’ » A N -
7
. I3

E] - 24

v

1 L]
o
9 ' ] M ot
! . * ¢
3
o Q

PRI
0

S . TABLE OF CONTENTS - oL

v ’ /

5% : T - , ) PAGE
L ' [ - ~ K I : C V. .
% . N . LIST OF ILLUSTRATIONS- " e :u | J T Y Y S T TR T T S SR T 'V

e 4 e e i
- -

N . -~

oo+ 7" L1ST OF PHOTOGRAPHIC SOURCES. & v « v & 4 w4 v 4 4 4% o X g

: . PREFACE- ’ |' "I T T T TR 1‘ I l b T xi’ ;

' ' ' (9 ‘ ) ¢ ™ i

% CHAPTER ; _ : .o g

¥ o . t ’ : . Y

l . o .., . - k) :

1 EARLY PaPER FoLDINg, « "W v vv v v v v 1 s :

" 11 CEREMONIAL PARER FOLDING 4.\ bu v v v vy 4 v .9 S

IIL- " PaPEr FOLDING AS'PLAY ORIGAMI. o+ v v v v v W7~ !

IV THE INVESTIGATION OF ORreamr Mopers. . . . , 27 T,

- R | - . ;
. BIBLIOGRAPHY- IR T T R ; L L N e n., .0 4 s !pl‘ 33 .
ILLUSTRATIONS: v v v o, v 0 " e vt o 0 v v e v 0 s 35

-\

»




Frcure

-1

2 <

\.\

~:Shﬁme-naga

" "Shime-nawa . . .
Shimg-ﬁawa
bhime-nawa .

Shime-hawa . . . .

Noshi

Paper Scent-holder.,
Ce]ebratioha]tBundle

Paper Plate for Ceremony

. Chopstick Bundle

Chopstick Bundle

Talking Fish

"Cicada. . . . . .

’Butte.r'nyu‘.;‘ . o'o.n » e o 6 2 & & o' @

a

Lovers' Knot., . . . . . PEEEPERER

Bunﬂy..'.... .o .\noco'ooo-




- F1eure

19

20 -
R 2
A 2
23.
u

25 -
26

* 27 .

28

29,

30
'3
S
© .33
7
3%

35

.;35 .
37

38

Minnowing.. . .o L el L sl e e e e e s

. -Kabuto - Japanese Helmet. . .. . . . e e e e e e

But‘t‘erf]y' ¢« e, & s o @ -. 18 o o e e o & ¢ e .Q“ - -“ .

. U4 '
Fukusuke - a big headed dwarf. . . . . . .. . . e e

R
/

Japanese Nightingale. . .. . L. ... e e e e .

Mandarin Duck. « . . ... . B

Fi‘apping’Bird. R W e . es s

.. ~

Flapping Bird. . . . ... . . ... P e e e

,Flapp?ng‘Bi'r:d.. e e e e e e e e

F]'apping Bird & v v v e e e e e e e e e e e e

 Flapping Dove. . . ... . ... e a eNe e o 2 e s e

i i

Fla‘bpingstork.‘..-'o..-..«.o--...--..

F]appingv CY‘OW ----------- | s e ® s 5 e e v v e .

Flapping Dove. .. . . . . ‘e e e e e e e e e e e e

DOVE...."-.....-..."...-.,...”....
v '] ’ N

Nest‘ing CY‘BI'\E- e s 74 8 s e s s e s s s s 4 s s s s e

3 "
. »
BDXc e o ¢’ @ LI ] . * & e s -0ea ®© o o = * e © s o 3 s e e

”

a-
41
s
a1
42

42

42

42

43

43

43

R I i

LT R g Fhy T et

3



44

45.

S 54

=55

) l . 46 '. :

56 ©

3 . 58

Sn

. . O'.
; f 0

- Kago - Jabané§e'5ty1e Sedan Chair . . .. .
: e T ~

Box Crane. . ...

- Blow up'?rog. « e e e

Crane. . « . « « o

Tr1p1e‘Cranes. S

« o 2 e @

Mother Crane & Babieg\ .

Surf Crane. . . . . ..

Sea Gull. . .

® e & & & ° o

----- LI
ccccccccc
I .
. *. & » L)
e e & e ¢ .«
*

Wild Goose. . . . . .. . .. Ce
“Butterfly. . e e T e e e e
J , )
Swan . . . e e e . e T e eas D e .
© vt
bat. e e R A o
‘Q’ua‘k\i ng DUCk. ----- ¢« ¢ i e a o ¢ ¢ o
J o . .\ Voo o
' ’GraSShOpper. ., e ® ' e« ¢ e s e @ ;. ¢ ' e o

.
oooooo

vvvvvvv
@ ¢ s s @
L ] LI

LI ) o o
...... L]
.
ooooooo
ooooo .
I
¢ v

45

- 45

- 45

45
45

46

46

46

47

B T T L N N




~ 62
- 63
.)64

65.

66

73
74
75
76

77

Horse' . ; "t e e a * . * e 0 : .

S 1

Dfagonf]y. e et e e e e e

ROOSEErB . & v v v 4 v o & e o e o an

* AN

.....

Craw Fish. .|, «v « v ¢« « « . e e e

Reindeer. S

Seated Fox. . . . . . . He e oo

.
)

Rhinoceros. . . . . . . . . 16 «feie o

HOTF: o v e v e e e e e e

Monkey- LI T L * e e s

éiraffe. e e e e ee e e e e

Dragon. . . . v ¢ ¢ v v 0 e e e e

ATIQAtOr. o v v v e e e e
ey

Decorat10nn ‘e & & e % 8 .6 & ¥ e 8 e @

Rabbit. . « « v ¢« ¢ v v ¢ ¢ o oL e

Brontosaurus. . . . . . . . PR

“ Spf‘t‘z/.; L] L] . . L] - L) # & e e o s " . L] . L) L] .. L] . - .
' f .

>
H
‘e
. o LI
o o o
¢« . . .
l'l nnnnn
« o o

PaGE

48

49

49

49

. - 50

50

. 50

50

51

51"

51

51

52

52

52

"\
B ¥y A

P

e

. e ek



v ta W

- » . .
-~ s !
R I X - :
. . .
* - )
’ + - »
w - o
(O] o [32] (32 m - ™ )
<C w w w w w> - 7
a- | « — i
M » AY
L4
. .
[ ] » - . L]
: P R E
v e - - -
. .
. . . ..
- 4 * N
. . . A
.
-t - [ ] .
- ' B
- - - - - -
2 e ’
.= e . . ¢ . - * h
. a
’ ll * -* L J * M
- - )
. . . . . ?

r~ e . . - . L
Ty e . . ) . N ’ ) R )
.
. . . .
.
- . - L L}
K . s " <, 4 h
)] . a .
’ . . “ e . -
N RN . . N LI
- L. . .~ .//1/. -
- . - e - -
5 - - ~— - \
. . < . . . T
» o -
e . . o . . /// _
Sl Z LE — -
. . o ‘. = . . i
S " 4. u ~ T .
(] ! Koo ’ . ' s
> 2 £ § 3 .
w E R & A ) e -

N
t
[
[}
-

.
.3

80
81
82
83
84

R T B . I T s wli




y e N B
: LIST OF PHOTOGRAPHIC SOURCES .~ . - ;-

:;' ) " Y4

. . Akiyama, Aisaburo. Shinto and its Architecture. Tokyo: Tokyo News

' ' Service Ltd., 1955, Figs., 1,.2, 3, 4. , ' .

; ' 3 : ’ . L

¢ . Harbin, Robert. Origam1, The Art of Papér Fo1d1ng * New York: Funk & . ‘
Wagnalls Co. Ltd., 1969, Figs. 29, 30, 31, 32, 81. :

{

- Okigam% 2. Cornet Books. London: Hodder & Stoughtoh 1972 .
g. dc. ) ' . ’ ! ;

“Origami 3. Cornet Books. London: Hodder & Stoughton, 1672,

g. 80. . \ ; i
) f
' A Paper Magic. London: John Maxfield Ltd., 1956, Figs. 21, 22, ' - ’
4, 8 - * .
) ‘ Origami Illustrated Teach Yourself. TLeicester: Brockhomptoﬁ
‘ o Press Ltd., 1975, F1g 83 N ’
N Honda, Isao. The World of 0r1gam1 Tokyo: Japan Publications Trading

Co., 1965. . Figs. 5, 6, 7, 20, 23,.25, 26, 27, 28, 37, 39, 40,
42, 44, 86, 8, 49,50, 57, 59, 64, 65, 66, 67, 68, §9, 70,
L7, 72, 73, 74, 75, 76. .

d Raﬁd]étt, Samuel. The Art of Origami. New York: E.P. Dutton & Co. Inc., -
. 1961 Figs. 9,.13, 14, 15, 16, 17, 18, 19, 41, 45, 47, 77.

IS

U;hiyama, Kosha, Origami. - T,okyo: Kokudo Sha, 1962, Rig. 43.

"Yoshizawa, Akira. Origami Dokuhon I. Tokyo: Kamakura Shobs, 1967, - @ : .
Figs. 33, 34, 35, 36, 37, 38, 53, 54, 55, 56, 60, 61, 62, 63. ' ;

-

N




4

o pmEREL 3

» ' : . . -

. ‘- . Origami is the Japanese word which means paper fo]d'ing; and R \
8 , ,' '. it be'longs to Japan s ancient cultural heritage. '
- »

!

, " For many generations Jgpanese moth;r’s have been teach‘ing “the "
tradit:ona] methods Of Or1gam to the'ir children. However, most chﬂd-
ren.lose the1r interest in Qrigami as they grow up ‘.

"I was no exception untﬂ one day a]most ]5 years ago I was
¢ struck by a sudden -confrontation with my self', when 1 was p'laying‘ with
. a piece Of\paper to kill time. It was because of the beauty of its shape

. and ‘form that I began to fo]d 0r1gam again. But\the more 1 lgarned

‘, mere 'shape and form'. That was the oeginning of this study on rigam'i.
- ‘ Strange to say, the‘ubaect of tra\d1t1ona1 Origami has never beery taken
;» ’ AT up 1n any study of fo]k]ore or Japanese ‘craft and ‘to ~date no comprehen— X
' \ ~8ive account of the origin and historical dev\elopment of Origami eg;i,sts.
;e , A1Zthouguh it would req’utre many more fa'ct,s than are now avail-
able to trace the origin of 0r1gam1, /be E%ose of this study is to f1rst
inquire intodthe historical aspects of 0r1gam to find out its or1g1n and
deVe'Iopment, and secjondly to propose a new concept of Origam as.art.

Since "Art communicates and estabhshes on 1ts dwn sensory and

) ) perceptual of form, and it is a d‘irect.experlence. . . 'ln order to

3 . * )
. ) . N o .
l . 3 ’ 1
.

frving Kaufman, "Limitation of Research in Teaching Art", Art
Eaucacion, December, 1967, 20:9, P. 3.

xi

about Origami, the more I sensed that- ‘there was something there more than .

2 v

.

'
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. AT
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. ‘} . a4 ' Q"'
L understand Origam as a form of art, then*‘th1s paper explores the sen-

[ . . ' sual and percep;q?] dimensions of Origam through 1nvestigation of the

3
o erebin et T+ b sl RO NG et 2 AR
)

/v
7 ? available models of Origami. . ‘ : 4
’ ,.T . A1l of the rigami, fgdﬁgg-shown in the 1]1ustrations were made
S . | and photographed by myself not on1y for the ana1yt1ca1 investigation but )
% ‘ :?so for my persona] invo]vement both were necessaty in order to appre—l : ;
N . ;

\\\ cdate the lgrger d1mens1ons of 0r1gam a£481scussed in-this paper Only

/’ . :
through such an appreciation can the evo]ut1nh of-the trad1t1ona1 Origami AN

1 « , :
i figures be understood and the ‘art form of¢0rlgam1 evolve. < ) }
" -
: . " xmeIn conc]us1on, [ showdd 1zke to knowledge the advice given - o £

‘me.{n the preparation of th1s paper by Dr. Qary‘Walters and Ruth Sullivan s

and the'patfence.and encouragement’ given me y uiﬁe, Fusako, who sus- . . ]

&t

' tained me through the bad moments ,and my dalghter-Mao who believed in me.

:
’ 3
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- it was not until the mid-éighth century that paper started to be used

’ . CHAPTER 1 .
. , S,

EARLY PAPER FOLDING

w
A

‘ )

\ The history of ‘paper Aolding developed after a buddhist monk
brought paper making methods along with paper folding methods into
Japan from China in 538 A.D. o S )

According to a study «entitled Paper and Mass Culture of Japan,.

4

‘for writing and painting.? The early Japanese did not have the custom

of burning paper at funerals like tﬁe Chinese. Therefore, certain ques-
tions arise sucﬁ as: what did the ancient Japanese use paper for, and

why did the Japanese and not the Chinese develop most of the paper folds,

and did they think of them as art? <

' . 3 ¢
I believe the questions can be answered by investigating early

Japanese ideas about 1ife, society, and‘mahﬁSIrelations to the world

"around him; that is, t#e first elemept of national character.

! Although the origins of the Japanese people are not known for
certain, ‘it is believed that they are of a mixed ancestry, including im-

migrants from northern parts of the Asian mainland and ffom coastal

‘regions of southeast Asia or from Indonesia“or Polynesia, who inhabited

|

. 'y :
the. Japanes, islands about 5000 years ago.® As the earlier society of.

2Tguneichi noto,'"?aper and Mass Culture of Japan", Nihon
Bunka, I, p. 224 . ! :

‘3George Sanson, A History of Japan to 1334 (Stanford: - Stanford

University Press, 1958), p. 12. ' .

»

~
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- “hunters and fishermen was transformed into an agrarian society by immi-

! | grants from southeast Asia or from Indonesia or Ponnes1a; the simple _

customs of&individuafs developed: into the tribe or clan and then into an
L , \

o ordggi;gd state with”associated agrarian ritual and beliefs.*

~  But it is next to impossible to construct a coﬁo1ete p%cture
- {

»  of Japanese society. Archaeology does not tell the whole seory and .the

*

1iterary documents availab1e now were compi]ed, in pé;;?at least, for
, - ) K\woe11berate political purposes However, they no doubt embody much valu-
able evidence about the nature of Japanese society and the development

of Japanese thought before the year. 500 A.D. For this reason, it is
° . ~

“ ‘ worth ouoting some of the texts from Kojiki ("Record of Ancient Matters")

and from the N1hong1 ("Chronicles of Japan") so that we can get some clue

J [

- as to genuine Japanese trad1t1on :
The ‘traveller fkom Wei China reported the practice of ritual

" cleanliness which is ach¥eved by lustration and similar rites and by ab-

. stention from what is unclean.
The weq/report recorded "as follows:

. Wheh death occurs, mourning is observed for more than
' ten days. . . . Whenrthe funeral is over, all members of the
* . whole family go into the Water to cleanse’themselves in a bath
' of purificatione When they go on voyages across the sea,
: ' they always select a man who does not comb his hair, does not
' ' - rid himself of fleas, lets his clothing get dirty, does not
eat meat, and ‘does not approach women. Th1s man behaves like .
a mourner and 1s1ca1]ed the fortune keeper.® \

N \

“Ibid.

SWei dynasty (200 265 A.D.); Wei records are the most detailed
and most reliable of the early Chinese notices of Japan. They indicate
that a number of Japanese tribes or“¢clans living in Southern Japdn had
unified under a single leadership by the middle of the third century.

~

! * ;"GGeorge Sanson, 1958, p. 25.

)
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| 4 : . L
Worshipping god (Kami) and purification are the most important fea-

o

‘tures of the early cults and of Shinto.?

.

- -« [
The word Kami is usually rendered as god or spirit in Western lang-
uages, but this¢worq carries phe general sense of upper or §uperior and a
~lf{\\in\g or person is.called.Kami if it is felt to possess some’ superior qua111’

ties or power. Kami'stands for a special Eower or influence possessed by

- . i

ertain péf;one, things, or places.® v _I.

\ =

Here 'is a quotation frem the Nihongi, which seems to be concerned
ith the early cult and the origin of paper folding. .

. 3 * - When the Sun Goddess came to shut herself up in the Rock Cave
fWof Heaven. . . . ‘Here upon Ama-no-Mikoto rooted up a true Sakakij -
' 'evergreen branch' tree of the Heavenly Mount Kagu, hang upon its
upper branches a mirror of eight hands, made by the ancester of the
mirror makers. . . .on the middle branches he hung carved jéewels of
Yasaka. . .on the lower branches he hung.tree:fibre (made of bark
of the paper mulberry). . .so she opened a 1ittle the Rock-door and
peeped out.?®

[

It is interesting to compare the charms used in the early cults with

~

_that of Shinto ceremony, for the sacred Sakaki tree (a species of Eurya ocha- ,'

V. cea), Mirror, Sword, Jewel and Yushide (a divine offering made of paper) are

.sti1l1 indispensable to Shinto. L ;
. ) ‘ N
For this reason, it is believed that the earliest paper product was

"oné similar to the paper stripé attached to a sacred rope with tufts of straw.

r

and used as symbols in Shinto. Iﬁ'the credation of these eé?%y p}oducts, bark

+

, of the paper mulberry, was hung on evergreen trees Peper was probabiy sacred

in the ear]y cults (see Figs. 1-5). h' - ) .o

1‘? \ i
" : ot )

7The use of the word Shinto to describe the early beliefs of the Jap-

anese is apt to be misleading in so-:far as it suggests an organized réligion,

because Shinto is not a religion like Buddhism or Christianity but rather an

expression of the most intimate and v1ta1 sentiments of the Japanese.
°George Sanson, 1958,yp 25. ’

’Unknown Nihongi, trans. by W G. Aston (Rutland The Charles E.
Tuttle Co., 1972), p. E

- . ¥
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° The sacredrwpeShime-Néwa, in Japaﬁese is hung on the four sides

of the place believed ﬁo be or to'be made sacred. It is used as a sign

to avert evil spirits and as a demarcation' against pollution.!®
It "5 woven of clean rice straw always twisted in a left-
ward direction from which 7, 5, and 3 strips of straw are drawn .
out at intervals. Hence, the Ch1nese refer to this rope as the :
~ 7,5 and 3 rope. Between these strips of straw are fastened the

Yush1de, a divine offer1ng made of paper.!! (see Fig. 3). T >
T ' e It is ment1oned in the Kojiki and the Nihongi that straw rope

became §acred‘because of a great mythological event. One day the Sun-
Goddess emergeé from tﬁe Heavenly-Rock-Cave into which she had retirgd
out of ﬁispleasure and from which she was ushered.into‘a new Palace. On
that serious occasion, the ﬁ;w Palace was.surrounQed by straw rope to
prevent her from retﬁrning'to the Cave. ‘

" o Bdt since Shime-Nawa is woven of rﬁc§~§traw, I believed- that
there may bé\some relation between its origin ‘and the agrgrian rites.

. In Japan, farming was propagated on the southmost island of Japan during:
the first ceﬁtury B.C.. It s be]ieved'théé the ihen main* growing crop
was waterfield rice plant and the method\of rice plant culture was that
of scattering the seeds in A;rsh land. The farmers had to enclose the
rice field in the marsh land by hanging rope around to indicate the own-
ership of the field.'?

Strips of bark from trees were attached to the rope at inter-

vals. They, flapping in the wind, might oust vermin from the field and

l°Whené<!he history of Shinto shrines is traced back to the begin-
ning in the ancient period one finds shrines of which the very grounds
were sacred and their mountains and forest considered holy.
1
1aisabure Akiyama, Shinto and its Architecture (Tokyo: Tokyo
News ‘Service Ltd., 1955), p. 115.

12§ynio Yanagida, Ine, no Nihonshi (Tokyo: Chikuma-shobo, 1970),

P. 273.
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the farmers might then imagine that it v;as the result of the povge#' of
the siipg'of bark that-enabled them fo enjby a "good harvest. This con-
cepiion is speculative but I believe ‘that by assoefatfpn with agrarian

.ri;es and beljefs, the.rope and the strips ofbark eventually beéame thg.

sacred Shime-Nawa. - . S .
- A further inqicafion of the'sacred function of rope %s thehpre-

- historical potteries found in japan:which have mysterious stféw,rope
patterns;- old Ch%nesg documents reveal that in Japan there was -no ideo-

§raph,qon1y carving wood and making kdots. In The Golden Bough, J. G.

Frazer says that many people in different parts of the world entertain
a strong objection to haviqg'any knot about their person at certain.cri- -

tical seésohs, particularly childbirth, marriage and death. But knots

are not only taboos. They may also " . . . serve to avert not only

wizards and wolves but death itself."!?

0“' The evidence thus suggegts that rope has been used ;ot 6n1y
for practicé] purposeé but also, és in the case of paper, as a vehicle
for the expression of a universal sense of the sacredness.of fertility
which is instinctive in mankind. There is no clear reason wﬁy sacred-_
ness- is as§oc%ated'with rope and paper. It might be conferred by its
rarity, by its beauty, by its éxceptiona] shape.or by 1ts.gre;€ utility.
I would suggest it is because.of'a feeling that in ft-the.]uck and hope and
power of man are vested arising from the new ‘sensual experience of work-
4ing with rope or paper.

‘This emotion can also be/;al]ed Kami in Japanese. This emotion

{ . \
¢

1%J. G. Frazer, The Golden Bough (London: Macmiifan & Co.
1967), pp. 314-320.

o
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{s described by Ernest.Cossirer 1n(his discussion of the unconscious .

basis of "human myth, language, artlénd %c{gnce — what he calls the un-

copscious grammer of experié%ce.

Just let spontaneous feeling invest the object before
him,-or his own pérScna] condition, or some display of power
that surprises him, with an air of holiness, and the momen-
tary god has been experienced and created. In stark unique- T
ness and singleness it confronts us; '‘nqt as a part of some °
force which may manifest itself here, there and everywherge,
in various places and times, and for different persons, but
as something that exists only here and now, in one su?ﬂect
whom it overwhelms and holds in thrall.!'* /

It is probahly through the cohnectjon of '%xperignce_of the

‘momentary god' with a strong feeling of new génsua] egberiené; that paper
folds and straw ropes find expression in early Japanese Shinto. How

. is it possiblg‘to jo%n two dissimilar experiences? It is by ". . . the
use of metaphor,‘By finding fhe image or symbol that unites them at some
deeper emotional 1e!g] of meaning",'!® so that man may protect his
limiteh &apacities from the confusion of overloading with information
and knowledge of his environment and himself.

3

Paul Klee states in his jounals as f

The history of the work [of art], which is chiefly gen-
esis, may be briefly characterised as a secret spark from some-
where which kindles the spirit of man With its glow and moves
his hand, and the movement is translated into matter. The
work das human action is movement both in the productive and re-
ceptive sense.?'® 5

\

xl‘,Ernst: Cassirer, Language and Myth, ti‘ans. Susanne K. Langer
(New York: Dover Publicatiems Inc., 1953), p. 18. ) -

155, s. Bruner, On Knowing (New York: 'Atheneum, 196'8), p. 18.

. . ' W
16paul’ Klee, Notebooks Volume 1, The Thinking Eye, trans. b
> 357.

Ralph Manheim, ed.\bgg Spiller (London: Lund Humphries, 1967), p

’




«f

The 'indivisible moment of exper{ence' or the 'secret spark'
come fron the.phenomena of nature, consisting of the sun, noon, stars,’
wind, thunder,‘lightningt rainstorm, and so on; eartiy pnenomena such
as rivers, seas, mountains, waterfa]ls.“fountains, stones, rocks and,

the Tike; animals; trees; and even such inanimate things as mirrors,

%
\J

swords, Jewels, scarfs ‘and straw-rope. -

)
Pr1m1t1ve man confronted by phenomena aof this kind would think

of fepishes. sp1r1ts_or gods. Mr. Collingwood proposed to call the level .

of experience where these associations take place. 'the psychical level';
? . )
the level of experience at which we merely feel in the double segse of

that word, i.e., experience sensations todether with,their peculilar emo-

tional ch A7 '
' n n “c arge ; - W—“-J LY -

What man sees at this level is the image of feeling which

S s transmission .of phénohena, projection from hyper-dimensional,

unls

a metaphor for protection, divination, mystery, It is therefore, a

moment of vision, 'a momentary. experience' or 'secret spark’ fhat distin-
guishes such phenomena and objects from ord%nany experiences. It is an K
organic production of the egndiiion of existence:. ‘

" The earlfest paper folds are a symbolical projection of this
specia] experience or subjective rea11ty or, in the words of Susanne
Langer, f. . . the direct presentat1on of a fee11ng 1\%\“\deep1y rooted

in primitive sent1ments. They are ". . the absolute image—the 1mage

17r.G. Collingwood, The Principles of Art (Oxford: . Clarendon
Press, 1938, Oxford University Press, 1969), p. 164. :

.

18paul Klee, 1968, p. 59. ' N

19gusanne K. Langer, Pfoblems of Art (New York: Charles Scrib;
ner's Sons, 1957), p. 134. 4
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‘;'re'ct awareness,,emotion,‘V1ta1ity. per§o_na'l identity — Hi’e Hved.and

. - . . , ’

. . : ] .
of what otherwise would be irrational, as it Js 1iterally ineffable; di-

‘ \ L : .
felt, the matrix of mentality."?? —_— ) . .

The early, paper,,fc;]ds; then, were not added to Japgnes; Tiferbut '
wefe that Tife itself. '

) . L
2%1bid., 'p. 139. ‘ .
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| CEREMONIAL PAPER FOLDING .

\l .
I have found that the symbolical projection of 'ideas of feel-

»

ing', 'the direct presentation of a feeling', motivated by the Flexible
1ntérp1ay of pe;ception, thought, impulse, intqif{on and emotion, is the
genesis of paper foldings. B “
From thé earliest times man, using his power of id(-_:at'i-on, has
been eng‘aged in a search for gengra] ‘ru]es wﬁereby to' turﬁ the order of
natural phenomena to his own advgntage.zl_ 'Mar;'s visual pérceptibn, far
from being a stream of impres;ions, is shaped by his concepts or his
wu;wderstanding‘ of generalities so that man can abstract h}s c;onc'ebt:'Man
projects ideas and feelings into a new dimension and synboh‘ze's .them.
This is wpat is meant by @}o.ncept of subjective experience.
| As intellectual and cultural devé]opment progresses, our
relation toward’' the outer world changes proportionally from
passive to active attitude. Man ceases to be a mere shuttle-
tock at the mercy of outward impressions and influences; he

exercises his own will to direct the course of events accord-
ing to his needs and wishes.?? A

In this way, the 'power of 'a gi\}en gmoti'on' over man is rép'lac‘éd

by his power over it; he becomes aware of himself in the activity of feel-

213. G. Frazer, 1967, p. 65.

22Frnst Cassirer, 1953, p. 19.
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fng the sensations and-emotions of the moment. ' He dominates his feeling. ’ i

.been an anonymous body of religious practices as a system comparable to

¢ 0
L ‘ .
¥
* '10" ., . i i

[<]

' As'I'mentioned/above, in relation to early paper folding, the -
great. heros who have superior quality or power ;re pa]?ed Kami. Such
heros led the federation of the 9132§‘t° the establishment of cehtra1 ,
power in the Yamato district about the fourth century A.D.. For this / ‘
reason;, the word 'Government' is usually translated into Japangse,as *
“Mastu:igoto"'which heans the business ofiyorship or ceremonial ohser- : i?}
vances. It was in this capacity that the.early'emperors presidedlover
the state, ‘!nd their saqred function gave them a certain pohtica'l advan-
t-age.23 The Imper1a1 Palace and the Shinto containing the Sacred Rega-
11a were equa11y sacred, practically qne and the same,‘and the priests
took pgrt/iﬁ state administration. . R [ .

In the fourth century A.D., Buddhism and Confucianism were
introduced to Japan. The1r introduction created strife between the Buddi

%

hist and the heros of the clans, who e functions were concerneé\h1th the

24

practices of nature worshlp They served- to stimulate in some way the

ancient cults and persuaded its adherents to regard what had hitherto

those two organized beliefs. Thus, the sharmanistic ritual of early

Shinto wés institutionalized and organized; the rite of nature worship :

became a ceremony of emperor worship (the emperors being the descendents
of great "heros), and the early ritual was augmented by an enjoyment of

ceremonies and a delight -in beautiful color and shape.?® As part of the

23George Sanson, 1958, p. 35.

\

241p44., p. 77.

551b1d., p. 214,




rites of nature worship, ropes and paper folds had been absolute images
- \

or formulated experiences: they were in themselves sacred. Under the
ceremony of emperor worship, however, ‘they became mere ornaments of cer-
emony; they became symbois of sacredness, i.e. they were sacred as sym-
bols that ". . . embedy basic ideas of life and death, of man and the

world. . . 26 Ao

During the He1an Period (794 < 894 A.D. ) paper fo1d1ng cdnt1—

ben ‘44 ‘nued to f10urish in ceremon1a1 pract1ce In order to understand why this

,S

!

é;f§§/so’ it is necessary to.reviéw the histOry of Japan. During the sev-'

enth, efghthand ninth centuries, institutions in Japan were built up N

after the Chinese model.?” ‘And under the influence of an ancient belief
that a dwe11ing p]ace was polluted by death, the.center of goverfment = °
transferred from place to p1ace, wherever there was an appropr1ate p]ace
for the' heart bf an agrarian society.?®

In the Nara Period (710 ¥ 774 A.D.), Buddnhism, which was spon-
sored and promoted by the ruling class , for their own purpose of central-
izing power, spread so rapidly that Buddhfst monasteries attained a!pos1-
tion of threatening the Imperial House. " This was one of the reasons - 7

for moving the capita] from Nara to Kyoto. But it is worth mentioning

«*

28%usanne K. /Langer, Philosophy in a New Key, Mentorooks (New

York: 'New American Library, 1951), p. 133.
AN

{?George Sanson, 1958,'p. 62.

2%1bid., p. 82. - .

291b4d., p. 89. - v ’
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that the great anfhoiogy of poetry called Manyoshu, which can be taken

as ref]ecting Japanese sentiment in the seventh ‘and eighth centuries,

2
reflects a strong and continuing current of enjoyment ofrthe beauty of,

nature. despite the Buddhist. influence.?® v

The main feature of the early Heian Period my. be described
as a reaction against the Chinese infiuence. The'Japanese'wished fo
free themselves from Chinese dominance in matter of learning, thought
and taste, while still réspecting the Chinese intellectual tradition.®

The daiiy life of Heian men and women in the middle and upper ciasses

. Was governed by divination which in general indicates the precautions

which a man must take against misfortune, and exorcism, both of which be-
longed to a tradition of magic and sorcery going baek to a remote past'
long before the'influence 6¥>Buddhism had touched Japan.®? For these’
reasons it can be said that foreign ideas 11ke Buddhism and Confucian-

ﬂsm did not make a lasting 1mpres51on “on the Japanese mind.

During the Heian Period, the later kind of e]aborate ceremonial

paper fo’ldings and knot‘\xeking was w1de1y :se/d’ith overt or covert 1it-

eral signification among aristocrats on sué¥’occasions as Shinto ceremo-

nies, presentations of merit,. and weddings (see Figs. 6-13).%° Noshi,

a typical p\ser ornament of this kind, 1sé%ttached to a gift with a bound

paper string cu]minating sometimes 1n an eiaborateiiy tied knot (see

301b1d., p. 92.
NI :
*11bid., p. 129.

1

321pid., p." 213.

33gaburno ‘lenagé; Nihon Bunl;a shi (Tokyo: Iwanami, 1956), p. 76.

*
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Figs. 6 - 8).
The Qord Noshi is an abbrev1ation of Noshi-Awabi, a thin
strip of dried abalone attached in the middle of the paper- ‘
fold. 'The use of abalone on-Noshi for g1ft dates back to
twelfth century, though its s1gn1f1cance is-no 1onger known. ?
The carefully tied knot is called Musub1, ile the fold and

knot together are termed Mizuhiki to signify the hope of the giver that

the recipient w111 enjoy good fortune. "The ascet1c motive, the feeling | .
for: simplicity, frugality which one finds in Nosh1 is a charact%r1st1c ’ T !

1

of Heian taste as is the strong sense of form and color expressed by con-

| trast in brilliant costume and elaborate ceremonial. It is ". . .an

e

integral part of the great aesthetic tradition which is perhaps rooted
- . - r
135 .

in the early ideas of ritual purity.'

-

From the Heian tradition of ceremonial paperfolding and knot

tying developed the traditjongof Japanese packaging. The methods and

i

techniques of paper folds and knots used in batkaging§ were inherited and

preserved by folk Ertisans because of their appearance of sacredness.e

VA - ‘ d-

' Mr. Hideyuki Oka points .out in his book How to Wrap 5 More Eggs that the i |
; , ¢

purpose of the package was to d;gtriminate between the content and pollu-

N

tion. 3"

Historians have noticed that the connection between value and

1

' cleanliness is basic in Japanese culture and originates in the earliest

L]

formation of that culture,

S41ga0 Honda, The World of Origami (Tokyo: Japan Publications

. Trading Co., 1965), p. 27.
o 3%Geotge Sanson, 1958, P 179.

"Hideyuki Oka, How to Wrap 5 More Eggs (Tokyo Bijustu Shup- )
pan, 1974), p. 12. .
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“ : It is useful, however, to notice that the beginnings of
: : mora¥ consciousness can be traced in the earliest mythological - -

narratives, in thg, words represented by the Chinese characters - .
standing for 'good' and 'bad'. The native words are Yoki dnd

v o Ashiki, 'good' and 'bad' in the sense of agreeable and dis-
agreeable., But we also find, para11e1 with Yoki and Ashiki, -
pairs like “Uruwashiki and. Kitanaki, 'clean' and 'd1rty » and
Yoki and Ashiki themse]ves used’fo;g,ducky and un]ucky

For the anc1ent Japanese, sin implies not only penal offense

L4

3

" but a]so 111ness disasterof nature,’ betng f11thy and everyth1ng Q:n has

a hatred for and d1s]1ke of.3® Man as a g1ver, therefore, must wrap his

~ 3 . . -

.gifts‘jn a careful and elaborate way so that the recfpient will think

- their content is pure. \ ) ¢

1

One may thinklof this, as‘an act of magic; the word ‘magic' is

. s [} .

/ used here to denote ?erta1n practices ésSociated with primitive sqcieties.. = -
In early Shingo (nature wor§p1p) thé?e were many magical practices like -

divinatlon by burn1ng;an1ma1 bone or tortoise shell.®® The ear11est Chi-

§ o nese accounts of 1ife "in Japan tell h§fthe mag1c power of the Queen of .. : 1
\\ the Wa -("Japan") who was a great sorceress
: - R R "The Magical act is", as Mr. Collingwood suggests, "to gene?ate . |
h N N ' \ 3 L3 « I3
; \T_A——\\\\t, in the agent:or agents specific emotions iﬁat\are cons1deredbpehe$sary or ;
I . * - N ’ ' » . M
§ . useful for the work of 1iving; the secondary function of a magical act
L . ‘ a.'Geox.'ge Sanson, 1958} p. 80. - S . / '
: - ) “ :
S . ° **sgburo Ienaga, 1956, p. 212 |
.. & v .. o ) ' . .
g 4 - ' %90nknown, 'K ojiky trans. by D, L: Phillipi ('Ib&kAo: Tokyo Uni-
' versity Press, 1969), p. 92. . - “
v *OGeorge Sanson, 1958, p. .80. ' $ : ‘

i
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\ . is to generate in others, friends or enemies of theagent, emoti&ﬁ use~

ful or detrimental to the lives of these others.""! ' ¢

This definitionxcaﬁ bé’gsed to differentiate early folding from

~

' c
ceremonia] folding; early folding is used to genefqte in paper a certain

: emot1on that is valued for itself becqgge it is sacred; ceremon1al fold-
» ing is a means of generat1ng in others or friends usefu1 emotion. This . ;

L4

\\d1fference 1s°captured in the distinction Susanne K Langer draws between .
\he\sxmbo1 used in art (ceremonial folding) and the Art symbol (early fold-
1ng). The d1fference befween them is not only of fhnct1on but of kind.

- . Symbols occuring “in art are symbols 1n the usual sense,
.~ . though of all degrees of complexity, from simplést directness
§ to .extreme indirectnes§, from singleness to deep interpenetra-
- tion from perfect 1uc1d1ty to the densest overdetermination.

They have meanings, in the full sense that any semanticist

: ' would accept. And those meanings, as well as the’ images that

.- ‘convey them, enter into the work of art as elements in-its

‘ coggosit1on They serve to create the work the expressive.

fo .

t The “art symbo., on the other handyp is the expressive form.
It is'not a symbol in the full famibiar,sense, for it does not
convey something beyond itself. Therefore, it canrot stri t
be said to have a mean1ng, ‘what it does have is import.

. * . .a symbol in a special and derivative ‘sense, because 1t*ﬂoes

" o not fulfill all the funct1on§h:;strue symbol: it formulates

' : d

. ’
15 »

and obJect1T1es experience for direct intellectual perception,
or 1ntu1t1on, but it does not tract a tancept foy discursive
'thought D 0 .

. .
% : v

Early fo]d1ng came into existence, then, from sensory experience

s Rl

by means of attending not to.how the phys1ca1.obJect felt and looked but
s
to the emotional feeling itself which was objectified in the folds of -

paper and in the knot‘of rope. It was an’ obaect1ve‘project1on of ‘exper-
» . S .

. N

“IR, G. Collingwood, 1969, pp. 66-67.

s " ) l"zSuénne*(. Langer, 1957, pp. 138-139, .

“u
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ience', 'an absolute image'. " The pﬁimary function of such an 1mage’1s

to formulate éxpgrience as something imaginable. The next Etabe in cog- “we

¥
nitive activi‘& is the conversion of- image- into logos. Ceremonial fold-

) . 7
. 1s no lénger the fold itself, but what it represents, its meanings.

»

‘ _ The teremonial folds are the articulated symgols of what the

early folds present; they are ideas of feeling.

-

} ing represents this conversion in which the raison d'etre of the objeEt"
|
|
|
|
|
|

4
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CHAPTER I11
N

\ | ~PAPER FOLDING AS PLAY — ORIGAMI
Rk . . RS = y . '

s
2

In the beginning,'as%I have said, paperfolds were sacred oh-
-3 , C

# ’ .jeéts.. Ther, they.became charms or ornaments of the Shinto ceremony,
- ' symbglfs of sacredness. Shime-Nawa- and Mizuhiki were both symbolical

. objetfs consisting of paper folds and ropes and/or knots togethe}.
, "~ In the later Heian Period, paperfolding and-knot making evolved
sepératelg\and both, at this time, I beligve,. entered into the. domain
of play; the}_became‘a form of aﬁusement. Paperfo]d%ng evolved into
— - " Origami, while knot making evolved into Ayatori which is known as cgt-
' " cradling in English.
SN Tﬂeré,is, however, 1ittle direct evidence for the claim that
the recreétiona] paper folding we' call ggiggmj_came'intb existence and‘
widened its répe;foirg of folds in the later Heian Period other than

an ode by Kiyosuke Fujiwara (1104 - 1177). 1In this ode Fujiwara des-

cribes foldind a frog out of blue papigﬁand sending it to his mistress.*?.

Despite this limited evidence, it is reasonable to suppose that the - .
. : N - . \ . .
figures of ceremonial paperfoldings such as the crane, tortoise and
. , .

butterfly evolved at this time into theﬂrééreationa] f1§ures of Origémi.

X

’
L

e, *’Kosho Uchiyama, Origami (Tokyo: Kokudo-sha, 1962), p. 203.
o — Srigams p ‘

-

~

t
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A

-letely captivate the players' mind in spite of its 1ack,of\ser10usne%§ ' \ '~:f
and necessity for daily 1ife. It must be ndted that the emotion which/ .

.'w ’ﬁ
captivates the p1ayers m1nd seems to arise from- the common méﬁ%a1 exper- s

‘folds as an organic product of the condition of exjstenEe.

LR
3

* ) s - . . A —* ’ I3 3
his language, religion, production techniques,’ courtship, various court- ~ * .
v . 'Y RS C R C o
esies and art."} SN : ‘ R )
‘ i N \]
“YEdward- Kallop, "Introduction » Samuel Randlett, The Art of )
Origami (New York: E. P Dutton & Co., Inc., 1961), p. 13. .
» .
l'SJ'hol'xan Huizinga, Homo ,Ludens, trans. Hideo ’l‘akahashi (Tokyo v A

#

In ‘ceremonial paperfo1d1ng these figdres were symbo]s The crane and tor-} U//
toise were symbols of good fortune and 1ong life; the carp was symbo]1c

of persistenpy ?nd aSp1rat1on, while the frog was an emblem of love and

%ert11ity e uj'lwara'1 odh indicates. thé transitibh from ceremonial

.to recreat1onal papeufo1d1ng that must have taken p]ace about th1s time ' N

- because he uses the trad1t1ona1 symbo] of loveiand fert111ty in courting

v . -
his mistress, but he uses it outside of the ceremony. « ]
v 4

Qh order to clarify the reason why ceremon1a]‘paperfold1ng as

. *

symbo1s of sacredness evolved into Origami as play, it is usefu] to 1n-

i‘\
LT

quire br1ef1y into the nature of play. -

- Johan Huizinga searches for the root,bf play in'the oftgin o6f "2/" ..
man's history and still further in preh1storic times. According to him, :w” Ch

play generally speaking, is a free activity which, however, cau]d comp- y

ience which I have descr1bed in mpdiscussion of the-or1g1n of early papgr‘ .

A
- - , ?

»

Huizinga posits‘gnmething which’can only be\;a11ed_p1ay as a oz

condition for the development of primitive man's tife and behaviour —

Chﬁoh—KOuronsha., 1963), ‘bp. 11-32. . A T
y o v .- : o

~

"~ B . r




1nd1vidua1 and group. .

"3 / ’
, M ~ .
~

Play can include physical intellectual, moral and aesthetic

. values and these values contained in play' can project play into culture.

Play growing 1nto culture takes two forms: one 1is tje event of festivity

1ike parades or dancing and the other is the gahes held on festive occa-

sions. These two forms havé always taken place everywhere in the world.
Gamés are'compétitéve by nature, for they generally }equire

an opponent agginst whom one competes in-order to w{n. Such play always

produces “in both the opponents and spectatbrs doubts as to whether the

player can win or nof. Even in the case of games which.- do not require

an opponent, similar emotions are aroused. Tension and- insecurity are

one of the general characters attached to playing games and these emo-

tions are shared by player and audience alike. ThE most important vi1ue
attached fo competitive play is winning. Winning pro?e; one's superiprity
to the othbrs'and the superiority of one's own group to other groups.
Furthermore, the superior prowess demonstrated within thé game easily
extends to imply superiority within the culture as a whole: the winner
becomp§ a superior person, not just a superior player. He'becomes a heroy,

who embodies the whole image of cultural values and ideas of his group.

The winner, fhgn, wins something more than the game; he gets respect and

.‘js invested with honor. And this honor is extended to the entire group

_ to which the winner belongs. His success is thus identified with both

~ '

* Ip early times the ideal of p]aying for honor is mirrored in

D
- the idea] of batt1e for honor-. This homor is, at first, shared within a

sing]e fam11y or with neighbors and gradua11y extends to t , 1arger local

community and finally to a nation as a whole. Eventually t@ese ideals

, be;ome embodied in the 1iterature of the national culture. For example,

4




one's body and mind.

-ceremonial paperfolds of the Heian Period and Origami all have a common:

function, then, of expre551ng Japanese sentiments, the way of Japanese

" glorious period of brilliant development in paint1ng. 11terature, archi-

AL, SRR G STy, Y s S

-, 20 -

the 1magery9bf the Samurai sp1r1t or of medieval chivalry both expresses
and in turn 1nf1uenées the cultural attitudes and behaviour of- the groups
which produced it. It makes them study by steeling their courage, it tells’
them their obligations ano‘the term' in which they myst carry out their
mission:l&ln Japan, p1ay 11ke‘§gg:§§_(Japanese fencing) or Judo implies

activity not only physical but a]sofmenta] the aim of which is to harden -

For this reason, play may be regarded as a contribution to as
we11 as a relief for our 11fe, for it is 1ndispensab1e to the cultural a
format1on-of society and to the vital function of consciousness.in the
individual.

- The early paper folds used in the nature worship cults, the

life. It can be said that the Japanese cultural identity has been handed
down from Pemote ages to the pr-esent-day and it is this identity 1hat brought
paperfolds into being as sacred objects, as symbols and finally as play.”
The original paper #b1d1ng offered 'a moment of vision', 'a momentary ex-
perdence' or ‘secret spark', and Origami offers through recreation a means
to recapture that vision or experience, a means to rekindle the spark.

The Heian‘,grﬁﬁd is characterized as a time of peace and leisure.

v.
The period'1n which ceremonial paperfolding war}most common was also a

tecture and other artg and crafts; a period of the Japaniiation of imported
cultures, so to speak and a period -in which the aristocrats indulged in
luxurious 11v1ng But the gtnal centuries of- the Heian Period produced

a time of transition in which power was transferred from the aristocrats

I




-2 -
e ) . ’ : v
. »
to the newly rising warrdors. — Samurai. It became an unstable time soc-

\ ialiy; politically, and spiritua11y for four centurfes."

\ .
The defeat of the conservative movement led by Yorinaga
was a turning point in Japanese politicat history.  Its effect
was to bring to an end the rule of the Imperial House and to
put in its place a new system in which effective power came
into the hands .of a military class.”

The aristocrats in the later geign_Periqd escaped from the‘unw ,
stab]eﬂfrustrating world and engaged in the world of‘imagination through
-various ceremonies games of cards, poem competitions and sports, just for

r a pastime. They had no work to do whatever, only the business of being
supported and being amused.*® *

Paperfolding as play, then, perhaps originated in a negative
withdrawal from an unfulfilling cultural order dur;ng the later Heian
Period but it positiveiy preserved the benefits of aesthetic experience
" and flourished in the succeeding Edo Period (1603 - 1860) as Origami.

Having given up the worid as it were,/éan can still

’ find in abstract beauty one reaim in. harmohy with his soul,

one reaim where things are as he eanys mak ng and seeing
them.*

r

rigami is a form of amusement, but it required discipline as
: ) 3

" ~

-well. There are unwritten rules such as:

LY
“$saburo Iemaga, 1956, pp. 76~78..

k]
l’7(','en:n:ge Sanson, 1958, p. 212.

.
’

\*®Saburo Tenaga, 1956, pp. 76-81.

[
!

" Malter Abell,.The Collective Dream in Art (New York: Scho-
cken Books, 1966), p. 242.

N
AN

" \
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| . 1. The paper model (a desired shape to be made) must :
be achieved by folding only, without the aid of scissors or ;

glue. (There are, however, standard models in exjistence,

which with cutting or adding color, become so perfect that

the end is held,to Just1fy the means, and scissors and glue

were allowed).

2. The shape of the mode] should be easily recognisabTe
withouth thewdddition of colors or special markings.

3. The model should be capab]e of folding flat after it
o has been displayed. 50

~ o

‘ i ) Thig/formfﬁf/d%sc1611ne is §#mi1ar}to the discibline practiced

in Taoism, a derivation of Zen. Zen, like TEoism, is the worship of Rel-

ativity and aims at establishing an intimate relation between man and
b AN

the universe.”™ N

The chief contribution of Taoism to Asiatic life has
been in the realmof aesthetics. Taoism is the art of being
- , in the world; for it deals with the present — ourselves, it §§3
p is 1in us that god meets with Nature and yesterday parts from '
f tommorrow. The Present is the moving Infinity, the legitimate
e sphere of the Relative. Relativity seeks Adjustment; Adjust-
" ment is Art. The art of life 1ies in constant readjustment
, to our surrounding. Taoism accepts the mundane as it is and -
tries to find beauty in our world of woe and worry.>!

~ B ..

\ . -

Zen was and is a way of life. Zen's conception of greatness -
is in th; sma11est incidents of life; - it, therefore emphésizgd a discip-f
- 1ine of the self, applying as much to ar?i%ts as to.warriors, to the
physical p}ocess of creativity as wé]] as to the aesthetic vision. More-
. over, Origami is a 'sensitive art' w1th overton:s of mystical experience

fundamental to the pract1ce of Zen:

4%

N S%Rabert Harbin, Pager Magic (London John Maxfield Ltd.,
1956), p. 1l.

~

' N
M Slgakuzo Okakura, The Book of Tea (Rutland: The Charles E.

Tuttle Company, Inc., 1956), p. 44.

bk T
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At the magic touch of the beautiful the secret cords of

i(' our being are awakened, we vibrate and thrill in response to

its call. Mind speak to mind. We listen to the unspoken, we
gaze upon the unseen. The master calls forth notes we Know
not of. Memorg Tong forgotten all came back to us with a new
significance.’* -

Two impdrtant books of Origami were published at the end of the
eighteenth century by the head priest at a temple called the Roko - An of

Ise. One is called ChiishinguraQrikata, in which Origami presentations 'of
thg activities of t?me main characters in all eleven acts of the famous
play Chushingura appear in woodcut 111ustration;., The other, Senbazuru
Orikata ("Folding the Thousand Cranes") contains the most widely knowr‘f
crane folding method and makes skillful use c;f the appeal of the bird as

a symboﬂof good fortune (see Figs. 50-&52). " The folding methods call for

~ the use of one sheet of Origami paber. in which one makes a number of slits

to produce a fairly good number of mutually .connected squares. Each of
these squares folded into a crane gives a very virtuoso Origami effect.. .
Tﬁ‘g book il1lustrates the Rroper\ cutting m;athods and makes full use of the
special stiffness of Japanese paper to produce a.typical Japanese Origami.®®
The most famous Origami 7book of all is Kan-no-Mado, which, how-
ever, is pr'opeﬂy called K'axara.-Gusa.s".‘It contains over ten ceremonial
folds and over thirty of the folds that belong to the recreational class.
A1l of them are illustrated brush drawings': The author of thfs book;

Adachi Katsuyuki (d 1850) remarks: C ) ' ’
o ‘ _ .

52 (
, Ibid., p. 78.

5318a0 Honda, 1965, p. 26. .
Id

4

S*Kohel Nagano, "The miscellangous note of Origami", Taiyo, .

March, 1968, p. 115,




arts of a leisured class. Since Adachi Katsuyuki;é method requires the _
'use of scissor§,nIsao Honda, one commentator, remarks that the Kayara-
Gusa fo]ds are not the finest as far as true Origami goes because scissqrs

" are used quite often and the folding fechz}rues are most complicated. The

i

Origami spread as an amusement for friends. Since such
folds as the thousand cranes, the boat, the vehicle, the lotus
flower, the sanbo, the komoso the thread container and variety b
of type of he]mets, are all geneﬁai4¥\known, there is no need. ad
to illustrate them.%¥

' His remark indicates that Origami has become very popular among
pupils of the time, nama]} the Genroku era.' This clearly reflects the
mood of the citizens, éheir interest in play and novels and the plastic

arts.®® The most prominent figures were Chikamatsu Monzaemon, the great

playwri (1653 - ]724) Ihara Saikaku, the most g1fted novelist (d 1693);

Hishikawa Monorobu (d 1714), a founder of the Ukiyo-E; and perhaps here

one should also include the it1nerant poet Matsuo Bashd (1649-1694), a
great master of Haiku or seventeen-syllable poetic epigram.®’

‘Thus, in the 19th century, Origami took its place among the

t

: o

$51sao Honda), 1965, p. 24. - ~ ‘

1

“Strictly ‘speaking, Genroku is the name of t:he era lasting from
1688 - 1704; _but it is commonly used to denote a. .pattern of life which
flourished in those years, when urban society in Japan had reached a
peak of material prosperity and a blossoming of the arts was enjoyed by
the citizens. The civilian population of the Genroku era, consisting of
manufacturers, merchants and their employees, contributed to the evolution
of the culture in the domain of ‘arts more freely than the Samurai who were

"restricted by the rules and manners of feudalistic moral, and who were v

obliged to suppress their feelings. =y
x o ‘ .
_ AN )

"George Sanson, A Historj of Japan 161551867 (Stanford: - Stan-
ford University Press, 1961)7\pp. 151~-153.

R




Kayara-Gusa,® however, did' encourage pupils to pursue the development of

Qrigami.” - . ’ ° ) ¥ /

. After the Second World War, Qrigami was nracticedK more than - N
ever as a hobby not only by Japanes but by pupils in countries all over
“the nor‘1d. Modern Origami folders 1ike Mr. Uchiyama, Mrs. Margaret Camp-
bell, Robert Harbin, Samuel Randlett, and Mrs. Li1114an Oppenheimer, .
emphas1ze the importance of creating new models more than copying the
» 1instructions of old folds, and they have invented a new system of Basic
Folds as they tried to solve the prob]em of how best to explain the method
of making new models. The basic fo'lds are five, according to Mr. Rand-

lett: Diamond Base, FiskBase, Bird Base, Frog Base, Waterbomb Base
Each of the basic folds has the advantages and the Timitations which dep—

NN

end upon the mode1s one wishes to make.

What' modern Origami folders are emph3sizing is sensory aware-

ness. . > ’ ' b

e the true art in papgrfowmg does not arise from o
manual dexterity. Clean folding and neat manipulation of the
paper are naturally essential, but what is needed most is vis-
jon. A moment comes when the folded base seems. nothing but a
mass of planes and angles, but in it the folder will see —
(amorphous and incomplete, but nonetheless visible) — the

' bird, animal or toy which a bit more handling and fo1d1ng will ‘
E - serve to 1iberate from the paper. It is the moment of vision
’ that distinguishes folding in pursuit of beauty and from fold-

ing merely for a pastime " or to allay nervousness. The re- . s
/ Wards of thefirst are incomparably greater.®’ .

WP -
.
-

E{ . . " 3%1gao Honda, 1965, p. 25. . i

$9samuel lRandlett The Art of Orgami (New York: E. P. Dutton, -
& Co., Inc .y 1961), P 177. . _ . R

S

$9Gershon Legman,. "Quotation ‘, in Robert Harbin, Paper Magic p
(London: John Maxfield Ltd., 1956) p. 15.
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I hope to have demonstrated that. in the early fold, in ﬁe

ceremonial fold, and in Origami,‘there lies a common.experience:'an in-

7 4 w
visible moment of experience', 'a secret spark', 'a moment of* vision', and

that Origami evolved in the twe1fth cdhtury from the ceremonial practice

of paperd{o1ding as an act of purification or qymbo]izatibn of sacredneés

which were the most important features of the early.cults and of Shinto.
I, persona]]y, can classify all paperfolds into three basic
folds: basic shape folds (F1gs. 37-44), envelope-type folds (Figs 14-
21). and ba1loon-shan; or package folds (Figs. 45-49). Such research
indicates to me that these folds were derived fnnm gift-wrapping.
It can be said, then, that Origami, originating from the‘cer-

emonial folds, is a deveTopment of wrapping folds, and the difference

- . between the two lies in the contents or what is wrapped. Cergmonial

folds were used totwrap'gifts to Kami or to superior persons;’they were
the media package to transmit Japanese sentiments.

The folds of Egiggmi_naking animals, birds, fishes, insects
and, flowers out of a sheet of square paper are life wrapping folds, and
Origami, then, grows out of the magica1’act of ceremonial.folding.

- EgjgggL_tore open the media package and treated the packaging

fo]ding — as raw mater1a1

5 it s an
P . A ks
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U CHAPTER IV

THE INVESTIGATION OF ORIGAMI MODELS

LS . ‘.:
L4

Paper s generally. considered as a material for writing or print-

~ing on or for'packagiﬁg, i.e., as a medium for transmitting contents. And

as a mediupd paper has made a great contribution to the history of man.
In early Japanesé culture paper was used for copy1ng Buddhist Scr1ptures
and recording the historical arts of man and wr1t1ng artistic ideas. Such

use of paper is typical of man; cultures. -Moreovgf, the Japanesey have ’

used paper in many practical ways for’everydéy Tlive, such-as paper slid-

ing screens, called Shog in Japanese, paper tab]ewares round fans umbrel-

las, playthings like kites-and dolls_and so on. However, most importantly,
the early dapanes believed that paper itself possessed something — a sup-
erior power,— and regarded it as a sacred object. 'In the Heién Period,”
paper was fo]ded in a specia1 way to _present a gift for the gods as a -,
symbo]l of purifying the contents. Thus{‘amopg the Ja anese, paper 1tsef¥ )
ha;_assumed symbolic meaning and paper objects have‘bZ;n used in a ceremo-
nial way. ) " . ‘ .

The purpose of the second part of this study is to find. out

the meaning of a sheet of“wﬁite square paper used in the traditional
Origami and to rediscover the'essential character of packaging as.a quali-

ty of Origami through investigating.Phe available means of-Origgmi.“

¢

i 51'I.‘he old Origami books like Kalara—Gusa, Chushingura Orikata
and Senbazuru Orikata and the traditional wrapping folding book like Noshi

- 27 -
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“{ As 1 havg sugge§ted above, 'Origami can be.v1ewed as packaging,'

d -\\J“\\\?ut'it is-necessary to clarify the meaning of packaging. As it is generally

un rstood the purpose of packaging is to wrap "something for transport or

N ‘ commarcial gain. But the Japanese regarded wrappmg .;nd packagmg as an ' ' 1
3 - ac f pldrification for the benefit of the recip1enf It was a fee1%ng of

. . love ahd tons1derat1on for others that mot1vated them to dewe]op the cere-

~ 4 ' °monia1 falds. In this'way, packaging became a form of art in that its pur- >
§ pose ;as to expressﬁanq commqnitate va]ua to the recipiaﬁt.,xfrdeed, one

S tould argué‘that in this sense all art is a kind of packaging for it con-

. o - sists of a sensual medium molded or shapea to transmit a content. It is,

T . this sense of packaéing‘that fs‘pgrserved in the art o% making folds in

| Origami.’

o %he 'e;('p_erienc.e r‘ep&ed by many folders of 6r19ami,'however,

1 '

indicates that Origami also differs from ceremonial fo]ding)in its use of
.k - i &® i K
paper. In Origami, paper is used notonly as a medium to transmit _‘he con-

(- tents but also as an instrument for discovery-or as f; vehicle for artistic %

expr‘es$i;m. Many Origami folders repprt the experience of being fascinated
- K ‘By tha discavery that a sheet of paper offers dlmost infinite possibilities. .
f‘ ‘ %§ Tﬁe square white paper cames to signify the unknown, forgotten or neglected

world, and they emphasize the importance of discovery and creation of a

foym rather ttan the mere reprodaction'of*a form by fo]loﬂing instructions -

. ~N . \
+in a manual. ) - . ’

’ - Q . . ’ ) . ~ »
. - and Tsutsuml and Tsutsumi and Musubi were unobtainable. Therefore, my ia- . !
3. - vestigation of the traditional Origami figures is limited to the available
, traditional models firom books like Harbin'sg Origami books, Randlett's The
f\ ) - « Art of Origami, Yoshizawa's Origami Dokuhon, Honda's The. World of Origami’ @
and Uchiyama's ‘Origami. : /
¢ .

/ | ' .
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In the previous chapter, I.stated that Origami evolﬁﬁd,from

% h .
ceremonial folding and the difference between the two was their pontents.

The conteht of ceremonial folds was an object bfvﬁome sort whose wrapping

symbolized a-speical Japanese sense and value. On the other. hand, the con-
teAt of Qiiggmi # 'the creative process itself.'

I define Origami, then, as an exercise, using a sheet of paper
which signifies the wofld, to wrap our 11vin§. Through this exercise we
ﬁay understand ‘more about ourselves and the world. - |

I BelieYe that in the process of unfolding ourselves and the .

world, Origami becomes something more than a pastime. It becomes a form

of art. ® .

‘ -The %o]]owing figures and tﬁe basic fo]ﬁipg diagrams are intend-
;d to. trace the development of Origami folds and tb,reVea1 clues to the
sub]1m1na1 change which represents a dialogue belween-our inner self and
what is outside of it, our scientific mind and artistic hear;; our intel-
lect and emotion

\ Since a sheet of rumpled paper can be ana]yzed 1nto e1ther ch-

two creases.

A11 Origami, tRerefore,» depends on the fourigeometrical divis-
ions of the square iﬂustrated'dbelow.' C . \ <

. .
*1s a diagram of the folds used to make the AN

N Fig. a
' lover's knot. It is called the diagonal fold

because it divides the diagonals of a square
into elght sections (Fig. 17).

T

k

L3




Fig. b

' . Fig. ¢

N7

»
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Fig. c.
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! ' Fig. d
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Fig. é} |

- 30 -

is a diagram of the folds used to make the Box, -
House. It is called the checkboard fold. The
square of paper is folded into three (Fig. 21)
or four parts (Fig. 37).

-

3

is a diagram of the folds used to make the Flying
Bird. It is called the corner radial fold. Each

of the corners of the squar of paper are divided
into four or eight sectioggszigs. 27-30).

'S

5

for example the Frog.' It is called the radial fold
from the\center. The square of paper is divided
, into 16 24 gectionf, radiating from the center

Y

Any configurati:apﬁf paper that serves as the start%ng point‘for'

) an Origami“figur;'is ca
itional-basic folds whi

folders.

11 a basic fold. Here are illustrated seven trad-

ch, however, are named differently by different-
i .

Fig. e Fig.'f

Fig. g Fig. h  Flg. i Fig. )




B It is worth not}cing thaf the comple?ed Frog Base (Fig. k)

- ' could be regardee as four tiny Fish Bases (Fig. g) Jeined together. This \ . 3
is one among many indications that tH€’intricate besic fo1%s were developed

. by 1nvent1ng*new combinations of the simple basic folds. (Figs. 46, 48)

The Basic I or A1l corner fold (Fig. e), which is be11eved to

be the oldest of all Basic fo1q§, the Pre]iminary,fcld (Fig. i), the Bird
Base (Fig. j), and the Frog Base (Fig. k) are all folde& by bripg{ng up
four cornefs together. In other words, a technique of wrgpp{hg up something
or a method of packaging is used. , . ﬂ ,

. _ New basic folds are generated by transform1ng 2§e or1grna1 shape

of the paper from square to_ another shape.

.~

The Frog Base (Fig. 1) can become the
base for the Goose (Fig. 62) or Kite

C- S'ZAA . % g' (Fig. 60), when the shape of paper is
© trangformed from square to rhombic
(\ VAN (Fig. m) or to rlght angle triangular

Fig. 1 -Fig.m Fig. n shape, (Fig. n). " ' i

“

-
The Bird base (Fig. o) makes base for

<1 the Grasshoper (Fig. 59) or Craw Fish
\\\Am A (Fig. 64), when the shape of paper is
’ N transformed from square. to right angle
» / éé@&% q g g
ﬂ\\‘ .triangular (Fig. p) or equila.teral tri-
Fig. o  Fig. p TFig.~g angular shape (Fig. q).

b |

New folds can also be generated by using two instead of one
sheet of paper (Figs. 65 - 76). '
It can be sa1d then that Origami was deve]oped fro@&the cere-

R R TR P PN TR DR TnT™ N ks ¢ o

mon1a1 folds by the three menods mentioned above:

A

1. using combinations g¥f the basic folds.
2. transforming square paper to another shape<
3. using two sheets of paper.




a8 +

Origami embodies_the 1nherent Japdnese sense of values and

sense of nature. It is a wrapping of somethind invisible and 1ntangib1e.

.

That something is, I propose. 11fe itself.
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. PRINCIPAL SPECIMENS OF SHIME-NAWA

Shime-Nawa are differently called at different places, so thgahk\ D

1 names are omitted here.




- 36 -

»

e e A

AR 0 ot i B n..{»ﬂ.na“d
.
[ L .

AP



237 .

v CEREMONIAL PAPER FOLDS

Fig. 8 - Noshi

I

. Fig. 9 - Paper scent-holder, Fig. 10 - Celebrational Bundle.

\ but aleo used as a purse. This was used as an envelope
flor a letter or as a wrapping
for a small present given on <
the occasion qof a family cale-
. . bration. '

.
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- Paper plate for ceremony.

Pig. 1\1

ck. Burdle.
~N

Fig. 13
i

Chopst

k Bundle. *

12

ic

Fig.
Chopst
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TRADITIONAL ORIGAMI- FIGURES -
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Fig. 14 - Talking Figh. Fig. 15 - Cicada.
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Pig, .17 - Lover's Knot.
(impogsible to untie). g ;
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Fig.'18 - Bunny. . Fig.-19 - Kabuto.
' (Japanese Helmet)
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23 - Fukusuke.
~headed dwarf).

Pig. 26 - Mandarin Duck.

Fig. 25 - Japanege Nightingale.
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. FLAPPING BIRDS - ,

o

1)

the chest of- the bird with one hand. By pulling the tail gently
in and out with the other hand the bird will flap its wings.

-
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Fig. 31 - Flapping Dove.
v
Pig. 34 -'Flapping Dove.

.
2 . ()- L .
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Fig. 35 - Dove.
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‘ . . BOX-SHAPE CONSTRUCTION FIGURES
(Traditional)

v
'
\ .
o

F‘Lg,37 - Box.

| N Fig. 38 - Winnowing. 1
i -
~ - .
.

] Fig. 39 - Sanbo . .
T (Sanbo ie used as an Fig. 40 - Sanbo.

offering to God).

Ay f ’ -
- |
 Fig. 42 - 'Boaf® o

Fig, 41 - Boat.
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Pig. 43 —’.‘;‘naiZ. Pig. 44 - Kago.
(Japanese Style Sedcm Chair).
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. | 3ALLOOMSHAPE CONSTRUCTION FIGURES
' . (Traditional)

. o N

Fig. 45 - Box Crane.

g Fig. &7 - Water Bomb.
o\

’

' Fig. 48 - Crab. g Pig. 49 - Crane.
‘ (The. Crab i8 made of four bird Bases). .
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.Fig. §0.- Triple Cranes.
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- NEW ORIGAMI FIGURES

:by transforming the 'shapé of the paper from a square to another shape.

i | | N »

L

Fig. 53 - Sea Gull.
(Equilateral Triangular).

. . FPig. 54 - Wild Goose.
- (Equilateral Triangular).

Fig. 56 - Swan.
‘ (Equilateral Triangular)

Fig. §5 - Butterfly. . )
< (Equilateral Triangular). /

a
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Fig. 57.- Bat. ’ Fig. 58 - Quacking Duck.
(Rhombie). . . (Rhombic).
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Fig. 59 - Grasshopper.
(Right arigle triangular).

Fig. 61 - Dragonfly.
(Hexagon).

Fig. 63 -\Rooster,

(Rhombic).

Fig. 60 - Kite. _
" (Right angle Tri®ngular).

Fig. 62 - Goose.
“ (Rhombice).

Fig. 64 - Craw Fish.
(Equilateral Triangular
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Fig.- 65 - Reindeer.

Fig.

NEW ORIGAMI FIGURES &
using two sheets of paper

L

67 - Spita.

Fig. 66 - Pig.

El,g 68 -~ Seated Fox.
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; - Fig. 69 - Rhinoceros.
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F;ig. 73 - Eagle
- ) (Two sheets of Rhombic paper).

Fig. 74 - Giraffe.
. * (Two sheets of Rhombic -
\ . paper). - ‘
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, Fig. 75 - Dragon ‘ -
(Two eheets of Equilateral Triangular -
booe paper). oot
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. Fig. 76 - Alligator.

(Two sheets cf Rhombic paper).\
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NEW ORIGAMI FIGURES

;\
’ - made by non-Japanese _ .

Fig. 78 - Rabbit

N, by W. MeComb, Ireland

: . Fig. 77 - Decoration
- by R. Harbin, England.
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\ , Fig. 79 - Brontogaurus Fig., 80 - Fly ‘
by S. Randlette, USA - . by Alice Gray, USA
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