wrong purpose. We are typically familiar only with
“stereotypical patterns of action and reaction entrained through another type of
kata training — the repetitive, habitual patterns of movement one arrives at sim-
ply by living.” (quoted from an essay on /-ai and Kata training by Ellis Amdur).

At this point, | wish to say that Mitori-geiko can only effec-
tively be applied, in the beginning, for very simple move-
ments like hitting a nail with a hammer, chopping wood. In
the case of Ai-ki-dé or I-ai-d6: simple Su-buri; basic Tai-
sé; simple hand, foot and body movements (Te-sabaki,
Ashi-sabaki, Tai-sabaki); Rei-shiki (etiquette), etc. But it is
in the simplicity of the movement and the opportunity to ob-
serve it, because of its simplicity, that the value of this train-
ing method lies.

We can observe, if we try enough, the sensations within this
movement, which enable us to lay bare the very essence of
the movement. And after some time, if we persist, we will
not only begin to understand what movements really are,
and how they may be related to the practices that we un-
dertake, but we will begin to see that they have a guiding
intelligence of their own, that remains unperceived by us, as
well as certain emotions, also unperceived, that bring them
to perfection. And when the full impact of what this implies
begins to stir within, the huge gap between “explanation”
and “performance” will lessen somewhat, and, thereafter,
we may glimpse the interesting path that lies between the
trainee and the Master.
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Young Shewan (center) practicing Mitori-geiko during European tour with Otake Risuke
Sensei (left) and Donn F. Draeger Sensei (right) in 1980.

190 Japanese swordsmanship



CoME oN !l [F \you TWO
CONTINVE- AT THIS RATE.
THERE MIGHT NoT BE /

GeTTivG THE B0V

ANY BUBBLES LEFT To
PoP THAT coRK [

50, To "SHERER LE
CHAMPRGNE " SHOHATTO .
ATARITS 2 YoKoguMo !

Khsum| 2 oR JUST DO
iT LIKE- NORMAL HVHAN
zemés ¢

Japanese swordsmanship 191







. .’.“’ 2

m.-*-m*u.ﬁr:' =
w m Ios

r.o""..
‘G'
nﬁ e et gk P

T e e




(]
o
]
a
1
&

-

© Frank Bigotte

About the author

Malcolm Tiki SHEWAN began the study
of fencing when he was 6 years old. At
age 8 his father enrolled him in JOd6
classes. At age 14 he began learning lai
in the style of Mus6 Jikiden Eishin Ryd.
At the age of 18 he began studying
Aikid6 with Tamura Nobuyoshi Sensei.
He continued studying lai under the
direction of Otani Yoshiteru, practitio-
ner of Tenshinshd Jigen Ryd and who
taught Mus6 Shinden Ry( in New York
City. At the same time he studied sword
appreciation under the direction of Usui
Bumpei Sensei. In 1975 he met and

Musé Ryl J6do. In 1980, through his
friendship with Donn Draeger Sensei
(director of the International Hoplologi-
cal Society), he was able to do stud-
ies of a number of traditional sword
schools. During this same period he
spent 2 /2 years working and studying
the forging of japanese swords with the
swordsmiths: Wakita Ryo6sui Shisshd
and Oné Masami. He also studied da-
mascus steel making with bladesmith
Mr. William F. Moran. Throughout his
life the study of Buddé and the Japa-
nese Sword has been his foremost in-







1iwivie

RS s S AT A 13 L Lt d SO e 2 12 P8
T Ty L o
% m S8ipy 6 sikis

rigialnrlilais
VG 178

wie airiaien i
- 3 1433 W -,
bl i e S 0 AL

L ; e M

. “Farvey Konigsberg, 2073. -

o ey,




