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Kiseto and Setoguro Wares

About a forty-minute train ride from Nagoya on
the Chtis Line brings one to Tajimi. The area around
here and the town of Toki, which lies to the east,
is known as Higashi Mino and has long been a pot-
tery region. Many different kinds of pottery have
been made here over the years.

Particularly in the Momoyama period (1573-1615),
this area produced a variety of beautiful pottery
styles that can only be called the crystallization of
the spirit and skill of the Japanese: white Shino ware,
its materials soft like a light snowfall; Oribe, with
its peculiar shapes, lively designs, and characteristic
vivid green color; Kiseto ware, with its refined,
yellow surface; and the jet-black Setoguro. Yellow,
black, white, and green—to these colors were applied
various creative techniques and a keen aesthetic sense,
and the pottery of Mino came to fruition during the
Momoyama period, one of the most vigorous eras
in Japan’s cultural history.

Among these types of pottery, Kiseto and Seto-
guro do not seem to be as widely known as Shino
and Oribe. Perhaps one of the reasons for this is that
there are far fewer extant examples of these Seto
types. Some superb pieces of Kiseto and Setoguro
ware remain from the brief period of 1573-96 (the
Tensho and Bunroku eras), but little else is known
about the two types of pottery, which disappeared
from the scene shortly after that. In this book, the
reader can only be shown a mere impression of this
fascinating pottery, yet it is my pleasure if this helps
the reader toward a deeper appreciation when he or
she, sometime in the future, has a chance to see the
actual pieces themselves.

“There’s no flower that does not begin with a
bud.” So, too, with Kiseto and Setoguro. The iron
and pale yellow glazes of Koseto (Old Seto) ware,
which had been produced at Seto and Mino during
the Kamakura (1185-1333) and Muromachi (1333-
1573) periods, became associated with the wabi tea
ceremony style, and a new pottery blossomed forth.

In both the earlier and later Seto ware, a kind of
medieval sense of propriety prevailed, and from the
middle of the Tensho era (1573-92) on through the
Bunroku era (1592-96), some excellent pieces were
made.

Although Kiseto serving dishes were often used as
teabowls (see Plates 22-27), there is only one example
of a Kiseto piece made specifically as a teabowl—the
bowl known as Asaina. But the most commonly
found Kiseto pieces are the banded dahimo and dojime
serving dishes with simple lips, the gong-shaped
rinka (scalloped) bowls, the hour-glass-shaped flower
vases, a tapered, jewel-shaped incense box, a hexag-
onal saké cup, and so on. Often these pieces have
a short foot and a gently curved base, like a go-stone
box. These are the representative shapes of Kiseto
ware.

On the other hand, teabowls were about the only
kind of Setoguro made. In other words, one might
say that, in the formal tea ceremony, Kiseto ware
was used mostly for the meal service, while Setoguro
was chosen for its teabowls. Judging from the scar-
city of the pieces, and their formal shapes, they must
have been used only by the upper classes. With its
delicate, gentle color, and the light sensation imparted
to one’s hands by its thin-walled construction, Kiseto
is somehow feminine. As for Setoguro teabowls,
their jet black glaze, which was originally a result of
their having been used to check kiln temperatures,
led them to become highly prized for use in the wabi
style tea ceremony favored by Sen no Rikyi. The
feeling they impart is strictly masculine. In their time,
these pieces were cherished by Kyoto people of breed-
ing and refined taste. (The use of Setoguro in deter-
mining kiln temperature is discussed below.)

It is said that the best Kiseto was fired at the Ka-
mashita kilns of Ogaya, and the best Setoguro at the
Sengen kilns. But such superb pots did not just ab-
ruptly come into being. The forerunners of Kiseto
and Setoguro were fired at kilns that preceded these.

5



And in the same way, Shino and Oribe wares, so
representative of the Momoyama period, came into
being as a result of the search for a beauty beyond
that of Kiseto and Setoguro.

Momoyama pottery in the Mino area was born
when local potters’ groups amalgamated with war-
rior-led potter’s guilds from Owari Province (modern
Gifu and Aichi prefectures), with Korean potters who
came to Mino from the north by way of Echizen
(present-day Fukui Prefecture), and with professional
literati from Kyoto, who specialized in painting.
These groups combined in lively interchange and
produced some of Japan’s greatest pottery.

It is sometimes said that Setoguro copies the black
Korean ware known in Japan as Kuroksrai and that
Kiseto reflects the three-color glazed ware of Tang
dynasty China. But Setoguro’s jet black is incom-
parable, owing to its being pulled out of the firing
early to check the kiln’s temperature. And Kiseto’s
yellow and green developed from a new-found
technique of firing at high temperatures. One cannot
help but wonder why these two types of pottery
disappeared so quickly.

Even in the midst of the violent warfare being
waged to establish a new social order in the sixteenth
century, the generals found time for the tea cere-
mony; tea masters and artisans and urban merchants
—all these people had their connections with Mino.

The rise and fall of the kilns at Mino, where Kiseto
and Setoguro gave birth to Shino and Oribe ware,
provides an interesting view into human history

through the records left by pottery.

A “hole kiln” (anagama) site, Kama-
kura and Muromachi periods

Site of a partially underground kiln,
where Kiseto, Setoguro, and Shino

Kiins WHERE KiseTo Was FIReD

The Kamashita Kiln at Ogaya

Tokurd Kato, in his book Kiseto published in 1933
wrote that Kiseto ware was conceived at the Sobokai
kiln (also known as the Sengen kiln), achieved its
fullest development at the Kamashita kiln, then
afterwards spread to the Mutabora, Naka, and Ohira
kilns before completely disappearing.

In 1932, under Mr. Katd’s direction, an orderly
and systematic-excavation in the Mino area was
carried out for the first time at the site of the Kama-
shita kiln. Kiseto shards bearing the date Bunroku
2 (1593) were unearthed and played an important
role in dating the Mino kilns. However, the bulk of
the evidence has been destroyed by the ravages of
war.

Many of the Kiseto pieces from this kiln are small
undecorated dishes covered with a shiny glaze. The
hexagonal saké cups found among these pots gave
rise to the term “saké cup type” (guinomi-de) Kiseto
ware to describe this style.

Also fired at this kiln were bowls, serving dishes,
plates, and incense burners. These are characterized
by thin walls and soft glazing, stamped chrysanthe-
mum or paulownia designs, and incised motifs such
as plum blossom, young spring grasses, iris, day-
flower, giant radish, turnip, chrysanthemums, or
autumn grasses. Onto these designs, a fresh copper-
green or black iron glaze was splashed. The results
are marvelous. Among these pieces is a large, scal-
loped (rinka) bowl etched with an iris design. The

e

A “split-bamboo” style kiln, Momo-
yama and Edo periods

wares were fired in the Momoyama

period



glaze texture is quiet and soft and resembles fried
bean curd. The glazing on this large bowl, repre-
sentative of one kind of Kiseto glaze, is called the
“iris type” or “fried bean curd type.”

In the vicinity of Ogaya can be found the special
kind of iron-rich red clay that is indispensible for
producing Kiseto’s soft color. This clay is also re-
sponsible for the accidental—but prized—burn marks
found on the inside of the foot of some Kiseto pieces
and for the dark rust color found in Shino ware. This
red clay was sometimes used for circular fireclay
pads, and the story is well known in Japanese pottery
circles of how Toyozd Arakawa discovered in Mino
(not in Seto, where Shino was once thought to have
originated) the remains of the Momoyama tea pot-
tery kiln site where Shino ware was first made. He
made his discovery by following up on his obser-
vation that bits of this red clay had been burnt into
the inside of the foot of a Shino teabowl he had seen.

The saggars used at Ogaya were also of this iron-
rich, refractory clay. Other kilns such as Ohira and
Motoyashiki also used saggars made of clay that
comes from their surrounding areas. Since each of
these clays has its own peculiarities, it is usually pos-
sible to tell from looking at a saggar of that time
which kiln site it came from.

The Kamashita kiln was still a primitive, simple
structure, large, and partially above ground, and it
was not very efficient. It must have taken a great
deal of hard work and manpower to fire it. In the
hottest part of the kiln, next to the fire, where re-
duction takes place, the potters placed the Shino

T > w"?@;\' - ‘.. L
The Motoyashiki kiln site at Ogaya, Mo-
moyama and Edo periods. Oribe ware
mainly was fired here.

Coal was once used as fuel in Tajimi.

pieces, with their thick, basic feldspathic glaze.
Behind these, yet still in a fairly hot part of the kiln,
were placed the “saké cup type” Kiseto pieces, with
their ash and feldspathic glaze. Toward the rear of
the kiln, where the temperature is not so high and
oxidation occurs, were placed the “iris type” Kiseto
pieces, covered with a thin ash glaze to which red
or some such iron-rich clay had been added. In the
bottom of Kiseto pieces, small rocks, or rocks wedged
in by bochi fireclay pads were placed, and inside the
foot, a thin, round fireclay pad. In Shino pieces,
“pin” fireclay pads or thick, round pads were used.
These pads are evidence of the care taken to pre-
vent fusion when both Kiseto, with its thin, highly
liquid ash glaze, and Shino, with its thick, viscous
glaze, which required high temperatures, were
fired in the same kiln.

In the case of the copper-green color, when it is
fired at too high a temperature, the color fades, and
in a reducing atmosphere it fires red. How did the
potters avoid such color change? What pains they
must have taken to learn the optimal firing conditions!

Art historians and collectors in Japan are apt to
shine a spotlight on the people who commissioned
and used these works of pottery (that is, tea masters
such as Sen no Rikyli or Furuta Oribe). But with
many works of art, much is missed if we do not un-
derstand and take into consideration the potter who
made the work. Looking into the actual process of
how a work is created is just as important as studying
the work itself.

Contemporary kiln in Tajimi



The Ohira, Naka, and Sengen Kiln Sites

Kiseto shards excavated from the Yoshiemon, Sei-
dayu, and Yamanokami kiln sites at Ohira reveal
pottery of all types—plates, bowls, serving dishes,
and so on. Some plates show stamped flower or grass
designs and copper-green glaze. Others have incised
giant radish, turnip, or plum blossom designs and
again copper-green glaze. There are also rare plates
on which pictures have been painted in under-
glaze iron. And among the shards found at Ohira,
there are many dohimo and dojime serving dishes,
comb-patterned bowls, rinka bowls, and pieces where
underglaze iron has been applied to an incised design.

“Chrysanthemum plate type” Kiseto ware, rep-
resentative of the Ohira kilns and characterized bya
foliate rim suggesting a chrysanthemum and generous
application of copper green, came to be fired at
Ohira during the early and middle Edo period (1615~
1868). Compared to other kilns, where Kiseto was
made only for a short time, the Ohira kilns continued
production for a long period.

The distinctive feature of pieces from the Naka
kilns is that although one or two simple flower or
grass designs were stamped into their inside bottoms,
these designs were not covered with copper green or
iron. The fact that in pieces from the Naka kilns
the characteristic Kiseto color is somewhat muddy
is probably due to the red clay or to differences in
the kilns themselves.

The Naka kiln site is located between the Ogaya
and Ohira kilns, on the road that links the latter two.
But in the days when these kilns were being fired,
Ohira was considered the center, and there was a
road linking the Naka, Kamashita, and Mutabora
kilns with the Sengen, Onada, and Amagane kilns.

The quality of the Kiseto ware excavated at the
Sengen kiln site ranges from fine pieces with deli-
cately incised grasses and flowers to coarse pots; from
superb flower-stamped vessels, chrysanthemum plates,

Dajime shard unearthed at
a kiln site at Ohira

dojime

and gong-shaped bowls to work of a decidedly
inferior nature.

For Kiseto ware, the works at the Takane kilns to
the east of Ohira, at Higashi no Mine, do not merit
close examination, and the Motoyashiki kilns to the
southwest hardly fired any Kiseto at all. As has been
suggested, the fact that works from more distant
kilns resemble the Ohira pieces more than do those
from nearby kilns seems to be because the style was
carried from its source, the Mino potter Kagetoyo
at Ohira, by his ‘workers or children setting up their
own kilns.

Kilns along the Chiima Highway
Along the Chiima Highway, which ran from Owari
to Iida, via Mino, can be found the Gonoki, Okawa,
Mizukami, Tanoso, and Mashizume kilns. Here a
wide variety of tenmoku type teabowls were made—
tenmoku teabowls with Kiseto glaze and copper-
green markings; plain yellow tenmoku teabowls;
white tenmoku teabowls; Shino tenmoku teabowls;
Seto tenmoku teabowls; tenmoku teabowls covered
with iron glaze on the inside and Shino glaze on the
outside; and so on. The striking, large flat bowl seen
in Plate 1, with its bold, fresh copper-green markings,
stamped flower design, and comb pattern was also
fired here. There are no other examples of such a
powerful composition, in which four fireclay pad
marks have been left behind on the inside bottom
of the bowl. Severe, iron-glazed tea caddies, natsume
tea caddies, Korean style saké bottles, “picture
Shino™ (e-Shino) small dishes, large dishes, and large
bowls were also fired here. However, Setoguro was
never made here, nor were Kiseto small serving dishes
or Shino teabowls for the wabi type of tea ceremony.
In contrast to the older, Chinese-influenced style
of tea ceremony, which used tenmoku bowls, the
wabi style, perfected by Sen no Riky, later came to
favor Oribe ware. One should be aware of the dif-




ference in time period between kilns that adhered
to the tradition of firing only tenmoku style teabowls
and those kilns that, even though they may in the
beginning have made tenmoku, began to make the
Kiseto, Setoguro, and Shino teabowls used in the
wabi style tea ceremony. It is thought that since the
kilns on the Chiima Highway were established
about the same time as those at Ogaya and had been
around since before the great flowering of Mino pot-
tery in the Momoyama period, they must have
undertaken the Kiseto and Shino processes at an
early date.

According to the Obhira Setogama yuisho (“The
History of the Seto Kilns at Ohira™), the kiln-founder
Kagetoyo’s third son, San’emon, left the kiln of his
eldest brother, Shin’emon, at Ohira and went to
the Mizukami kiln to make pottery. Even if we
cannot be sure of the actual people involved, the
pots and shards that remain fill in the story in detail.

Kiseto Glaze

In ancient times, when pots were fired in anagama
(“hole kilns”), ash from the large quantities of wood
fuel used melted onto the surface of a pot. From the
Engi shiki (“Regulations of the Engi Era”; 927), we
know that pottery thinly glazed with an ash and
mud mixture was supplied from Owari (modern-
day Gifu and Aichi prefectures) and Nagato (present-
day Yamaguchi Prefecture) provinces for exclusive
use by the imperial court. This is the earliest mani-
festation of Kiseto ware and is known as Shino-utsuwa
type Kiseto.

From the Kamakura through. the Muromachi
periods, thick glazes made from ash to which feld-
spar had been added were made at the Konagaso
kiln at Seto and at such Mino sites as the Anakobo
and Hinata kilns. And for the first time, saggars
began to be used. At Mino, it appears that Old
Seto yellow-glazed shallow teabowls, long-necked
saké bottles, and Buddhist altar vases were fired to-
gether with Old Seto iron-glazed tenmoku teabowls.
The use of ash glaze as the basic glaze for high-tem-
perature firing is a specialty of Asian pottery.

It has been said that Shino and Kiseto came into
being when potters tried to capture the effect of
Chinese and Korean white and celadon porcelains.
These Japanese potters, using pottery clay instead of
porcelain, employed reduction firing to produce
Shino in emulation of white porcelain and made

Kiseto in the manner of celadon porcelain. In the
case of Kiseto, oxidation firing causes iron in the ash
glaze to fire a pale yellow color; with a reduction
firing, a celadon color results.

Kiseto evolved from the early Shino-utsuwa type,
to the “saké cup” and “iris” types of the Momoyama
period, and on to the “chrysanthemum plate” type
in the Edo period.

Setoguro, Shino, and Oribe, which went into a
long decline after the Momoyama period, are pres-
ently being skillfully revived. As for Kiseto, for a
while it looked as though some truly outstanding
works might be produced, but it seems that in these
modern times, that warm, faint color of Kiseto made
in the Momoyama period has turned out to be dif-
ficult to reproduce.

With the radical changes that have taken place in
our life-style, whether in a modern city or a moun-
tain farming village, the potter has become estranged
from firewood and charcoal. The kilns now burn
mainly gas, oil, and electricity, and it has even be-
come impossible to obtain high-quality wood ash,
which used to be so readily available. “Kiseto owes
everything to ash” is a common observation of
ceramic historians, often accompanied by a descrip-
tion of the painstaking process required to produce

Kiseto tenmoku teabowl



the ash. But now, they say, the hardwood ash suit-
able for Kiseto is no longer obtainable. On the
other hand, much good Shino ware has been pro-
_ duced recently by returning to the primitive anagama
(“hole kiln”) and relying on naturally occurring raw
materials, such as feldspar and oni-ita, a kind of red
clay deposit high in iron and manganese.

Setoguro, which derives its special quality solely
from its having been pulled out of a white-hot kiln
as test pieces, nowadays is fired by the easier and more
reliable method of stacking it in saggars inside the
kiln. Because the shapes are like Setoguro shapes
and because it is black, people call it Setoguro. Today,
what can possibly be passed on of the essence of
both Kiseto and Setoguro?

From Kiln Test Pieces to Setoguro

Kiln test pieces were pieces of pottery removed from
the kiln at some point in the firing to find out how
the glaze was behaving and to check the tempera-
ture inside the kiln. An iron-glazed test piece turns
black when it is suddenly removed from a white-hot
kiln. In this dramatic transformation, the potters
discovered beauty, and the birth of Setoguro was
made possible. It was a splendid fusion of the Mo-
moyama potters enthusiasm for producing new
things and the refined aesthetic sense of the wabi
style tea masters.

A large number of Setoguro teabowl feet and par-
tially fired teabowl shards have been excavated at
kiln sites (see teabowl form sketches and Plates 50~
52). This is proof that not just small tiles or fragments
but rather whole teabowls were used as test pieces.
One might think that a small piece would be suf-
ficient for testing purposes, but in those days, when
quite literally a potter’s whole life wentinto the firing
of the kiln, one can easily understand why he would
choose the more cautious but certain way of check-
ing the firing by using complete pots, for the slightest
variation in temperature, weather conditions, wind
speed, and so on, had direct influence on the success
or failure of a firing. How much care those potters
must have paid to the change of glaze characteristics
in each small part of a test pot—the side facing the
fire, the side away from the fire, the lip, the foot, the
inside bottom. . .. And for this, how many
Setoguro pieces were thrown out?

Furthermore, unlike Shino and Oribe ware, which
were fired in saggars stacked on top of each other,

10

Setoguro ware was removed, one bowl at a time,
through a small hole in the kiln. These test pieces
were fired only in certain parts of the kiln, so natural-
ly only a small number of pieces were made at one
time; it seems likely that the limited number of test
pieces might have been insufficient for a firing. It is
not likely that many of the test pieces reached opti-
mal glaze melting point to produce Setoguro black.

This, more than anything, must account for the
fact that, while Setoguro teabowls were treated with
the greatest of éare by those in the world of tea, so
few of them have been passed down to the present
day. And the fact that, solely in the case of Setoguro,
teabowls were the only shape to be fired indicates
that these pots made the most appropriate test pieces.

An examination of some pieces that have been ex-
cavated from old kiln sites will shed more light on
these points.

Shino glazed and Kiseto glazed test shards, pierced
for easy removal from the kiln, along with pierced
test pieces with black tenmoku glaze, have been ex-
cavated from the Okawa Higashi kiln site, along the
Chiima Highway, where all types of tenmoku tea-
bowls were fired. (It is thought that the reason com-
pletely formed teabowls had not been used as test
pieces in ancient times was because there were no
iron tools for pulling them out of the kiln.)

Seizo Hayashiya of the Tokyo National Museum
has noted that the partially fired, low cylinder type
teabowls that have been recovered from the Ama-
gane kiln site, which had already stopped producing
by the end of the Muromachi period, resemble the
Raku teabowls made by Chojirs, and he conjec-
tures that these must mark the beginnings of the
Setoguro style. Many teabowls of this (see Plate 31)
and similar types have also been found at the Kama-
shita kiln site at Ogaya and at other sites. The teabowl
called Fuyu no Yoru (“Winter Night™’; Plate 39) and
the teabowl in Plate 35, both showing the marks
created on Setoguro teabowls when they were pulled
out of the kiln, are good examples of the color and
shape that is seen in the later Raku ware.

Not a single, pierced test piece shard has been ex-
cavated from either the Sengen kiln, which made
Kiseto ware and Setoguro teabowls, or the Kama-
shita kilns, where many famous Kiseto pieces were
fired. Yet a number of fully formed test piece Seto-
guro teabowls have been unearthed there. And at
the Ohira kilns, tenmoku test pieces have been found.



From early on, tenmoku-glazed shards gave way to
complete tenmoku teabowls for use as test pieces. Fur-
thermore, starting below the lip, the body soon came
to be rounded outward down to the hip so as to
prevent slipping when the piece was removed from
the kiln (Plates 31, 32). Then finally, low cylinder
type teabowls, with low, small feet and horizontal
bases, began to be made for use as test pieces. This
became the basic shape for Setoguro teabowls (see
teabowl shape sketches). At this stage, it is thought,
the potters were striving for a flat-bottomed, stable
saggar shape that could be safely pulled from the kiln
without being dropped. Perhaps, then, one should
think seriously about the theory that Shino teabowls
evolved from the idea of a flat-based saggar with a
foot attached. The Setoguro teabowls owned by the
Fujita Art Museum have a shape somewhere be-
tween that of tenmoku teabowls and that of low cyl-
inder type Setoguro teabowls, showing the Setogoro
evolutionary process.

Setoguro teabowls took a great leap forward in
the hands of tea masters, developing into a variety
of forms, from quiet, dignified teabowls, to magnif-
icent pieces for use in the wabi style tea ceremony.
The basic low cylinder shape gave way to bowls on
which tool and throwing marks were consciously
emphasized. These bowls, with their gently formed
lips and trimmed feet, were the forerunners of the
very methodically formed Shino and Oribe teabowls.
It is fascinating to see how the taste of the tea masters
was gradually brought to bear on the Setoguro tea-
bowl, elevating it from its original test-piece func-
tionality to a personal, artistic form.

Setoguro Glaze

Once I was shown a jet-black glazed shard that had
been excavated from the waste pile at the Sue ware
kiln site on Mt. Inkyo. It was a piece that had been
oxidized when fired in an anagama that was dug into
a clay-bearing formation (sabatsuchi). Its surface was
exactly like Setoguro.

It is suggested that the Setoguro glaze was per-
fected by gathering a large sampling of the various
types of this sabatsuchi clay from the region of Kujiri,
which were then fired to test their colors. This re-
gion was under the sea millions of years ago, and the
sabatsuchi formation from here, which was built up
by deposits of shells and materials from the ocean,
contains salt from the sea water. The conditions are
ideal for producing a vitrified black color from this
clay’s iron content.

The most beautiful Setoguro shards, which come
from the Sengen kilns (Plate 51), are glazed with oni-
ita clay, which has a high manganese content, so the
surface is deeply lustrous. Along the Kukuri High-
way, going from Tajimi toward (—)gaya, an aban-
doned mine can be seen. Manganese was mined here
during the war for military purposes. At the point
where this road comes out, below the Sengen kilns,
the area was dug out just before the end of the war
and an underground factory was built there to escape
the bombing. The clays—sabatsuchi and oni-ita—are
gifts of nature that allowed a jet-black beauty to be
produced.

The story these silent shards have to tell is not to
be recorded in words or pictures. Yet locked inside
these pieces lies an understated record of events.

Pierced test pieces

Setoguro teabowl foot rings
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THE P1oNEERS OF MINO CERAMICS:
FOREIGN BENEFACTORS

As stated earlier, the development of Mino pottery
was due to the interaction of various influences in
the Momoyama period, including local potters’
groups and painters and tea masters from Kyoto.

One also must not forget the contributions of pot-
ters from Korea, who came to a foreign land—Japan—
as a result of the Japanese invasions of their country
in the 1590s, and brought new techniques with them.

In 1392 Korea’s Koryd dynasty fell and was re-
placed by the Yi dynasty, which raised Confucianism
to a state philosophy, persecuted Buddhists, and in-
stituted a strict class system. To what extent Korean
potters came willingly or were brought back by vari-
ous feudal lords involved in the invasion of the
peninsula will perhaps never be settled. Potters’
position in Korean society was very low; the evi-
dence is increasing that many followed the retreating
military forces back to Japan of their own will. They
came mainly to Kyushu and the Japan Sea coast.

Though at length they settled down in Japan, life
was not always easy for them. Many must have been
forced to do the cruelest labor, having no other
means of making a living. Yet amidst all this, the
skills they brought with them from their native
country were passed down through their children
and grandchildren. Their hardships greatly contrib-
uted to the flowering of Japan’s ceramic art.

At the end of the sixteenth century, the Ikko up-
rising was sweeping through the Japan Sea coast
region, and it is thought that the Korean potters
from that area came to Mino via the Echizen High-
way, along with the spread of the Ikko sect. They
introduced their motherland’s paper-making and
cloth-dyeing techniques to Japan. Some of these
techniques still remain in the handcrafts of Mino’s
more isolated mountain regions.

Potters of Korean lineage built the split bamboo
type kiln at Jorin-ji, so far the only such kiln exca-
vated in the Mino region. In order to construct such
a large kiln and fire it, between ten and twenty peo-
ple would have been required. Furthermore, they
would have needed a wealthy and powerful patron
as well as the cooperation of the people in the area.

Chinese ceramic culture spread to Japan in the form
of imported pots. In contrast, Korean ceramic cul-
ture spread through direct interaction between hu-
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man beings and became part of the Japanese artistic
heritage by virtue of the fact that the Korean potters
themselves became Japanese.

SEN NO RIKYT AND SETOGURO

When considering the development of Kiseto and
Setoguro, one cannot forget the tea master Sen no
Riky.

The concept that runs through the wabi tea cere-
mony is that of letting nature take its course, and
Riky@ selected tea utensils for the quiet ease with
which they entered the heart. In teabowls, his taste
ran to black or brown monochrome, without dec-
oration. However, the teabowls that the tea master
Furuta Oribe selected, with their distorted, vigorous
shapes, showed a completely different feeling. Sen-
sual and dynamic, they were a frank expression of
human emotion, and they stood in marked contrast
to Rikyt’s taste.

Riky@i was known to have favored two particular
Kiseto flower vases. One is hour-glass shaped; the
other is cylindrical, in the shape known as tabi makura,
“traveler’s pillow.” On the inside of the cover of
the wooden box containing the latter, ari early Edo
period man named Yamamoto Taian wrote: “The
finest Kiseto hanging flower vase, prized by Ri-
kyi. . . . ” And the piece is without doubt worthy
of Rikyt’s wabi style of tea. Also, a lion-dog Kiseto
incense burner owned by the Nezu Art Museum is
supposed to have been highly treasured by Rikyd.

The teabowl Oharagi (““Ohara Wood”—Plates 41,
42), a fine example of Setoguro ware, was also owned
by Rikyt. The inscription on the inside of the lac-
quered box lid, which reads Oharagi, has traditionally
been attributed to Rikyii. The peerless Kiseto wabi
teabowl known as Asaina has been passed down
through generations in the Sen family. This teabowl,
and the Setoguro Oharame (“Ohara Maiden”) tea-
bowl are practically identical in height, diameter,
and shape and size of the foot. The two bowls were
made in almost exactly the same way: the feet are
extremely short; the inside of each foot has been
trimmed with a wooden tool; the base outside each
foot ring is broad; and the sides spring directly up
from the base through the body.

Though the glazes are different, these two tea-
bowls, representative of Kiseto and Setoguro ware,
are otherwise the same in shape and construction.



They have both been handed down from very early
on through the Sen family.

In the Tsuda Sokyi chanoyu nikki (“The Tea Cer-
emony Diary of Tsuda Sokyi”), dated 1572, a Seto
teabowl was written about for the first time. Though
what kind of teabowl it was is unknown, it is prob-
ably safe to say it was not a tenmoku bowl.

Taking all this into account, one may assume that,
given their profound link to Rikyi’s taste, the Mino
pottery and the Kiseto and Setoguro flower vases and
teabowls selected by Rikyii and other tea masters
were fired and used in the same general time period.

In the Sotan nikki (“Sotan’s Diary”) of Kamiya
Sotan (1551-1635), it is recorded that Rikyf invited
Sotan and others to the Juraku palace on the 10th
day of the 9th month of 1590 and there performed a
tea ceremony for them. In the diary entry, Sotan
quotes Rikyi as saying: “I made tea in a black bowl,
but since his lordship [Toyotomi Hideyoshi] disliked
the bowl, I served him tea in this one [the one he
was using in the tea ceremony with Sotan].” In other
words, this tells how when Rikyii had served Hide-
yoshi tea, he had at first used a black teabowl, but
since Hideyoshi had disliked the bowl, Rikyi changed
to a Seto teabowl.

In Rikyi hyakkaiki (“Journal of One Hundred Ri-
kyii Tea Ceremonies”), compiled by Rikyt’s dis-
ciples, there is the following entry for the 13th day
of the 1st month of 1591: “I served tea in the Juraku
two-mat room to his lordship [Hideyoshi], Maeda

Toshiie, and Yakuin. I used a kiri kettle, a wage water
jar, a black teabowl. . . . " Even though Rikyu
knew that Hideyoshi disliked black teabowls, he
dared to use one. This occurred just before Rikyd
was ordered to commit ritual suicide, on the 28th
day of the 2nd month of the same year.

Here we see Hideyoshi, who despised black tea-
bowls and black seals (as opposed to red ones), be-
cause the latter were used on the birth registers of the
lower classes, which reminded him of his humble
birth, and Rikyt, who established black in his per-
sonal aesthetic. It tells graphically of the rivalry,
brought out through tea, between Hideyoéhi, the
man of action who spurned matters intellectual, and
Rikyti, who was ever in pursuit of a philosophical
understanding of human nature.

During Hideyoshi’s invasions of Korea, no one
spoke out against the venture. In any case, Rikya
muttered a single protest: “This Asia campaign will
be no more successful than trying to fight True Wis-
dom. . . . ” These words were to cost him his life,
as Yacko Nogami shows in her book Hideyoshi and
Riky, which brilliantly explores the riddle of Rikya’s
last days.

Black is the one color that contains all other colors.
Black is the one color that produces all other colors.
Rikyii traded his life for that black teabowl. In the
shadows of Momoyama period Setoguro pottery,
which reach to our day, such human histories lie

hidden.
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SETOGURO TEABOWL SHAPES
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