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Riflessioni

11 Buddhismo "puro” non é legato
indissolubilmente al Giappone, alla cultura Zen,
cinese, coreana, indiana, ecc. Esso propone un

principio universale a fondamento del
comportamento individuale di ognuno,
considerato nel suo specifico ambito; non
propone di modellare gli individui e creare una
"forma" che vada bene per tutti. Correttamente
inteso, é aperto a tutte le forme di
comportamento, puo essere adattato a quella del
"santo"” come a quella dell'ultimo dei "peccatori”. Il
compito di un individuo é quello di portare avanti
se stesso fino alla fine, con coraggio e
determinazione, senza aver paura della morte,
del giudizio degli altri, di sacrificarsi, di diventare
povero, di diventare ricco: questo é
linsegnamento. E I'obiettivo € una morte, non una
vita; € morire bene avendo ben vissuto, cioé nel
rispetto della vita altrui e della propria "natura
autentica".

Maestro M. Dai Do Strumia
da “Il Cammino del cercatore”
— Libreria Editrice Psiche — 2009
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IL CERCHIO VUOTO - EN KU DOJO

LA TRADIZIONE DELL'ABITO DEL BUDDHA

Teisho tenuto dalla rev. Candana Karuna
presso |I"International Buddhist Meditation Centre" di Los Angeles
il 24 settembre 2006

tratto dal sito www.urbandharma.org
tradotto dallinglese e liberamente adattato da Chiara Dai Shin Grassi

Siddharta Gautama, colui che sarebbe
diventato il "Buddha", nacque in India nel VI sec.
a.C. come componente del clan degli Shakya, e
fino all'eta adulta condusse una vita protetta, da
nobile. L'incontro con malattia, vecchiaia e morte
mando in crisi la sua felicita e lo spinse a
prendere in mano la propria vita. Lascio casa e
famiglia per consacrarsi alla ricerca di un rimedio
alla sofferenza e, come si usava ai tempi, cambid

le proprie ricche vesti con quelle di un
mendicante.
Com'erano le vesti del mendicante? Nelle

rappresentazioni, le vesti del Buddha appaiono
sempre in buono stato e in tessuti pregiati, € non
sporchi o strappati. Forse perché lo
rappresentano dopo il raggiungimento del
Nirvana, quando presumibilmente le sue vesti
erano curate da attendenti e fornite da donazioni.

Anche nelle rappresentazioni del
Pratyekabuddha, il Buddha ascetico - guance
infossate, occhi incavati e costole rilevate -
sebbene di aspetto terribile, il perizoma appare in
ordine e pulito. Tutto cio va preso minimo cum
grano salis, giacché non esistono ritratti del
Buddha a lui contemporanei. Infatti erano passati
gia centinaia di anni dall'entrata nel Parinirvana
del Buddha, quando qualcuno tento per la prima
volta di rappresentarlo con un'im-magine. E l'arte,
per sua stessa natura, tende a idealizzare. E cosi
e inutile osservare le statue o altri manufatti
artistici come fonti primarie, perché esse
esprimono semplicemente la cultura in cui sono
state create.

Ma ecco che cosa ci dicono i sutra sugli abiti
che il Buddha indossava nel periodo in cui aveva
vissuto da mendicante. Erano fatti di stracci
sporchi gettati nell'immondizia, o cid6 che in
sanscrito viene definito pamsida o pamsdla. Ci
sono varie liste di cio che costituisce pamsida.
Per esempio: abiti bruciati dal fuoco, tarlati,
rosicchiati dai topi, utilizzati per i cadaveri. In
giapponese, la parola pamsiada si traduce con
funzoe, che propriamente significa "straccio per
pulire la merda", e indica un'altra possibile fonte.

Questi stracci erano tirati fuori dagli
immondezzai lungo le strade, o anche nei luoghi
di cremazione dei cadaveri. Le parti non piu
utilizzabili venivano tagliate via, e i pezzi
rimanenti venivano lavati e cuciti insieme senza
seguire nessun motivo preciso, fino a formare
grosso modo un rettangolo di grandezza
sufficiente ad avvolgere e coprire il corpo del
mendicante. Poi il rettangolo veniva tinto
mediante radici, tuberi, cortecce, foglie, fiori o
frutti, e il risultato era una tinta neutra e variegata,
definita in sanscrito genericamente kashaya e
comprendente tutte le tonalita del colore della
terra. Era definito anche come "colore impuro" e
"brutto colore", ed era quindi adatto a chi
sceglieva di rinunciare a cid che la societa
considerava di valore.

Questo & l'abito che Siddharta Gautama
indossava nel periodo in cui segui e supero gli
insegnamenti di diversi importanti maestri di quei

tempi, e intraprese le piu severe pratiche
ascetiche arrivando a padroneggiarle
perfettamente. Nonostante cid6, le trovd in

sostanza vuote di risposte, proprio come la sua
vita precedente. E cosi tornd sui suoi passi,
sedette sotto l'albero della Bodhi con le sue
domande irrisolte, e trovd la soluzione al
problema della sofferenza.

Dopo il conseguimento dell'illuminazione,
comincid a insegnare e molti di coloro che
ascoltarono i suoi insegnamenti - mendicanti,
asceti che in passato erano stati suoi insegnanti,
padri di famiglia, anche suoi stessi famigliari e
membri della famiglia reale - lasciarono la loro
vita e le loro attivita per seguirlo, formando il
Sangha dei monaci (e, un po' di tempo dopo,
delle monache). Il loro abito non era codificato, e
alcuni sutra riferiscono di una certa varieta nel
vestire, talvolta anche piuttosto fantasiosa. La
tradizione vuole, comunque, che coloro che erano
stati ordinati dal Buddha, cosi come il Buddha
stesso, indossassero I'abito kashaya,
essenzialmente |'abito indossato ancora oggi in
India dai mendicanti.

attillate, cid che dimostra una volta di piu che lo
stile dell'abito spesso trae origine da un
adattamento al modo di vestire proprio di una
cultura, che viene istituzionalizzato. La stessa
cosa € avvenuta per l'abito da lavoro simile al
pajama adottato dai monasteri buddhisti
vietnamiti come uniforme informale.

Anche nella tradizione tibetana, o Vajrayana,
la cultura locale ha adattato il "Triplice abito".
Coloro che hanno ricevuto iniziazioni, sia uomini
che donne, indossano una giubba senza
maniche con sotto una tunica o una gonna.
L'abito Kashaya tibetano ha vari nomi: shamtab
(a cinque bande), chogu, o namba (a venticinque
bande, per ordinazioni superiori).

In America gli abiti, almeno finora, sono
determinati perlopitt dalla tradizione dell'in-
segnante. Le variazioni sono determinate da
preferenze personali, convinzioni, interpretazioni
0, semplicemente, opportunita.

Sebbene l'abito buddhista essenziale fosse
I'abito Kashaya, sono riscontrabili variazioni per
cid che riguarda la qualita del materiale fin dai
tempi del Buddha. Nella tradizione pali sono
consentiti sei tipi di tessuto per realizzare gli
indumenti del "Triplice abito": fibre vegetali,
cotone, seta, pelo animale (non umano), canapa
e misti. Ci sono altre liste di materiali, ma e
evidente che dappertutto sono stati usati diversi
tipi di tessuti; alcuni anche sfarzosi, altri semplici
e facilmente lavabili. Comunque, oggi in Asia si
tende a utilizzare perlopiu tessuti artificiali. Alla
fin fine, dunque, si pud utilizzare qualsiasi
materiale, purché senza attaccamento.

A proposito dell'attaccamento, nel Vinaya c'é
una proibizione interessante: "Non cucire gusci di
conchiglie o piume di gufo" sugli abiti.
Evidentemente, alcuni monaci del Buddha
avevano decorato i loro abiti, e queste tendenze
artistiche o di eleganza sono state messe al
bando. Quando nel Kesa cerimoniale cinese
apparvero scene ricamate in filo d'oro, o quello
giapponese venne realizzato con un'unica,
elaborata tessitura riproducente il motivo degli
appezzamenti delle risaie mediante
I'applicazione di sottili strisce di broccato, magari
cucite da un lato solo, in modo che le strisce
applicate ondeggiassero a ogni movimento,
pensate che fossero esenti da attaccamento?
Non per questo tali Kesa non sono apprezzabili
per arte e bellezza!

Arriviamo infine al colore; come ho gia detto,
con kashaya s'intendeva una tinta neutra o
variegata, probabilmente nello spettro tra il giallo
e il bruno rossastro, ricavata dal lavaggio e
trattamento con tinture vegetali, perlopiu
zafferano e tuberi vari. Poiché i materiali e i
metodi di tintura variavano, i colori non
risultavano sempre uguali. Oltretutto, tendevano
a sbiadirsi e a sporcarsi. Secondo il maestro Zen
coreano Seung Sahn Sunim, ai tempi del
Buddha i monaci indossavano abiti gialli, perché
quello era il colore della polvere, e non si
distingueva dal colore del suolo quando tirava
vento.

Attualmente, nei monasteri Theravada dello
Sri Lanka, Cambogia, Tailandia e Laos, continua
perlopiu la tradizione degli abiti color zafferano
od ocra. Mi sono imbattuta in una fonte secondo
la quale i monaci della foresta usano il color
ocra, mentre quelli di citta lo zafferano, ma
concludeva che non & sempre cosi.

Nei monasteri Mahayana si usano molti colori
diversi, a seconda della regione, del paese, della
scuola e del livello di ordinazione. Quando il
Buddhismo arrivd in Cina, il colore cambid e
cambio ancora; in molti templi in diverse regioni, i
monaci indossavano colori differenti: giallo,
marrone rossiccio chiaro, marrone, grigio o blu,
varie sfumature di nero: nero pece, grigio scuro.
Durante la dinastia Tang, l'imperatore assegnava
abiti purpurei e titoli onorifici ai monaci di alto
livello gerarchico.

In Giappone, i monaci vestono generalmente
di nero o di grigio. Adottarono anch'essi la
tradizione del Kesa purpureo, che fu revocata nel
XVII secolo durante lo shogunato dei Tokugawa.
L'imperatore abdico per protesta e i monaci che





Questo fu motivo d'imbarazzo per un re
seguace del Buddha, il re Bimbasara, che voleva
omaggiare i monaci del Sangha buddhista, ma
aveva difficolta a distinguerli in mezzo alla folla.
Un giorno, a Magadha, ebbe occasione di
conferire col Buddha che stava camminando
lungo una risaia, e gli chiese di poter far
preparare per i suoi monaci un abito che i
distinguesse. Allora il Buddha incaricd Ananda, il
suo attendente personale, di disegnare un abito
sul motivo dei solchi, ordinati e sfalsati, della
risaia.

L'abito originale del Sangha buddhista
comprendeva tre parti, ed era per questo
denominato tricivara (in sanscrito: "triplice abito"):

1. Uttarasangha, il normale abito monastico;
era un grande rettangolo, circa 6 piedi per
9, da indossare attorno al dorso ricoprendo
una o entrambe le spalle. Sebbene tutti e
tre gli abiti fossero realizzati in kashaya,
questo primo rappresentava la Via del
Buddha quando il Sangha si spostava in
paesi nuovi, dove essa non era ancora
diffusa, e venne denominato I'abito
Kashaya. Con il suo motivo a cinque
strisce circondate da un bordo, che
richiamava la frammentazione delle risaie,
era preso a simbolo di colui che segue la
Via del Buddha.

2. Antarasavaka era un abito piu corto,
indossato dalla cintola al ginocchio come
un pareo e allacciato in vita con un cintura
di cotone larga e piatta. Secondo le regole
monastiche del Vinaya, un monaco poteva
indossare questo abito senza nient'altro
quando era da solo, quando era ammalato,
quando doveva attraversare un fiume, o
quando era in attesa di un nuovo
Uttarasangha.

3. Sanghati era un abito supplementare,
spesso realizzato in due strati, usato
quando era necessario scaldarsi di piu o,
disteso, come seduta o come giaciglio.
Generalmente veniva ripiegato e sistemato
su una spalla.

Questo triplice abito viaggio dall'India
attraverso i paesi in cui il Buddhismo si diffuse, e
venne adattato a ogni paese e a ogni cultura che
incontrd, esattamente come avvenne del
Buddhismo.

Una breve parentesi. Gia ai tempi del Buddha
c'era 'uso di scambiarsi gli abiti usati; i sutra ci
raccontano che quando Ananda divenne
attendente del Buddha, pose come condizione
che non avrebbe preso nessuno degli abiti del
Buddha, perché non voleva creare il sospetto di
favoritismi. Finché il Buddha insegno, per
quarantacinque  anni  dopo lilluminazione,
indubbiamente ebbe a che fare con parecchi dei
suoi abiti, e ci sono molte storie su questi abiti, o
su pezzi di essi.

Una di queste reliquie venne affidata ai
buddhisti dello Sri Lanka dall'imperatore Asoka
nel IV sec. a.C., ma sfortunatamente essa spari,
o venne distrutta nel corso di una delle tante
invasioni dei Chola tra il IX e il Xl sec. d.C.

Un'altra storia di tali abiti viene dal Buddhismo
Zen; essa ci racconta che il Buddha lascio in
testamento un suo abito a Mahakasyapa per la
sua intuizione profonda, manifestata quando il
Buddha si presentd allassemblea dei discepoli
tenendo in mano un fiore e restando in silenzio, e
Mahakasyapa sorrise, unico a comprendere cid
che il Buddha stava insegnando. Alcuni credono
che Bodhidharma (il 28° patriarca indiano e 1°
patriarca cinese) portd con sé in Cina questo
importante abito e, a quanto si dice, esso passo
di patriarca in patriarca fino al 5°, che a sua volta
lo passd6 a Hui-neng con listruzione di non
trasmetterlo pit a nessun altro. Non tutti i
buddhisti Zen interpretano questa storia in senso
letterale; personalmente, sospetto che I'abito del
Buddha, almeno in questo caso, simboleggi la
trasmissione del sigillo della mente.

Ma torniamo al "Triplice abito" che arrivo in
Cina con le scuole buddhiste precedenti a
Bodhidharma e che non erano ancora Chan (da
cui derivo lo Zen), e quando lascio I'India la sua
forma, cosi come la terminologia, comincid a
cambiare. La parola sanscrita Kashaya venne
tradotta nel cinese mandarino Jiasha e nel cinese
cantonese Kasa, e venne riferita specificamente
all'Uttarasangha, cioé il normale abito monastico.

Per il clima indiano temperato, i tre manti
rettangolari bastavano a fornire sufficiente calore
e protezione dagli eventi meteorologici, ma per il
clima delle regioni cinesi neppure il Sanghati a
due strati era sufficiente. Fu, cosi, aggiunto sotto
il Kasa un ulteriore strato, consistente in una
sorta di tunica appartenente alla tradizione e allo
stile taoista. Erano indumenti caratterizzati da
maniche di vario tipo, da quelle relativamente
attillate, a quelle lunghe e ricadenti, impossibili da
chiudere al polso.

La Cina non aveva una tradizione di ordini
monastici mendicanti, che prevedevano il
supporto della popolazione (né, probabilmente,
sarebbe arrivato alcun supporto ufficiale da un
governo ispirato ai principi del Confucianesimo e

resistettero, indipendentemente  dal
gerarchico, furono esiliati.

| coreani indossano abiti grigi, marroni o blu.

Nello Zen vietnamita, i kimono sono marroni o
gialli, o di sfumature intermedie, e il Kesa da
giallo ad arancione.

Gli abiti vivacemente colorati della tradizione
Vajrayana del Tibet si estendono dai pit semplici
ai piu elaborati al mondo, dal giallo brillante
allarancione, al bordeaux, al rosso porpora, a
seconda della scuola e del livello di ordinazione.
Le loro versioni dell'abito Kashaya sono
generalmente gialle. Se la loro tunica senza
maniche & ornata di broccato giallo, o se vestono
abitualmente indumenti di seta o di raso giallo,
probabilmente sono monaci di alto grado, o
considerati Buddha viventi.

Gli americani tendono a seguire il codice
cromatico che appartiene alla tradizione del
proprio maestro, per quanto noi abbiamo la
tendenza a un certo individualismo e a un totale
spirito di contraddizione rispetto alla formalita. Il
rev. Kusala suggeri una volta che gli abiti dei
buddhisti americani avrebbero dovuto essere
color blu jeans!

Per fare un esempio di come le scuole
assegnino determinati colori a seconda del livello
di Dharma raggiunto, posso illustrarvi cid che so
riguardo allo Zen vietnamita americanizzato. |
monaci e i sacerdoti indossano abiti di varie
sfumature del marrone, con Kesa di colore tra il
giallo e [larancione. | sacerdoti pienamente
ordinati devono indossare in piu colletti gialli o un
cordone giallo attorno al colletto. Chi ha ricevuto
ordinazioni laiche indossa il Rakusu e, non
potendo indossare il grande Kesa, utilizza abiti
informali grigi.

Per quanto riguarda il Rakusu, i colori
riflettono quelli del Kesa. | nostri sono color oro.
In Corea sono marroni. Oppure possono essere
di un colore diverso da quello del Kesa,
contrastante. In Cina, i Rakusu in stile Chan
sono bianchi. | giapponesi vestono di blu,
marrone o nero, con il Rakusu ricevuto per la
prima volta in occasione della "Presa dei Rifugi".
Indipendentemente dal colore della faccia
superiore, il rovescio € rivestito di seta bianca
sulla quale linsegnante calligrafa da una parte il
Sutra del Kesa e dall'altra il proprio nome, il
nome dharmico del discepolo e la data della
cerimonia della "Presa dei Rifugi". Nello Zen
Soto, il Rakusu blu & per i laici, il nero per i
monaci, e il marrone & superiore, riservato a
coloro che hanno ricevuto la trasmissione diretta
del Dharma da un insegnante del lignaggio.

Comunque, non tutti i templi della scuola
Soto, anche in Giappone, seguono il codice
cromatico del livello di Dharma. In un tempio si
pud ricevere un Rakusu marrone per
un'ordinazione laica, ed essere rimproverati
presso un altro tempio per il fatto di indossare un
colore riservato a ordinazioni molto superiori.
Questo & successo a qualcuno anche presso
due Zendo americani.

grado

Ora trattero brevemente del simbolismo
legato all'abito del Buddha.

| Kesa, o abiti kashaya, sia grandi che piccoli,
oggi sono quasi del tutto dei "simboli". Essi
rappresentano il legame tra il buddhista e il
Tataghata. Nella numerologia buddhista, cinque
¢ il numero del Buddha, che viene tradotto nelle
cinque bande e nei cinque punti del rettangolo:
nord, sud, est, ovest e medio. L'abito kashaya e
I'abito di colui che rinuncia, in cui gli scarti del
mondo vengono resi puri e preziosi, e, ancora, il
motivo delle risaie rappresenta e comprende il
mondo, in tutta la fecondita dell'a-gricoltura. Pud
essere visto anche come un mandala, in cui i
motivi geometrici di linee e quadrati
rappresentano l'universo, ed & utilizzato come
oggetto di meditazione a vari livelli. | quadratini ai
quattro angoli rappresentano le quattro direzioni
o, forse, ognuno dei protettori del Dharma
buddhista. La colonna centrale si dice, talvolta,
che rappresenti il Buddha, e i due quadrati che lo
affiancano i suoi attendenti.

"ll Kesa é il cuore dello Zen, il midollo delle
sue ossa" scriveva Eihei Dogen (1200-1253), il
fondatore dello Zen Soto. E I'oggetto-simbolo,
I'essenza della Trasmissione, ed & essenziale
per la legittimazione. Dogen studid in Cina e
ricevette il Kesa di un patriarca Chan che aveva
vissuto nel secolo precedente.

Dogen era piuttosto fanatico sul soggetto del
Kesa, e ne insegnava le profonde virtu
lamentando la decadenza dei tempi in cui esso
veniva cosi trascurato, pur rappresentando
I'unica ancora di salvezza. Nel Kesa Kudoku (Il
merito dell'abito del Buddha), terzo capitolo della
sua opera monumentale, lo Shobogenzo,
conferisce smalto poetico all'argomento, dando
informazioni pratiche sulla cucitura, la cura e
I'uso dell'abito. Egli scrive:

"... un versetto del Sutra del Kesa diventa il
seme dell'eterna luce che ci condurra alla
suprema saggezza del Buddha".





del Taoismo). Per essere il piu possibile
autosufficienti, in Cina i monaci si dedicavano
all'agricoltura e all'esecuzione di lavori manuali
parallelamente alla pratica religiosa. Poiché il
"Triplice abito" non era destinato, né adatto, a
essere indossato per svolgere tali lavori pesanti
(specialmente in climi rigidi), i monaci idearono
ghette, gonne pantaloni o mutandoni come forme
alternative  al  tradizionale  abito  intimo
Antarasavaka.

Al Kasa stesso furono apportate alcune
variazioni. L'Uttarasangha originale era composto
da cinque bande riproducenti il motivo dei campi
di riso, ed era largo quanto bastava ad avvolgere
il corpo e le spalle del monaco. Quando il
Buddhismo usci dall'India, furono aggiunti quattro
piccoli quadrati all'interno degli angoli esterni, e
due quadrati di rinforzo piu grandi presso il bordo
superiore, sul rovescio della banda centrale,
modificando il modello originale. Furono attaccati
lacci e stringhe, o altri dispositivi per legare,
perlopiti in forma di anello o di bastoncino.

A un certo punto, forse in Cina, Corea o
Giappone, fu ideata una versione piu piccola,
denominata in giapponese Rakusu (lett.: piccolo
Kesa), costituita da cinque bande e da indossare
intorno al collo, come un bavaglino. L'origine del
Rakusu & controversa. Secondo alcuni risalirebbe
ai tempi della transizione ai lavori manuali in
Cina, dato che un Kasa completo risultava troppo
ingombrante. Secondo altri, la sua origine
sarebbe da ricercarsi in un periodo di
persecuzioni, cosicché i buddhisti potessero
indossare il Kasa, di nascosto e al sicuro, sotto gli
altri vestiti. E stato perd anche suggerito che
sarebbe stato ideato insieme alla borsa di stoffa
che i monaci itineranti usavano per trasportare la
ciotola per I'elemosina e altri piccoli oggetti, in un
secondo tempo formalizzata come facente parte
dell'equipaggiamento dei monaci.

Un'altra  variazione importante  riguardo
I'aggiunta di bande al Kasa in base al grado di
avanzamento nella gerarchia monastica e
all'autorita acquisita, sia spirituale che temporale.
Il manto originale a cinque bande fu ampliato
sulla base dei nove gradi tradizionali della legge
gerarchica cinese, cosicché da cinque bande
passa a sette, da sette a nove, poi a undici,
tredici, quindici, diciassette, diciannove, ventuno,
ventitré e venticinque bande, talvolta di fattura
preziosa, mettendo in evidenza lo stato
gerarchico del monaco che lo indossava.

Il Buddhismo si diffuse dalla Cina alla Corea,
e i coreani adottarono il termine Kasa. Essi
mantennero anche la tradizione del Rakusu, ma
adottarono una specie di kimono ridotto da
indossare sotto il Kasa.

| buddhisti coreani introdussero il Buddhismo
in Giappone dove, grazie anche alla travolgente
influenza cinese, fu abbracciato senza riserve: gli
abiti in stile taoista con larghi maniconi, Kasa
viola a molteplici bande, abiti da lavoro e
quant'altro. In giapponese, la parole sino-coreana
Kasa venne tradotta in Kesa e pronunciata, con
l'aggiunta del prefisso onorifico, O-kesa. |
giapponesi adottarono i caratteristici e pratici abiti
da lavoro, che chiamarono samu-e, come
I'uniforme da tutti i giorni all'interno dei monasteri.
Crearono anche una nuova forma di Kesa,
sviluppando un abito monastico nero sullo stile di
un kimono a maniche larghe, conforme allo
spirito, se non alla forma, dell'abito Kashaya,
essendo realizzato con pezze di tessuto
dozzinale, cucito e tinto dal monaco che I'avrebbe
indossato.

Nei monasteri buddhisti giapponesi sono stati
creati diversi abiti sia di uso formale che
ordinario, e pare che a ognuno di essi
corrispondano fino a venti nomi diversi.
Prendiamo, ad esempio, il Rakusu. Oltre a quello
piu diffuso, conosciuto da tutti, esiste I'Okau, pit
grande di un normale Rakusu, che s'indossa sulla
spalla sinistra (sembra un po' come indossare un
barile mediante una bretella), lo Hangesa (lett.:
mezzo Kesa), conferito ai laici, e lo Wagesa (lett.:
piccolo kesa) per i laici che abbiano preso i
precetti.

Il Rakusu giapponese riporta, cucito sulle
bretelle, o sulla targhetta cucita sulle bretelle
sovrapposte dietro il collo per tenere il Rakusu
sempre in posizione corretta, il simbolo della
scuola di riferimento: per il Soto I'ideogramma del
pino, per il Rinzai un triangolo che allude alla
montagna, e per I'Obaku una stella a sei punte. In
aggiunta, le tradizioni Soto e Rinzai hanno
inserito un grosso anello piatto alla bretella
sinistra. Tale anello non ha nessuna funzione
pratica, ma ricorda I'allacciatura sulla spalla del
Kesa integrale. In seguito al movimento
riformatore conosciuto col nome di Fukudenkai,
verso la meta del Novecento alcuni gruppi della
scuola Zen Soto hanno eliminato tale anello.

Il Buddhismo entro in Vietnam prima dall'India
e solo successivamente dalla Cina, ma la forma
cinese divenne dominante. Nel Buddhismo
vietnamita si preferisce un kimono a maniche

Il Sutra del Kesa & un sutra che si recita
prima di indossare il Kesa o il Rakusu. Questo &
il testo:

Oh, abito della Grande Liberazione,

Kesa del campo della felicita illimitata!
Ricevo con fede gli insegnamenti del Buddha
Per aiutare tutti gli esseri senzienti.

Un monito su abito, aspetto e realta ci arriva
dal fondatore della scuola Rinzai, il maestro Lin-
chi I-hsuan, vissuto nel IX sec., che disse:

"lo indosso vari abiti differenti ... Lo studente
si concentra sull'abito che indosso, notando se
esso sia blu, giallo, rosso o bianco. Non cercate
di far colpo con I'abito! L'abito non pud muoversi
da se stesso: solo la persona pud indossare
I'abito. Questo é un abito autentico, un abito non-
nato, un abito della bodhi, un abito del nirvana,
un abito dei patriarchi, un abito del Buddha. O
monaci, questi suoni, nomi, parole, frasi non
sono nient'altro che cambi d'abito ... | pensieri si
formano a causa dei processi mentali, ma non
sono altro che abiti. Se voi confondete I'abito che
una persona indossa per la vera identita di quella
persona, benché trascorrano infiniti kalpa, voi vi
occuperete solo degli abiti, e rimarrete per
sempre  prigionieri  del  "Triplice  mondo”,
trasmigrando nel regno di nascita e morte".
Forse non & bene restare troppo impressionati o
troppo attaccati, anche al Kesa, benché il
maestro Dogen potrebbe non essere d'accordo.

Alcuni buddhisti americani si irritano contro gli
abiti quando rappresentano la gerarchia del
Buddhismo asiatico; sono sorpresi dal fatto che
gli abiti abbiano un qualche valore. Alcuni
temono che le differenze di abito suggeriscano
confronti quali: "Chi & il piu illuminato?", oppure:
"Chi ¢ il pil anziano qui?". Alcuni credono che gli
abiti intimidiscano i principianti, o incoraggino
l'orgoglio, come se si trattasse di wuna
promozione. E alcuni non gradiscono proprio il
formalismo che ne caratterizza I'uso, nonché
I'implicito elitarismo. Molti americani indossano i
loro abiti, o solo il Rakusu sopra i vestiti ordinari.

Avendo compiuto un veloce tour attraverso
chi indossa cosa, quando e perché, desidero
lasciarvi con un fattivo e positivo modo di vivere
la vita con l'aiuto dell'abito del Buddha.

Nel Sutra del Loto, il grande - secondo alcuni
il piu grande - sutra del Mahayana, incontriamo
lo specifico concetto di "indossare I'abito del
Buddha". Si trova nel capitolo 10, "Maestri della
Legge", che affronta I'argomento di come
comunicare con gli altri, specialmente nelle
discussioni sul Dharma. Ma io penso che questo
sia da applicarsi nella nostra vita di tutti i giorni,
sia chiacchierando sul tempo, che di politica, che
da soli con noi stessi.

In questo capitolo, il Buddha Shakyamuni
spiega i "tre ruoli dellinsegnamento”, uno dei
quali prevede che il maestro debba "indossare
I'abito del Tataghata" quando si accinge a
esporre il Sutra del Loto. Nel Sutra, il Buddha
parla per metafore; spiega che il suo abito & "una
forma gentile e antica”. Cosa intende dire?
"Gentile", sembra abbastanza facile. "Antichita”,
o "perseveranza", mi sembra essere l'eco del
"Grande Sforzo" dello Zen, in questo caso
applicato alla comunicazione. Se noi praticanti
fossimo capaci di combinare gentilezza e buona
volonta nell'impegnarci nel dialogo, anche in
presenza di disaccordo, critche o malintesi,
moltissimi problemi potrebbero essere annullati
semplicemente parlandone. La mancanza di
gentilezza si riproduce; se qualcuno non capisce
o rifiuta le nostre posizioni, siamo tentati di
comportarci allo stesso modo nei suoi confronti.
Il rifiuto porta alla rabbia o al disimpegno, il
nostro cliché di chiuderci le orecchie con le dita
ed esclamare "La/lala, non posso sentirti!"
spesso € il risultato di frustrazione e dolore.
Abbiamo perso I'opportunita di comunicare.

lo credo che la "gentile perseveranza" derivi
dalla determinazione a sviluppare il proprio
centro - cio che nutre il seme dell'equanimita. Cio
richiede forza interiore, ma anche mente aperta.
Una quantitd talmente formidabile di forza é
coinvolta nel semplice agire, piuttosto che
reagire, nel non essere troppo attaccati a cio che
amate, all'avere ragione - perché se voi
personalizzate il dogma, esso diventa un
ostacolo al dialogo, qualsiasi tentativo alla
discussione ci s'infrange.

Cio non vuol dire che si debba essere
passivamente mansueti. L'obiettivo non é: "lo
saro carino se tu sarai carino!”, sebbene sia un
bel modo di essere rispettosi. In effetti, io penso
che dovremmo avvicinarci alla comunicazione
senza aspettarci necessariamente di metterci
d'accordo, o anche solo di capirci. Lo spero, ma
raramente si verifica.

In ogni caso, questo € lo spirito con cui io
offro a tutti voi questo Teisho! Possiate indossare
I'abito del Buddha con calore, aperti al dialogo,
ma fermi nella vostra determinazione e sforzo, e
non turbati dalle questioni della cucitura
buddhista!

http://www ilcerchiovuoto.it/pages/conferenza-sulla-tradizione-dell-abito.php
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Introduction

Eshun Yoshida Roshi
(1907-1982). transmitted the
true teaching of the Buddha
as transmitted through Eko
Hashimoto Roshi. Hashimoto
Roshi’s teaching, following the
nyoho tradition of authentic

-transmission, penetrated Eshun
_ Yoshida Réshi’s whole life. She
vowed to guide many people and
herself to attain Buddhahood
‘through sewing and wearing the
nyoho okesa. Her desire and
devotion were boundless, and
she came to Sap Francisco Zen’
Center twice, in 1970 and 1971.

She led practitioners in making .

the okesa accor&ing to the nyoho
tradition. At that time Tomoe
Katagiri started the practice of
okesa sewing under the guidance
of Eshun Yoshida Roshi, from
.whom she received the seven
row okesd in 1980 at Kaizenji.
in-Japan where Eshun Yoshida
Roshi was abbot. ’

i

Tomoe Katagiri has taught nyoho okesa
and rakusu sewing at the Minnesota Zen
Meditation Center and other Zen centers
in the U.S. and other countries.

The section on nyoho-e was written

- by Tomoe Katagiri and edited by Yuko

Conniff and Willa Hathaway. Sewing -

instructions were compiled and edited
. by Tomoe Katagiri from Eshun Yoshida

Roshi's instructions. Drawings yere
done by Tomoe Katagiri, Jabnith Ha'éch
and Michael Danio. Calligraphy by
Janith Hatch. Layout and design by
Ejyo Katagiri. o '

The instructions in this booklet are best
used with a teacher’s guidance.

Deep appreciation to:

Eshun Yoshida Roshi

Dainin Katagiri Roshi N
: !

and to:

Yuko Conniff
Michael Danio
Janith Hatch
Willa Ha"thawa\y
Ejyo Katagiri
Tom Rauschke
Lynn Warkov
Jisho Warner
Cynthia Wetzell
Kaaren Wiken

‘Shoken Winecoff

Rosafl Yoshida :
and others who have helped in various ways.

In gassho,

Tomoe Kétagiri

Minneapolis, Minnesota
Eall 2000
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Nyoh(')-e

" About 2500 years ago Shakyamuni
Buddha was at Rijagrha, a favorite

resort of his and the capital_ of the

kingdom of Magadha. At that time,
Buddha’s disciples wore the same

~ clothes as students of other teachers,
so it was very difficult tq distinguish
between disciples of Buddha and
other adherents. Many of them
wrapped their bodies with large
or small squares of fabric, some
‘white, some made of bright colors
and some with decorations.

One day Bimbisara, the king of
Magadha, noticed a mgn who /
looked like a Buddhist monk
standing by the road in the dis-
tance. The king was getting off his
elephant to bow to the Buddhist
monk when he noticed that the
man was not a Buddhist monk
but a Brahman. So he asked
Shakyamuni Buddha to make

clothes for his disciples that were -

symbolic of their practice. One

day when Shakyamuni Buddha was on his
way from Rijagrha to the south to teach

- with his disciple Ananda, he stopped to take

a look at a rice field and noticed its foot-
paths were formed in a marvelous order
and neatness. The rice plants were growirng

_together peacefully with other creatures

without any discrimination. Shakyamuni

‘Buddha pointed to the rice field and asked

Ananda if he could create a Budd\hist robe
for the disciples of Buddha that had the
same pattern as those rice fields. Ananda
said that he could and went back to
Rijagrha for the pierose of making this robe.
When Shakyamuni Buddha came back to
Rijagrha many of his disciples were already

- practicing with the robe that took its pattern
from t_he rice fields. This robe was made of
" long and short pieces of discarded fabric,

dyed and sewn together. Shakyamuni

~ Buddha respected the wisdom and intelli- |

gence that was revealed in the robe Ananda
created. Ananda had understood
Shakyamuni Buddha’s intention very ~_
deeply even though he had not told him
how to make such a robe. At that time

(~

Al

‘Shakyamuni Buddha decided that from

then on all his disciples would wear this
robe (okesa in Japanése, kasdya in Sanskrit).

., - Y .
There are three Consi\derations concerning
the wearing of the okesa for a disciple of
Buddha. The first is its practical use as
clothing, the second is its ceremonial use
as a religious garment, and the third is |
receiving it as the Buddha’s body and'mind.

~In India the okesa was used practically as

clothing and as receiving the Buddha’s -
body and mind. In Japan, however, its

~ practical use disappeared, and only its uses
as a ceremonial garment and as receiving

the Buddha’s body and mind remained.
The formless teaching of the Buddha is
contained in the form and shape of the okesa. vy
The okesa that is made in the traditional ‘
way and is one with Buddha’s teaching is
called nyoho-e.

The okesa is a big rectangular cloth that
Buddhist monks wrap around their bodies.
In the history of the various Buddhist schools
the okesa has changed over time into many





different forms. However, the okesa
to b discussed here is the original
ong, nyoho-¢, which has been handed
down from India to China and .
Japan without changing its orlgmal
teachmg and form.

nyo Nyo is used as “as-it-is-ness”
in the sense of showing the
law or truth as it really is.

ho Ho means law, truth, or
the Buddha’s teaching,
or principle.

e E means robe, clothes.

When all three are put together
it means that the law, or the
Buddha’s te:;lching; is represented
as it really is by means of one’s

- clothes or robe.

. The First Patriarch, Bodhidharma, came

from the west and stayed at Shaolin
Temple, awaiting an opportunity to

. propagate the teaching. He sat gazing
patiently at @ wall until Hui-ko
appeared in the last montk-of the year.
Bodhidharma knew that here was a

vessel of the Supreme Vehicle, guided\ him, and later
transmitted to him both the robe and the teaching.
His descendants spread throughout the warld, and  \
the True Law has been handed down to this day.!

Nyohé-e was transmitted from Shakyamuni

~ Buddha to Bodhidharma in India, and in
China from Bodhidharma to Taiso Eka Zenji_

(Hui- ko)' from Eka Zenji to Dai-i Doshin
Zenji (Tao hsin), from Doshin Zenji to
Daiman Konin Zenji (Hung- ]en) from K6
nin Zenji to Daikan End Zenji (Hui-neng),
the SixthyPatriarch, and on through succes-
sive Buddha'’s disciples to Tendo Nyojo - \
Zenji (Ju-ching), Eihei Ddgen Zenji’s
teacher. DGgen Zenji transmltted it to

hlS descendents in Japan. '

Recently, in May of 1 971, the nyohd-e
was brought by Eshun Yoshida Réshi to
San Francisco Zen Center. It was a great
historical event in the transmission of
Buddhism to the United States. Yoshida
Roshi was a disciple of Eké Hashimoto -
Roshi, who died on July 10, 1965. She’
died at the age of seventy-five on
December 26, 1982,

Dé6gen Zenji, at the age of twenty-five, was
at Tien-tuhg—shan in China, doing zazen
with many monks, when’at the end of
morning zazen he saw that a monk who sat

'next to him held up the okesa with both
* hands, put it on his head, and with gassho

recited the verse of the okesa:

Great robe of liberation! ,

Virtuous field far beyond form and emptiness

Wearing the Tathagata's teaching '
, X;Ve' Yow' to save all beings.

After the monk chanted this verse three
times he put on the okesa. Dégen Zenji had

" never seen this great practice before; he

was deeply impressed and even shed tears
from a mingled feeling of joy and sorrow.
He talks about this in the last part of the
“Kesakudoku,” saying that his robe’s collar '
was wet from the ‘tears. '

When I was in Japan 1 ,read the Agama-sutras and

found the verse of the kesa I also found that before

one puts on the kesa they should put it on their

head. I had not known when and how it correctly
“was to be done as I had asked my master and friends

but none. of them knew. I felt very sorrowful that

f
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such a long span of time had passed
wastefully without knowing how to

handle a kesa in spite of having been at

Hieizan for three years and at Kenninji
for nine years. Now, I fortunately could
-see and hear with my own eyes and ears
the manner in which to wear the kesa
due to good deeds accumulated in previ-
ous existences. I was grateful and thank-
ful. If I had stayed in Japan, I would not
have had a chance to see this great -

scene. I took pity upon the people in my -

country because they could not see it.2

. At this time, Dogen Zenji quietly
vowed to become a direct disciple
of Bodhidharma, correctly trans-
mit\tjng the teaching of Shakyamuni

Buddha. He vowed to see, listen to"

and wear Buddha’s pure direct
teaching. He vowed that all sentient
beings would attain Buddhahood
through seeing and wearing the
nyohd-e, and through listening -

to the verse of the okesa. After he ’

went back to Japan he strongly
recommended to people that
they wear the nyohd-e and by his

earnest vow many lay people and monks
began to wear it. \

N ‘ -

. Dogen Zenji teaches us about the merit o

the okesa in the Shobogenzo “Kesakudoku,” or

' the merit'of the okesa, and “Den-ne,” or the

transmission of the robe. He says we should

( understand that the okesa is the Buddha’s

“body and Buddha’s robe. Since the okesa
stores the Buddha’s pure teaching and the
truth of life, it affects us in different ways,
"according to the circumstances of time and
place. It is different from the usual clothes
that we wear in our ‘daily life; it is universal.
When we assimilate it, the okesa works,
upon us as Buddha-dharma, and we can
accept a okesa as the Buddha’s body and
mind, and as a living teacher instead of
understanding it through theoretical study.
Dogen Zenji suggested to us that if we want
to practice zazen, we, as a disciple of Buddha,
should first receive the okesa through the -
ceremony of receiving the okesa (okesa-juji shiki)
and through the cefemdny of receiving the

- ‘precepts (jukai). Then we can practice

Buddha'’s zazen wearing the okesa. For a
disciple of Buddha this is desired for an
wundeviating practice. It is said that if we

\

receive Buddha’s teaching firmly believing
that an okesa is Buddha-nature and not‘,“
just a piece of fabric, then when we put
the okesa on our body, our eyes become
Buddha’s eyes, our ears become Buddha’s
ears and our nose becomes Buddha’s nose.
We cannot understand this unless we throw
away materialistic views of the okesa. Dainin -
Katagiri Roshi uses the example ofa
ten-dollar bill to illustrate the same idea.

A ten-dollar bill is just a sheet of paper, but if we
believe in its value and know how te deal with i,
it works as money and helps our lives. '

* When doing zazen for even a minute we

are Buddha. Dogen Zenji mentioned the
same teaching concerning the okesa in
“Kesakudoku.” The okesa is Buddha’s robe,
the robe is Buddha’s body, Buddha’s body is
Buddha-dharma, and the Buddha-dharma
is the okesa itself. The same idea is applied
to the meaning of the okesa, oryoki, and the
s0do, the place where we practice zazen. In
terms of the external representation, the sodo
is regarded as housing, the okesa as clothing,

‘and oryoki as food. Bach of themhasa

different form, but they are exactly the same





- teaching, There are three ir‘ldispens-‘
able things in our life: clothing, -

food, and housing. For one’s life

-to conform to Buddhist practice,
one wears the okesa as clothing,
uses oryoki for eating and.uvsles the
sodo for housing. This follows the
discipline conforming to the
Buddha’s direct teaching, nyoho. For.
this reason, Dogen Zenji says in the
“Kesakudoku” that for one thou-
sand years following Shakyamuni
Buddha’s entering nirvana, Buddha’s
disciples, monks and lay people

wore the nyoho-e in India and China. '

. In Japan, a country far from India,

the Buddha’s disciples who became-
monks shaved their heads, but had -

not received nyohd-e, even though
they had the appea:rance of a
monk. They did not know how
to correctly transmit, receive and
wear it nor that the okesa is thade
following three direct teachings
of Buddha: tai, the material; shiki,
dyeing color; and ryd, the size.

Three Nth(')s

How to take care of our life as a disciple

'of Buddha is a great problem for us and a

great practice for us. If we always put our-

* selves into a modest life as a disciple of

Buddha, naturally this modest attitude will

' appear in our clothing, food and housing.

However, we are prone to the excessive
pursuit of fine'material, beautiful colors

. and unique style. This sense of seeking after

beauty is not Wrong, however, it then

invites jealousy, contempt, stealing and the
desire for luxury. In order not to cause

even a little trace of these mistakes to arise,
disciples of Buddha needed to take the

most faithful care regarding the design, .
material, color and size of their clothing, \
so as to embody the formless Buddha’s
teachlng in the form of the okesa.

’ . )
The okesa is made following three impor-
tant fundamental rules of Buddha’s teach-
ing concerning the material, color and size.

‘When we make a okesa following these
three nyohds the okesa becomes nyohd-e. For a
‘disciple of Buddha, these three nyohds are
‘contained not only in the okesa, but also in

every aspect of practice. These three nyohos
are the basic attitude toward life.

Tai of Nyoho

(the rule of the matena])

The tai of the okesa is a the fabric that is
needed to make it. In the “Késakudoku”
Dogen Zenji says that the best material is
called funzo. There are between four and ten
different types of funzé: material that has

t -~ been chewg,d by cattle, material that has

been chewed by mice, material burned by
fire, and material from the clothing or
shrouds of the dead. These are perfect as
" okesa material.
¥
Indians throw this cloth in the streets and in the
\ﬁelds just as they do excreta. It is called pimsula. *
Monks pick up such cloth and wear it after having
washed it and sewn the various piec‘es together.
| Although some of this cloth is cotton and some
silk, no discrimination should be made between
the two.We should deeply reflect on the meaning
of pdmsula, funzo.

A monk once asked a famous Zen master, “Was

the Ka$dya that was transmitted to the Patriarch
Hui-neng at midnight on Mount Huang-mei made of
cottor or silk?” The master answered, “Neither cotton
nor silk.” We should realize that this statement that
a ka$dya is made of neither silk nor cotton is an
excellent teaching of the Way.4 ‘

N





In order for the okesa material to
be free from the thought of evil and
attachment, the material, donor,
and receiver must be perfectly clean
spiritually and physically. We should
not make distinctions about the
material such as that linen is better
than cotton, cambric is good, silk "
and wool are not good, this material
" is worthless, or this material is
acceptable. Senryii Kamatani Roshi
says the following in his book,
Teisho Kesakudoku: “The true meaning
of funzo is ‘sweepinés.’ Funzo-e is
the okesa made from cast-off rags
that were collected from garbage
and from the streets. The unusable «
part was sorted away and the
~ usable parts kept, washed and
dyed into a darkish color, then
sewn tc;gether into the rice-field
pattern. You might feel it is dirty
because the funzo-e was made
entirely from material picked up

from the garbage, but it is not; it ..

is completely free from attachments
such as love and hate. Nobody can *
create passion toward it, because

AN

there is no value or quality to measure.

. If people had any attachment to it, they

would not have discarded it as garbage.”>

It is difficult to determine what is good and what is
evil. Laymen say it is good to wear luxurious silks,

" embroidered garments, and brocades; and bad to
wear tattered and discarded rags. But in Buddhism
it is the opposife: tattqred robes dre good and pure,
richly embroidered garments aze evil and soiled.
The same applies to all other things as well.

The Madhyam'—agama—sutm states, “ViYtuous men!
Suppose that someohe’a'cts purely but speaks and
things impurely. If a wise man sees this and
becomes angry, it is necessary for him to eliminate
his anger. Suppose again that someone acts impurely
+ but speaks and thinks purely. If a wise man sees this

and becomes angry, it is necessary for him to eliminate

his anger. How can he do this? Virtuous men! He

can do so by following in the footsteps of a solitary” -

- monk who picks up discarded cloth to make himself
 a pmsula. Like the monk, if he finds the cloth
soiled with excreta, urine, nasal mucus or qnything
else impure, he should pick it up with'his left hand
and, stretching it out with his right hand, fear off
the unsoiled and holeless parts. :

~ Thave described””

“Virtuous men! If someoné acts impurely but speaks
purely, do not think about his imfipure actions; rather
simply think about his pure speech and thought.

| If @ wise man sees such a person-and becomes
angry, he should eliminate his anger in the way

There are three types of okesa. The first type
has been explained; it is made from dis-
carded cloth. The second type of okesa is
made from the feathers of birds or the fur "
of animals. If practitioners are unable to

. get hold of the first type of okesq, funzo-e,

they should make this'second type. “The
third type of okesa is made of worn-out
cloth that has bekn resewn. Monks should
not wear a okesa made of fine material
prized by the ordinary world.”8

In this modern age in Japail nobody throws
away funzés in the field or on the street as
the people in India did. Even if you went to
a dump you would be unable to find any
funzos, but in our day’ théy could be found
at a rummage sale or at a _Goodwill store.
‘When we have to buy the material, the
same consideration of mind is needed as \

~ the spirit with which the funzé material is
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collected. According to conditions

and circumstances we should try
~ to find less expensive material so
as to refrain from luxury. When
we offer or are offered material,
we Have to deal with it with a
pure mind free from fame,
+wealth, love and hate as regards
thée material, donor and receiver.
If the offering is not enough to

make an okesa, we should devise a

way to use it, such as adding
other material. We should try to
do our best to recéive the offering

- of the donor’s faith, whatever it is.

This attitude means to be devoted
. to the Buddha’s way.

‘Shiki-of Nyohs

(the rule of the color)
Color that doesn’t create sensual desire 1%

.in‘accord with nyohd. We create aesthetic

impulses from the five primary colors:
blue, yellow, red, white and black.
Therefore, we refrain from using these colors
in the okesa. The color that conforms to the
okesa is modest and does not create a feeling
of luxury, greed, or jealousy in the human
mind. At the same time this modest color
shows the difference between disciples of
the Buddha and lay people. The point is to
refrain from using people’s favorite colors,
such as brlght colors, because then our life

- is free from greed, anger, and self-delusion.
"For this purpose the okesa material is dyed
-to an impure or blended color. A primary

color and two or more different colors are
blended to create a dull color that i is hard
to define. This blending of colors is the rule
of dyeing. " |
Roughly speaking, blended colors are
grouped into three: a blueish group, a

reddish group and a yellowish group. The

blueish group consists of a pine leaf-like
color (dark green), greenish rust and

/

blueish black. In the “Kesakudoku,” Dégen

~ Zenji says that the okesa the patriarchs

transmitted from Bodhidharma was blueish
black, and it was made from rough linen '
‘material. Senryl Kamatani R6shi says in his
Teishd Kesakudoku thdt the okesa Dogen Zenji
received from Nyoj6 Zenji was also the
same color, blueish black.

Dé6gen Zenji says in the “Kesakudoku” that
Shakyamuni Buddha always wore a reddish

~ black okesa. Generally speaking, the reddish -

black color is called kagdya in Sanskrit, and -

~ okesa in Japanese. The word okesa is derived

from this reddish black color, because this
was a typical color used for the okesa in‘
‘India. Kamatani Réshi says in his Teisho
Kesakudoku that in India monks dyed their
okesa material into reddish black using. the
juice made from the bark and nuts of the
gandha tree. Gandha trees have been grow-
ing here and there in India since the time
of Shakyamuni Buddha. The dye obtained
from the gandha trees was easy to get and
handle and didn’t harm the fabric. Each of
the monks had to dye their own material,
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and even though there was a cer-

tain method of dyeing, it resulted

_ in many different tones.

.
According to Buddha’s teaching,,
the color of the Buddhist robe must
be a suitable color for practice.
Nyoho color has to be that which
is free from the expression of fame
and reputation. Also dyeing the
cloth into the.okesa color means
throwing one’s body, mind and
thought into the Buddha-dharma.

There is another ceremony of
dyeing before a Buddhist practi-
tioner receives'a okesa that has
already been dyed into the okesa
color. This is called tenjo in
Japanese. The tenjo ceremony is
necessary when the okesa is made
from new material, but it is not
necessary when the okesa is made
from used material. Ten means dot
or stain, and jo0 means purity or

f

chastity. Tenjo means to reform an ordinary
sense of value about clothing, food and
housing and to be free from attachment to
it. Tenjo is the ceremony of purification in

- which small dotted stains are put on the

okesa or zagu It is said in Study of the Kesa by
K6d6 Sawaki Roshi that in the beginning,

““small dots were put on Buddhist belong- -

ings as a mark to distinguish them from

" the other monks, belongings.” This changed

into the meaning of purifying a new okesa
or zagu, and today the idea of them as dis-
tinguishing marks has disappeared. As we’
khow, Buddhist life, makes a point of
poverty; however, the offerlng of the material
for the okesa was not always used material,

sometimes it was new material. As a
‘Buddhist, to take the new material for

granted because it is-not discarded fabric is

not a desirable thing. Also we should reflect

on how to use the new material with a
modest attitude so as not to becomé self-
indulgent. In this sense, the tenjo ceremony
symbolizes that the materlal isno

- longer new.. .

_okesa through one’s body

- two ways are explained

amount of material

Ryd of Nyoho

(the rule of the size)

The rule of the size concerns the length -
and the width of an okesa. There are many
different body shapes, so it is hard to
standardize the size of an okesa. To wear an
okesa- practically in the proper way and in
a well-kept manner, the olgesa was made
according to individual size through indi-

. vidual body measurements. There are two

ways of finding the size of an

measurements: a direct way
and an indirect way. These

in Hobuku-kakushd by
Modushitsu Ry6yo
Zenji. The direct way is

by putting okesa material
on a person who is -

going to wear i,
and finding the size
of the okesa from the

needed. The person
hangs the material
vertically from the
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top of the should'er’ down tileir The indirect way of ﬁnding’the correct okesa ~ width of the finger, and the width of a grain ,

back to the ground.A The end of the _size is to calculate the size using parts of of wheat or a pea are used. ' -
material should come three inches, " the body as basic units of measurement. o o
or the width of four fingers, above ' . The distance from the.elbow to the tip of Nyoho-e is often interpreted-as the okesa that
the ankle. The fabric’s length, the middle finger or from the elbow to the - ‘Shakyamuni Buddha and his disciples wore,
from the top of the shoulder to tip of the middle finger of a fisted hand are ~ but nyohé-e is also the okesa made correctly
three inches above the ankle, is the two basic units of measurement. The following the rules concerning material,
the okesa’s width. A elbow measurement is called the chii size or color, size and sewing according to the
, ) : \ chiiryo in Japanese, and it is used to determine teaching of the Dharma. '

To determine the length of the the okesa’s 1erigth and width. Basically, three ' _ :
okesa one grabs the material on times the chilryd measurement is used as the Each row is made-of one short pi,ece‘ and

~ the top corners and drapes it over width and five times is used as the length. two long pieces. The overlapped parts
their shoulders from behind, For determlnmg smaller units of \measure— within each row and between rows are
bringing their fists together in ment the distarice between the stretched called the yo.The top yos always cover the |
front of them. * thumb and stretched middle finger, the next lower piece and the central rows cover

“the outer rows. This construction symbolizes
the water flowing smoothly in the rice

fields, from the center to the right and left

sides, and from the top to the bottom.

N
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Dankyaku

There are three dankyaku measure-
ments. (See illustration below.)

~ Ian Kishizawa Roshi says in
Kesakudoku Kowa that the long
square symbolizes wisdom or
realization of truth and the short
square symbolizes delusion.
There are more wisdom squares
than delusion squares, and the
wisdom squares separate the
delusion squares.  *

Tie and H\’ook

Originally the okesa did not have ties and
hooks. It is said in Dharmagupta’s version
of how the okesa was created that one of .
the Buddha’s disciples told Shakyamuni
Buddha that when Shariputra was on his
way to visit a layman’s home, his okesa was
blowxr off his body onto the gro\ur;d by the
wind. Then Shakyamuni Buddha decided to
put ties and a hook on okesas because this
would prevent them from slipping down

from the shoulders. \

Ties : /‘h‘e
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Classificarion of

the Okesa into Four Types

Okesa are classified into four typges accord-
ing to how thé material is cut and sewn
together. They are called kassetsu-e, deccho-e,
shoyd-e or kussho-e, and man-ne. ‘ ‘

Kassetsu-e is the most common style. It is
made from long and short square pieces
offered by many donors, or it is made from
brand new material that is cut info long and

short pieces. Cutting a large piece of material -

is symbolic of using discarded fabric and"
to cut a large piece of material into small
pieces means to emancipate us from strong
attachment. Each row of the okesa is sewn
together with two or more long pieces and
a short piece. Some rows have a short piece
on top and a long piece on the bottom, and
others have a long piece on the top and a

* short piece on the bottom. This construction

means Buddha-nature is neither big nor
small, neither long nor short. A short piece
does not always take a higher place on the

"toi), and we cannot judge that the top is

more important because it is in a higher
position or the bottom is less important

/
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because it is in a lower position.
Buddha-nature really permeates

ﬁ everywhere. What is short is short

of itself; what is long is long of

itself. There is n6 difference between

a long piece and a short piece;

Deccho-e is made when there is an

insufficient amount of material

to make a kassetsu-e. Yos are made

from different pieces of fabric and
N .
are sewn onto one okesa-size piece.

of fabric.

- Shoyo-e or kussho-e is made from
one large piece of fabric.The yos
are folds of the okesa-size fabric
itself, T have never seen a kussho-e,
_so I hesitate to talk about it.

Man-ne is an okesa that doesnot
have any rows or yos; it is just like

a big frame of a rice field without ’

a foot path between the fields.

We‘make one of the four types of

okesa following the Buddha’s
teaching of the rule of the material,

goes downward. -

the rule of the color and the rule of the
size, depending upon the amount and
condition of the material allotted to us.

When we sew any of the okesas it should
always be sewn with a kind of backstitch
called kyakushi in Japanese. We use running
stitches for general hahd sewing, but these
are different from the stitches used on
okesas. The kyakushi stitch is similar to the
backstitch and takes a lot of time, bgcauée

for every stitch that goes forward, the next

3

\

Sentyd Kamatani R(')S/hi says in this book
Teisho Kesakudoku that the kyakushi way of

.sewing, back and forth with every stitch, -

shows us the truth of Buddha's teaching,
Immanent in the kyakushi stitch is the
practice and teaching of “eko hensho,” “Just

turn your light inward and reflect. ”'This

‘'way of sewing is a stitch forward, and then

one backward. We do it this way over and
over again. If one has some time for sewing
and the vow to make the okesa with deep
consideration and full devotion for every

stitch, even an unskilled person can make an-

okesa. I remember that in 1971 ten chlldren,

ages eight to eleven; made their own rakusus
with their parents. (The rakusu is\a small
version of the okesa, primarily, for lay people.)

When I practiced okesa sewing under Eshun
Yoshida Roshi, I was. téught the following
sewing manner. At the beginning of each
sewing session, we light a candle and offer
incense on the altar. Then we bow in front
of the altar three times. After that we begm
with the same mind as when we do zazen, -
and with every stitch we recite in silence
one of the verses of the Triple Treasure, {
“I take refuge in the Buddha.” After sewing
we again bow three times. . /

12

Ian' Kishizawa Roshi says'in his book
Kesakudoku Kowa that there is a rule for the
length of time for sewing the okesa (a law
made by Shakyamuni Buddha). An okesa

of hine rows is to be made in five days,

an okesa of seven rows is to be made in four
days and an okesa of five rows is to be made
in two days. However, Dogen Zenji says in
Kesakudoku that this rule concerning the

- number of sewing days is no longer

adh_eréd to.





Senryu Kamatani Réshi says that
when sewing an okesa, it is best to
do so in a specific length of time.
If one starts making an okesa, one
often has a tendency to become
insistent and thoughtless because
of the desire to finish it as soon as
possible and to ignore other tasks

or dutjes that one has to carry out.
During the shobo* period, monks .

took many days to sew an okesg; it
was an obstacle to the practice of

’

»others in the Sangha life, so the sewing time
“was limited. During the mappd* period, in
the present time, it is a little difficult to
follow this law, unless one,can sew the okesa
in the time permitted without disturbing
others. One should try one’s best to do it
within the time permitted. Your fiith in
‘making the okesa is very important and one
should not be neglectful or misunderstand
that “I do not have to hurry or I do not
have the time now.” When you awaken to °

the thought of making an okesa, just find
\ ‘, '\

\ the sev/ving time and do it with a vow to

complete it with a calm mind. Then you
have to receive the okesa that you have
made by yourself from your teacher in
the okesa-receiving cer?mon'y. ’

—_— i

* Three periods after the Buddha’s dgath: shabo period, the period of the correct doctrine, is }he
period when Buddhist doctrine, practice and enlightenment all exist (for 500 to 1000 years); zobo
period, the period of the semblance, is the period when both doctrine and practice still exist, but
there is no longer any enlightmnment (for 1000 years); mappd pefiod, the period of decay and
termination, is the last 10,000 years, when the doctrine itself vanishes.

o
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Seven-row kasdya,

shichijo-¢ or uttarasanga, -

kassetsu-e style

Seven-row kasaya;
deccho-e or
choyo-e style
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Nine row kasdya,

kujo-e or _saﬁ};hati, ,
. kassetsu-e style

Man-ne or patta =

\
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‘ Five-row kasdya,
. ‘ ' , gojo-e or antaravasa,

kassetsu-e style
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. o . ! Five-row kasdya,
i ' v e shoyo-e or,
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Kusshi-e style
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Five-row kasdya,

meshi-nui style
(Meshi means horse’s teeth. The stitches

go in the manner of a horse’s teeth.)

. Seven-row kasdya,

chosoku-nui style

 (Chosoku means bird’s feet. The stitches go

in the manner of a bird’s footprint.)

S
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Twenty-five-row kasdya,
nijugojo-e or sanghati,
kassetsu-e style
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San-ne

(three regulation garments
of Buddha's disciples)
There are three kinds of okesas.
The first one is made with five
vertical rows, each with one short
piece and one long piece. This is |
called a five-row kesq, gojo-¢ in
}Japan"ese. The second one is made
from seven vertical rows, each k
with one short piece and two
long pieces. This is called a seven-
row okesa, shichijo-e in Japanese.
The third oneé is made from nine
vertical rows, each with one short
and two long pieces. This is called
a nine-row okesa, kujo-e in
Japanese. Okesa with nine or more
rows are called dai-e in Japanese. _
* Ddi-e are made with 9, 11, 13, 15,
17,19, 21, 23, and 25 rows; the
25-row okesa is the Iargest. Da
means large or big in Japanese; .
this “large” does not refer to the
large SIZE of the okesa, but to the .
large NUMBER of rdws.

3

From the shobo period to the present mappo
period, in Southeast Asia and India, monks

receive only these three kinds of okesas, and

they have no other possessions except the -
oryoki, the Buddha bowl. v

Shakyamuni Buddha felt that the way of
monks was different from that of.other
practitioners. The practice of Buddhism lies
between the extremes of asceticism and
hedonism. Also, Shakyamuni Budd\ha felt
that monks should cover the parts of the
body that give rise to the impulse of sensual
stimulation in others. Followers of Jainism.
practiced without any clothes for the purpose
of being free‘from their sensual and other
worldly desires; therefore they did not feel
shy because of their nakedness. They may be

‘ free from sensual desire; however, the naked
body unconsciously may hinder others by

evoking sensual desire in ordinary people.
To make others feel shame is a careless act.
Shakyamuni Buddha felt that regardless of
whether other people were present or not,

- monks should cover the parts of their bodies
that could cause others to feel shame, and
that they should wear the okesa as their

-

clothing. In order not to be greedy theyare
to keep only three okesus. Having three okesas,
we are taught not to plirsue more than is
necessary for complete knowledge.

Monks have to carry the san-ne and oryoki

with them wherever they go.To leave the

san-ne behind is an infraction of the precepts.
Dogen Zenji strictly admonishes us not to
wear the okesa unless it is in good repair
because to do so is the extinction of the
Buddha-dharma, Buddha’s teaching We
should not forget this mind of Dogen Zenji,
which is bent on the right way. The awareness

of the treasure of being disciples of Buddha, .
~ Buddha containers, is cultivated by wearing

the okesa. Out of compassion, so as not to
break the rule, monks should not leave the
san-ne behind. The tradition of the shosan-ne
was started in the time of Keizan Zenji
Japan.) Sho means small, and shosan-ne is a
miniature size san-ne. Monks carry shosan-ne
with them ‘instead of the sai-ne when they-
travel. When they are not traveling it is
placed on the altar. There are many kinds of

chores in d monk’s daily life, such as cleaning,

1¢





making firewood, working in the
kitchen, gardening, and so on.
When monks are doing their - ‘
chores they wear the five-row okesa
as a work robe, because it was the
clothing of Buddha’s disciples in

‘India. The traditional custom of

wearing the five-row qkesa for
physical labor has been kept in-
China and Japan. Also the five-row
okesa is worn when traveling and
when monks stay in their rooms.
In Japan, Korea and the West, the
small version of the five-row

_ okesa, the rakusu, may be worn for

working and traveling. Man-ne can
be worn as a substitute for the
five-row; okesa. The seven-row okesa

“is worn when participating in

public activities such as services,
chanting sutras, listening to lectures,
begging, sitting zazen and eating
meals. To enter these activities is
called nyiijii in Japanese. Because the
seven-row okesa is worn during
nyijil it is also called nyuji-e. Dai-es
are worn when teaching, doing

N
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takuhatsu, conducting ceremonies, and when
a priestis asked to give a lecture to the
emperor at the palace. The practice of
takuhatsu may seem to be only a "begga.r’s
activity, but' the true meaning of takuhatsu
:is a most important way of teaching people.
When monks go to towns or villages for
takuhatsu, people’s eyes fall upon their okesa.
Looking at the forms of the okesa makes a
deép connection with Buddha-dharma. It
.can be said that td see the okesa is to sow
‘the seed of deliverance, as it is the coming
together of conditions, teaching uhsurpassed
enlightenment. Also takchatsu teaches us

“giving,” which is the first of the Six

Paramitas, or perfeCtions. These are-the
reasons why the dai-e is also worn when

a monk is doing takahdtsu.

Each of the three okesas also has other uses.
When the temperature is warm, the five-row

okesa is worn next t6 the skin; as the

temperature gets colder, the seven-row-

~ okesa is worn on top of the five-row okesa.
When the temperature gets very cold, the
dai-e is worn on top of the seven-row okesa.
It is said that on a very cold evening in

/

December, Shakyamuni Buddha was wearing
only a five-row okesa. During the night the
temperature became colder; so he put the
seven-row okesa on top of the five-row
okesa. By daybreak it was very difficult to
keep warm with only two layers, so he P‘ut
on a nine-row okesa. It was at this time that

‘Shakyamuni Buddha said that during

extremely cold weather monks who cannot
withstand the cold may wear these three
okesas on top of each other. \ -
The custom of wea.ring the five-row okesa
next to the skin as an undergarment has
been changed in China and Japan, because
of the different climates. Monks in these
northern countries have worn monk’s
clothing such as the koromo or other clothes
between their skin and the okesa. .

\
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Rakusu

A rakusu is made from the basic
structure of the five-row okesq, so
it is'a kind of okesa. It has a lining
and is made\ from five vertical
rows, each with one short piece
and one long piece, using the
nyoho material, color and way of
cutting; however, it doesn’tfollow
nyoho size. Therefore, strictly
speaking, to call it nyoho-e is not
correct; however, we must not ’
cling too much to form. We need
to receive it in the correct way,
through the receiving ceremony
and precepts ceremony, and then
treat it the same as we treat an
okesa. Jan Kishizawa Roshi says

" in his book Kesakudoku Kowa that

- in the middle of the nineteenth
century, in the Meiji Restoration
‘in Japan, the government and the
people simp}iﬁed-many things. At
that time the rakusu was created.

-

How 1o

‘Wash an Okesa
! ,

‘Senryu Kamatani Roshi says the following
in his book Teisho Kesakudoku:

The way of washing okesa is quite different
from washing other clothes. As Dogen Zenji
says in Kesakudoku, when we wash the .‘
okesa we totally have to treat the okesa as
Buddhd’s body from the beginning to the
end. There are two kinds of substances that
can be used for cleaning: lye water made

from the ash of burned clean grass or wood

(people soak the ash in water, then leach out
the ash). This was the best cleaning substance
long ago. The other substance is fragrant
water which is made by putting incense (not
stick incense but a piece of aromatic wood

‘such as sandalwood, china berry or aloes

wood) into boiling water. At the present

time, we do not have to make lye or fragrant .

water because there are many good cleaning

substances, and-we can choose a suitable one

for the okesa. First, prepare a clean tub. Then
prepare a clean clothes line. Pour boiled lye
or fragrant water into the tub and soak the
unfolded okesa in the water. Then wait for
the water to cool (about two hours). After
the water has cooled, empty out the water

and then pour clean water into the tub.Wash
. the okesa with both hands by dipping it

into and out of the water without squeezing
it.Then change the water. Repedt this'many
times until the water becomes clean. At the
final washing, the okesa is purified byusing

cold water containing a piece of aromatic wood.

Dry the okesa on a clean and purified -
clothes line wiped with the fragrant water or
spread the okesa on a clean and purified
board wiped with fragrant water. *

After it has dried, fold it in the cofrectfway
and put it in an elevated place. Offer incense

~ and flowers to the okesa and walk with

gassho around it clockwise several times. This
walking shows the highest respect to Buddha.
Then do three or nine kneeling bovys to the
okesa. Receive the okesa with both hands,
and put it on your head. Recite the verse of
the okesa three times with gassho. Then put
it on while kneeling or standing, so as not to
touch the okesa on the ground.

N
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" How to Wear an Okesa

Shakyamuni Buddha admonishes
us in a law (Dharmagupta’s version
of one of four Vinaya) about how

" we should properly wear an okesa.
The first prerequisite is'that the
fjkesa needs to be large enough to
cover at least the navel and both
knees, about one third of the
body. Since the monks in India
wear I}othin’é underneath their
five-row okesa, the okesa must be
the proper length and worn
correctly. Second, as practical
clothing, it has to be the correct size

for each individual. Third, it has to

be worn correctly, not carelessly

At the end of morning zazen,
‘monks gassho to the okesq, take it
out of the case, hold it up with
both hands, and put it on their

- head. Then with gassho they recite
the verse of the okesa three times,
and then they put the okesa on.
Every time we are going to wear a .
okesa we do the same thing. .

When wearing an okesa we should be careful
not to sit.or step on it. Also make sure the

. bottom hem is straight when you are

standing and sitting so that the okesa properly
covers your front. If you wear no clothing

_under the okesa, of course your navel and

both knees should be Covered

There are two ways of wearing an okesa.
Ordinarily, the okesa is worn so that one’s
left shoulder is covered, leaving the right
exposed. This is the method most often |
used when wearing the okesa. In China,
~Japan and the United States, monks wear
the koromo and laypeople wear clothes under

" the okesa, so one’s bare shoulder does not -

, show. In India clothes are not worn under
the okesa so the right shoulder is exposed.
This style is the form used in serving, and
showing respect to seniors in India. If the
right arm is free from the okesd or clothing,
it indicates that one is ready to serve at any
time. This also makes it coﬁvehient for -
monks to work. The other way of wearing

~# the okesa is to cover both shoulders. In the
latter case, however, even though the

’

shoulders are covered, the upper part of
the chest may or may not be exposed. This :
way is used by the Tathagata and elderly
senior monks. A monk should not use this ,

method when he or she is in the company

of seniors. When a senior monk conducts an
important ceremony the okesa is worn in

~ this way. D6gen Zenji advises us about the

way of wearing an okesa in the Kesakudoku

- as follows:

There are many other ways of wearing an okesa.
In order to learn, the best way is to closely ask
the teacher, who correctly fransmitted the
teaching of Shakyamuni Buddha, again and
dga_in until you understand it.
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"Taking Care of the Okesa

* When we are not wearing the

okesa, we should put it in a case or -

wrapper (fukusa in Japanese), and
put it on an altar. When carrying
it we should also put it in a case,
and keep it separate from other *
clothes. !

As disciples of Buddha, we should |

not forget that a rakusu or oryoki is
Buddha. People forget that they
are Buddha and put thein in the
wrong place because they do not
" have the Buddha’s.image on them.
* This is regrettable as disciples of
Buddha, and we need to be more
* mindful. Even if you cannot
understand that the okesa is
Buddha, just believe it and hon-
estly treat it as such. Doing this is
* called sangaku gubu; literally, sangaku
gubu means “to learn zazen with
concentrated reflection.” However,
to learn zazen is not to try to
“understand it through our head.

It is beyond understanding or not under-
standing: just believe it and try to practice
as Shakyamuni Buddha taught.

If our okesa needs mending we should repair
it immediately. To wear an okesa without
mending is the same as not wearing it at
all. Furthermore it is an infraction of the
precepts, which means a lack of reflection
on the part of Buddha’s disciple. Ej\(') Zenji
asked Dogen Zenji about what to do with
wornout okesas in the Zuimonki. “If a monk
refuses to throw away an old, mended robe,
it looks as though he is coveting it. If he -
throws away an old robe and acquires a
new one, he seems to be attached to the

‘new. Both views are wrong What attitude

should one take?” Dogen Zenji answered,
“If you can free yourself from both cov- |
etousness, and attachment, neither will be
wrong Wouldn't it be better, though, to
mend a torn robe and use it for a long

time rather than long for a new one?”
\

A Y

Ten Excellent Merits
J/

The Buddhﬁ has siid, “If one shaves their’
head and puts on a kaSdya, they will be

©_protected by all the Buddhas and venerated

by celestial beings.” From this, it can be
clearly understood that when we shave
our head and put on a kasdya we will be

“protected by all the Buddhas. Through this

protection we can completely realize the
merit of the supreme Bodhi-wisdom,
being venerated by both celestial beings
and human beings. The Buddha once told
the Bhiksu Jnanaprabha, ' ,

The kasdya of the great virtuous field
" is endowed with ten excellent merits.
Worldly clothing often increases
our defilements, but the Tathagata’s
robe does not. A kasdya has the
following merits:’
(1) The robe prevents us from being
ashamed and allows us to complete
repéntant life. It becomes the field
bringing virtue to us. |

i
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(2) The robe protects us from
* cold, heat, and poisonous

insects. By increasing the

strength of Bodhi-mind, it

leads us to the ultimate identity. R

(3) The robe manifests a
home-leaver and removes
" greed. In freedom from the
five perverted views, it leads
us to the correct practice.
Wheh we see the appearance of
a monk, we do not think of doing
anything with an unwholesome

mind. The okesa influences not '

only the person wearing it, but
also others who see the person
wearing it. The okesa-wearing figure
of a monk inevitably evokes a

~ sense of the spiritual joy from
merging with Buddha’s teaching,
The monk’s carriage, shaved head
and wearing of an okesq, are the
manifestation of unsurpassed

penetrating and perfect D‘ha:tjma.10

(4) If the robe is respectfully .
accepted as a precious banner and °
_paid homage to with bowing, it
gives rise to the virtue of the
Brahma ng i

It is said Brahma is the highest realm in

“the Rupadhatu, the world of form that is

far better than the world of desire we hve
in. The inhabitants who live there are beyond
materialistic desires, specifically carnal
desire. They live 6nly on spirituality, that is,
in the state of purity and serenity. Brahma
is the chief of the first Dhyana heaven in
the Rupadhatu. It is said we can be reborn
as the Brahma. The 1dea of belng reborn as

Brahma seems desirable, but strictly speak- .

ing both Brahma and the human world are

the deluded world, after all.lt b

[

(5) Ifa disciple of the Buddha wears
the robe, whenever he thinks of it
as a stupa, it will bring virtue into
being, remove karmic hindranees,

and create awareness among human

and celestial beings.

\

(6) A true monk is weéll ordered
by virtue of wearing the robe with
respect, for his actions are not
di\sgraced by worldly desires.

By wearing dull-colored clething, '
monks are kept away from the five desires

. (the five sense objects). When one becomes
~ freed from the sense objects, the attach-
“ment to them disappears naturally. The dull

blended: color used for the okesa is based
on the Buddha’s compassion, which leads’

~ to no stimulation of the five senses that

would create attachment to its color. The
same applies to a way of selecting okesa
material and size.!2

(7) The robe is so adorned that the ‘
Buddha names if as a good field, for _

this is the best way for the benefit
and comfort of all beings.

The deiuded world is based on ignorance

| _ as the bedrock of the five desires and the

five hindrances. The five desires are the
desires for property, carnality, food, fame,
and sleep. These may be called the faculty
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of instinct inherent in all living -

~ beings. Hindrance means that which
conceals the virtuous function

of mind and heart. The five are
(1) covetousness, the more one

- eats r_hq more rapacious he is;

(2) anger, harping tediously on

a trivial matter with anger and
becoming blind to true reality;
(3) sleep; (4) doubt; (5) drowsiness
or torpor, being so tediously anxious

about one’s mistakes that one feels

pitiful and ashamed, and neglects

the day-to-day work that one has

to fulfill. Ignorance is the root

of these five desires and the five
hindrances, which make one’s
understanding of reality. obscure
or cloudy. '

~ . Since the okesa is called fukuden—e, )

or “r_he robe of the field of virtue,”
we are naturally blessed with
virtuous qualities if we wear it
every day!3

* (8) The supernatural power of the .
robe is inconceivable and plants the
practice of Bodhi.

By putting on an okesa, our delusions
are cut off and, therefore, we no longer

‘produce further suffering Then tinwholesome

mind disappears by means of the virtue of
the practice of wearing the okesa. Learning
the precept of the ten excellent doings is
practiced by keeping the Ten Grave
Prohibitory Precepts. All of our good
deeds grow in every moment by

merit of the okesa.14

() The sprout‘o.f the Way grows
like a young plant in spring; the

subtle result of the Bodhi resembles -

fruits in fall.

Since the okesa is Wholly ﬁlled W1r_h the
Three Pure Precepts, it is free from all evil,
and it always works for goodness. Much

virtue or merit originates from the okesa

that you wear. The okesa strengthens the

- practice of cultivating the Six Paramitas: -

giving, keeping the precepts, patience,

devotion, meditation and wisdorn. When
we perfectly practice the Six Paramitas we
can save all beings including ourselves. So
the okesa can be called a field of virtue.1>

(10) The true steadfast vajra armor -

is unable to be damaged by the poi-
sonous arrow of defilement.

This means when we put the okesa on,

~ we are never harmed by any kind of perse-

cution or hindrance from the external
world, nor can any kind of delusion pass

- through the strong armor of the okesa. By .

putting on the okesa we ‘become free from
the five desires, and then we can practice
the Bodhisattva’s way perfectly. The erro-
neous mind becomes tranquil, we do not

‘miss awareness of ourselves, and we are

perturbed by nothing at any time or any
place. We never become unsettled from our
original self.16
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Immeasurable merits are contained
in these ten excellent benefits.
Senryu Kamatani Roshi says the -
following in the Teisho Kesakudoku:
Dogen Zenji says in the
_ Kesakudoku that we should
carefully study and learn about the
ten excellent merits of the okesa.
‘ However; we should not say “I
understand well” after reading it
only a few times; we should not ,
\ leave: the reading or studying of it.
even if we fee] it is difficult to’
understand. To understand the true
value of okesa is ot an easy

matter, so We cgnnot master it over
a short period of time. We should .

seriously consider each word

andverse.17
Dogen Zenji says, “I could continue
talking about the merit of the okesa
forever, and the merit would not
be exhausted. In my entire life I
could not fully express it. It is that
'vast and boundless Even though

AN

you have read “Kesakiaidoku” or sutras

many. times, every time you read you will
feel the teaching is fresher and your
understanding will become deeper and
deeper. The same- thing can be said about

zazen or other practices.”

'

Theése aré Dogen Zenji's most vehement
~ words. The okesa does not become worthy

of respect nor do its benefits increase or
decrease by practice. The benefits come
from the attributes of the okesa itself. We

“should not forget this and should believe

it is so. How we can smoothly become

" Buddha, how we can reach supreme perfect

Bodhi, is inevitably realized by wearing the

- okesa. DOgen Zenji says, “T have never heard
of any person, in the past or “present, Who

has realized Buddha without wearing :
okesq; anyone can become a Buddha.” So,

Dogen Zenji honestly recommends that we

wear the okesa, which has been transmitted

to us from Shakyamuni Buddha through

successive ancestors.

2¢
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The Way of Finding the Size of the Okesa

" Elbow Length Size Nine (or more) Row Okesa

(Chu size) - (Dairyo Okesa) / '
- The length of one ¢IBOW varies Horizontal measurement = (one elbow Iength) x5 *
according to the individual and is , Vertical measurement = (one elbow length) x 3 "\

- measured separately for each per-
son. It is the distance from your ’,
elbow to the tip of your middle , v

finger. This length is the basic unit Seven Row Okesa

s

of measurement. (It ddes not - (Churyo Okesa) \
‘matter whether measurements o
are taken with a metric or inch Horizontal measurement = [(one elbow length) x 5] minus [(5 elbow lengths) divided by 20]

- ruler.) The elbow measurement ‘ Vertical measurement = [(one elbow length) x 3] minus [ (3 elbow lengths) divided by 20]
(chu size) is used to calculate - ' N :
the okesa’s length vertically

\

. -

and horizontally. ' ’ : / :
: o Five Row Okesa - : y
The method for calculating the (Shoryo Okesa) . ' '
measurements of okesas is as , o - . | - ‘
follows: ) Horizontal measurement = [(one elbow length) x 5] minus [(5 elbow lengths) divided by 10]

-~ ' ’ Vertical measurement = [(one elbow length) x 3] minus [(3 elbow lengths) divided by 10]
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\) Yo and En

The yo is the overlapped area of
two sewn pieces. The finished
overlap is two or three ﬁngers
width, 1.5" or 2.25" (1 sun or

1 sun, 5 bu in Japanese traditional
mea.sure_men'Es) .

The en is the border around the
edge of the okesa. The finished

- width of the en is the same as
the yo. .

‘

For strength, all ens should not be
- narrower than 2 finger widths, 1.5".

“Uahl’(yaku

Dankyaku are the finished horizontal and vertical measurements of the short (tan) and
long (cho) pieces. These are the finished measurements ‘that appear between the stitching of " *
y6 and yo, or yo and en. (See ﬁgure 1)

Horizontal finished measurements for the dankyaku are the same for both cho a.nd tan p1eces
The method for determmmg the horlzontal d(mkyaku are as follows:

Nine Row Okesa :
[(one elbow length X 5) minus [(yo X 8) + (enx 2)]] d1v1ded by 9 ‘ 34

\

' 'Seven Row Okesa

[ (one elbow length x 5) minus (5 elbow lengths divded by 20) minus [(yo x 6) + (enx 2)]] divided by 7

Five Row Okesa - ‘ i \ :
[(one elbow length x 5) minus (5 elbow lengths divided by 10) minus [(y0 x 4) + (en X 2)]] dmded by 5





Vertical finished measurements for the cho and tan dqﬂkyaku are as follows:

‘Tan (Short) Dankyaku.
!
Nine Row Okesa. ) , _
[ (one elbow length x 3) minus (4 yo + 2 en) | divided by 5 - o

Seven Row Okesa
[(one elbow length x 3) minus [(3 elbow lengths) divided by 20] minus (4 yo + 2 en)] divided by 5

!
\ ,
: ' , . \ L
Five Row Okesa: )

[ (one elbow length x 3) minus [(3 elbow 1engths) d1v1ded by 10} minus (2 76 + 2 en) ] divided by 3

Ché (Long) Dankyaku -~ B | \

Nine Row Okesa;
' 2 short dankyaku + 1 yo

Seven Row Okesa:
2 short dankyaku + 1 yo

Five Row‘ OKkesa: y
2 short dankyaku + 1 yo





Figure 1
Use figure one on“ the right a;s a work

sheet. Draw a picture of the okesa and
write the actual measurements on it.

A. Seven row okesa horizontal
measurement '

B. Seven row okesa vertical -
measurement

A

C. Horizontal dankyaku measurement
D. Tan (short) dankyaku measurement |

E. Cho (long) dankyaku measurement

1t

F. Yo 1.5” (2 fingers width) or
2.25” (3 fingers width)

G. En 1.5” (2 fingers ..Width) or
2.25” (3fingers width)

* Yo and en widths are the same

for nine, seven and five row okesas.

I

Dankyaku Measurements

A. Horizontal measurement

T
| : Horirontal
. ] ]J? —C ' Dankyaku
E- :
_, T
R . D -
l
F
T T
] ' ) L
25
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Cu’tting'the Pieces for the Okesa

Cut size For =~ . Cho  (Long rectangular piece):

9 Row, . (18 pieces for nine réw, 14 p1eces for seven row, 5 p1eces for five row)

7 Row and | ' \ ' 2 Horizontal cut size = horizontal dankyaku + 2 yo + 2'seam allowances*
5 Row Okesas / : l Vertical cut size: = long dankyaku + 2 yo + 2 seam allowances
Determining | Tan  (Short rectangular piece):

the cut sizes ) : (9 pieces for nine row, 7 pieces for seven row, 5 pieces for five row)

Horizontal cut size' = horizontal dankyaku + 2 y6 + 2 seam allowances ' :
- Vertical cut size \ = short dankyaku + 2 yo + 2 seam allowances |
' o \ . L 37
En . (Cut size for 2 horizontal and 2 vertical strips):
_ ‘__ Width = en width (1’4" or 2!4") plus 2 seam allowances
\ o * Horizontal length = okesa’s horizontal length + 2" or 3" for corner folding.

Vertical length = okesa’s vertical length + 2" or 3" for corner folding

Ties  Finished size: About %" by 21" or 22",
Cut size: Add %" or A" seam allowance to each s1de of width, and also on each end
of length. (%" + 2 seam allowances by about 22" + 2 s€am allowances.)
Make three ties. (Longer léngth is suggested for heavier fabric.)

Daiza F1n1shed size: 3%" by 3 3/-1," | _ ’ ‘ ] o
' ~ Cutsize: 3%" + 2 seam allowances or about 5" by 5"
Make two daizas. :

Joro'  Finished size: 14" ‘by 14"
Cut size: Add seam allowances on each side =2 %" by 2 A"

Make four jords.

_ *Seam allowance = 4" or less per seam allowance, adjust as needed





Figure 2

Lay out on 45" width fabric.

The layout is flexible, this is just
an example. It is determined by
the width of the cho and tan cut
size and the width of the fabric.

_allowance. . ;

Cho vertic;ﬂ

You can also adjust the seam”

»

Tan vertical ’
dankyaku dankyaku Ay
cut size cut size )
o - o ' N Horizontal
Ch | Cho. | Cho | Cho | Cho | Cho | Tan | Tan | 3035 | iy
\ -‘ ' ' ‘ - ' repairs to | <o |51er
_ S : _ o 0 ‘e : "} your okesa|
Chd | Cho | Ché | Cho | Cha, | Cho | Tan | Tlan | orug | =
En cutto s%ze* - / . Ties A I
Cho s Chs | Tan | Tan'| Tan | -
__En cut to size * . ' |
4 2
! Joro  Daiza

(5” X 5”)

e
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Figure 3

Sewing the Pieces Together \

Tlhe method of 'sewing together a
top piece and a middle piece is
the same as for rakusu sewing.
Please see the rakusu instructions,
figures 4 to 8.

Example : :
Attaching middle and bottom pieces

(1) Measure and mark the cho dankyaku

size down from the yd’s bottom
edge fold of the upper piece. :
\

Draw a horizontal line for the top
edge of the jo stitch line, using the
cho dankyaku measurement. This
line will be the y3 line between the
middle piece and the bottom piece.

(2 ) Measure and mark the yd's bottom
~ fold line. This line will become
the bottom of the yd, the fold line.

(3) Mark the seam line on the top edge
of the bottom piece, A" or less
fromthe edge. ‘

Sew together the middle piece and

bottom piece.

Top Piece

Cho
Dankyaku
- Middle

Piece

EJE

Bottom
Piece

1. Top edge yo (stitch line)
2. Bottom line (fold) ‘

3. Seam Line

/

* * Remainder is seam

allowance to go
inside.of yo

.35





Sewing the Strips ‘TQget‘her

(Seven Row Okesa)

The method of sewing together
the strips is similar to the way
shown in the rakusu /ir/lstructions,
figures 11 - 15.  The center strip

and the next strip should be o

marked as shown on the right.
Next Strip (#3)
(1) Seam line. ,

(2) Tan dankyaku measurement
. down from the yo fold line.
(3) Tan dankyaku measurement up
from the middle yo stitch line.

Mark 2 and 3 across the yo.

You use these markings for

aligning the yd for the adja-
‘ cent center strip (#4).

Figure 4 -

Center Strip (#4) -
(1) Fold line.

(2) Yo stitch line. . - -
(3) Tan dankfaku measurement -
from the top yo fold line.

(4) Tan dankyaku meaSufement
from the middle yo stitch line.

Mark 3 and 4 across the yo. -
You use these markings for
aligning the yo from the
adjacent (#3) strip.

- Next

Center

SIYip\#3 strip #4

pi
€
'

()
3

N I T R R R e R R TR TR PE TR I T
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Marking the.Kagami

\

Sew together all the strips. New
your okesa has become a big piecej
a kagami. _ - N

Lay out the kagmﬁi and mark its
final size:

(1)

- (@

3

Mark the correct dankyaku
horizental measurements,
measuring from the Jast vertical
yos and add en width for

en placement.

Mark the correct tan dankyaku
by measuring from the top yo
lines, and add en size for the
top edge en placement.

Mark the correct tan dankyaku
by measuring from the bottom
yo line, and add en size for the
bottom edge en placement.
The remaining, fabric goes -

-inside, underneath the en.

|

En inside

- i line
H = H »
. : Tan : lan 1z
; kl)mi— I : Dan;lg “I
‘ vt 1 B G fun : | kakis., ’
Dan- : : M : Dan- En outside )
kyaku| = : : T | kyaku . *
: i1 line
.............. S T RN e R ..‘j
: T : Tan © . 4
H : n : . :
: ] I Dan- Beneath en piece,
G £ R 2 Cho : lhkaks.. en width
: 1 Dan- & o '
kyaku Tan : '
: : | Dan-:
) [ vesfonioff ke fnl |
i Man Remaining
k’;ﬁ’i;l I fabric; seam
' allowance ,
Swip #1  #2 ' #3 H4 #5 #H6 #H7
‘ AN





Figure 6 '

Marking and
Artaching the En

Mark the seam line.on the long ~

edge of the en. Meaéure en width ' .-

from the seam line. Mark your

en width on all four horizontal

~and vertical en pieces.

/Abv,o/ut- 1n' |

¥
I Width tn
X )

Rest -

NIZ@ N8
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Figure 7 N |

Okesa En Atta (,Hment ' +  Horizontal side

qllIIIIIIIIIIIIIIIIII(IIIIIII/IIIIIII/IIIIIIIIIIIIIIII(Illllll/llllflll.

Al
,

You should have two vertical side

veees. e,

en pieces and two horizontal side —

en pieces. \

When you have attached the en, Front side . i Vertical ‘ Inside

three rows of stitching will show as you wear it - side , ‘as you wear it
: : vl

on the outer, front side and only ' .
two. rows of stitching on the , / | \ 1
- inner, back side. There will be one :
row of stitching diagonally
through the corners, visible on
the front and back.

re2.

4110000200702 02070007
P

7





; Figuré 8

-Measure, mark, fo\ld and press one

seam allowance along the length -
of each en piece.

Pin the en right side up to the back
side of the kagami along the final
size mark. It is best to start pinning

from the center of the en length. -

- 'The en should extend beyond the
length of the kagami at both ends.
Using the kyakushi stitch, sew the
en through the fold to the kagami
starting and stopping a few stitches
(or about A") from‘thé corner.

The front side of the kagami shows
the back side of the kyakushi =~
. stitches, but this will be covered
by the en when the en is folded
over to the front side of the

" kagami. The seam allowances goes
under the en when it is folded.

—






Figure 8 (cont)

Fold the en to the right side of the
’kagami along the final size mark

and press. The kagami back should
not be visible above the en edge fold.

After you fold the en, the first row
of kyakushi stitches do.not show on
the kagami back. They are hidden
inside the fold. /
®

Measure the en width and fold the
other edge excess under. Pin this en

edge to the kagami and sew the edge

with the kyakushi stitch. Start and
stop about 6" from the corner to
allow for folding. These stitches
appear on the back side of

the kagami. S

f

Folded-over edge of kagami back

~

| ~_ . kagami
N B right side

«———Width — 3
| Fold

~ Measure and mark a line along the

middle of the en width and pin on
the middle line mark. Start and stop
sewing about 6" from the corner.
These stitches also appear on the -
back side of the kagami. '

\.
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Figure 9

Finishing the En (\brl'ners

At this point all the en pieces

. should be attached almost up to

" the corners of the kagami by the
outer row of stitches, which will -
be visible from the front of the ‘ |
finished okesa but not from the ~ _ o \
back. The second and third rows
of stitches should stop about 6"
from the corners to give you o ' L

space to fold the material. Right Side Top and - v K :
- Left Side Bottom Cormers l

- . »\

Horizontal en

Lay okesa right side | .
(front)up and spread out Horizontal en

Inside of en
: | the corner ens.

ANV ALVANANNNANNANN

SAUNNANANNANNNANN

Frent of
kagami

NANANANNNY
ANNANANNANANAANYN





s
i

Figure ¢ (con‘i)

En
- width

En width

ANANAAAANAAAANNNAN (—‘——}

En J
width

Horizontal en

AANAANANNANANNANNY

.
\\\\\\\\\\\\\\\\\\\\\\\

Vertical
en

Fon vertical en
forward over kagami
so that the vertical en
now has its outside

facing you, and baste.

or pin in place.

5

Horizontal en

AANARARAAANANANANNNANANANANAN

/ Z
Ho_rizontal en
Then fold Vertical -
horizontal en
en over.
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N pX N Left Si\de Top and
Flgure 10 Right Side Bpttom Corners

)

\ Ve .
v \
‘ ) A
Horizontal en
N — Lay okesa- front side
: nd sprea
Inside of en up and spread out .
r.  the corner ens. ‘ ,
111177777777 7774 . ‘ S N
Y Front side - o
Y of kagami
N 1 .
/
/ \ )
~ : En
width , '

SI1177787701777

1177777772777/

Horizontal en

////////////////////////\

117777277072 77

&
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Figure 10

(cont)

Vertical
en

Horizontal en

L1107 70000777777777

Fold vertical en
forward over kagami
so that verticalen ;-
now has its outside

- facing you, and baste
or pin in place. Then

' fold horizontal en over.

5

Vertical
en

Horizontal en

Then fold*
horizontal
en over.
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~ Figure n retio

H ..... .......... tl .................... * . s ...... : TaCk Sjlevera]. .

orizontal €en A : . )

When folding the horizontal en ' L : (| tumes through

over, tuck the corner under-to make : : { to the other
side.

a diagonal line. Tack along the edge o .
several times almost to the tip of Kagami
the corner, to hold the material : ]( ront s ide
in place. Sew the diagonal line ‘ '
in, place, and sew the unfinished IR
edge of the corner.

\

Vertical en

Remove any basting stitches ’ - L
- that show. ‘

~ Finish all en rows of stitches to
" the corners, beginning with the

~ inside line. L
"Joro Attachment Co i ]0r5 L
. Mark and press jorgs to their 1%" I Ao
, finished size. Position on the okesa : : S L -
: . : L : oL
. so that the joros overlap the ens by Kagami P ‘
about %". Pin and sew. ‘ S front side En, B
- Orient the levng_)thwise grain of the
fabric vertically. ‘ '





Lining Attachment for a Nine-or-More-Row @kesa

-For sewing a nine-or-more-row
okesa a lining is attached to the
back side of the kagami.

(

Method 1

Begin when your kagami is
~ completed but the ens are not
" attached to it. You should have two
‘horizontal ens and two, vertical ens
and a lining piece larger than the
completed size of the okesa by not
‘less than 4" nor more than 1" all
around. If you need to piece the
material together to make a large
enough lining, join the pieces
together as you would the kagami
— creating long yos.

Lay the kagami back side up on a
large flat surface. Spread the lining
over it, front side facing up, so that

it covers the kagami completely. Pin them
together. Using your fingertips to feel
where the yos are, measure out the appro-
priate dankyaku length from the last yos (see
instructions for dankyaku length), add width
of en for the en placement, and mark the
completed (final) okesa size on the lining

Sew the liriing to the kagami. Begin about
Y of the way down from the top and sew
to about % of the way up from the bottom.

 The place to, sew is on the kagami yos. You may

sew on every other yo line; it is not necessary
to sew on every yo. Sew from the lining

side through one/\,layer’of the kagami yo. The ,

stitches should not be visible on the front;

check often to be sure. Try to insert a

yardstick inside the vertical yo of the

kagami, then sew the lining and yo together

using a longer needle. The yardstick is very

helpful to keep the stitches from shoWing

on the front side of the okesa. The stitches 5]
showing on the lining side should be tiny, ‘
about %" or %"; but the stitches within

the yd can be long, about 1", so that the

tin)’f'lining stitches are spaced far apart.

_ Attach the en on the final okesa outer size
‘mark. Sew through the okesa kagami and the

lining The seam allowance material of the
okesa and lining should stay inside of the én.
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Lining Instructions
(cont.) -

Method 2

" With this method the ens,are
already attached and your okesa
should be completed, except for
jords and daizas. This method also
uses one large piece of lining. The
lining cut size is the same as’in
Method 1 (larger than %" or 1"
all around for the seam allowance).

Tuck (fold)’/the lining’s seam
allowance under on all four sides
to the okesd’s final size. Lay the

| okesa backside facing up on a large
flat surface. Spread the lining out
face up; the 1n51des of the okesa
and the lining face each other.

'

Pin the edges of the okesa and lining -

together. Sew using small hidden
stitches on the lining side along
the edges of the okesa. Then put
on the joros:and daizas. '

Method 3

: !

This method is used when you have many
small pieces of lining material. Put linings

‘behind each of the tans and chos. This method . -
is also for an okesa that is completed except

for jords and daizas.

Cut cho and tan lining pieces, adding 4" on

to the cho’s and tan final sizes. Tuck the seam

‘allowance under so that the finished lining
" piece is %" smaller than the cho or tan size.

~ Pin the lining to the chd or tan on the back
- side. Then sew using very tiny running

stitchés. Sew the very edge of the lining and
okesa together. Since you fold the lining.
about %" smaller than the cho and tan size,
there is a tiny space, about %s", between -
the edge of the yo and the edge of the lin-

.ing. (The original idea of %i¢" came from
~the width of a grain of barley.) The front

side of the okesa will show the running »
stitch line. Then put on the jords and daizas.

5%





Ties

3 ties are needed. Finished width " Tie 1.

is about %" \ ' Fold seam allowances in, fold and sew /

5 ' | ; using the hidden stitch only along the long

Cut size is about 21" or 22" by \ side. Leave both of the ends open. . ' ’

1" or 1%". : ' ‘ ' ' Hidden stitch
. | AboutI( """"""" R )
For heavier fabric, the longer size 73 : : L L L Fold

A

is suggested.

' . Tie 1 will be fixed on the daiza that will be

. put on the right (front),side of the okesa. : ,

v ' . Both ends will hide inside the daiza,

\ between the okesa and the daiza. To make

" the inside of the daiza smoother we do not : . \
fold and sew the ends of this tie. ' '

Tie 2

Fold seam allowances. Sew three sides, the
longer and both short sides, using the hidden
stitch. Four sides of the tie are closed up
by the hidden stitch and the fold. |

L A ' """"" @Hiddem
' ' ‘ ) stitch

/

Tie 2 will be attached tofTie 1.

@ v ‘ : V | \\ |





~ ’

Sew the longer side and one of the sH-prter
sides, and leave the other side open. i _ . \

g B ,""@Hidden

stitch
| | | Fold
Tie 3 is fastened by one end to the
daizq, that will be put on the back side of
the okesa. It is the open side that is put '
inside of the daizd. SO ‘ L ,
| ’ ) N : . .‘ 54
.





Daiza

2 pieces are needed, finished size 3%" by 3%".
Cut size 42" by 4%" I

(1) Mark %" A" for the tie hole on the center of the daiza.

"The ﬁnlshed width of the tie is about ",

~

(2 ) Mark Daiza as shown.

v

Front side

4 A

T " N
Yy
~ . ¢

3.
>

15" ' . . 334"
— <—3/4"—> . ’

3" \
A tie hole - ' 415"

of fabric

Lengthwise grain

A
w
W

" (3) Baste a patch to the back of the daiza, covering the tie

hole. The grain of the patch should be at rlght angles
to the grain of the daiza matetial.

(4) Cut the slot for the tie hole.

(5) Sew around the tie-hole cut using buttonhole stitches,

sewing through both layers of fabric. See illustrations

* 12a and 12b on the next page.
v - Back side

Patch , o
basted on

.
o
o]
&~
o0 U [T
o= 1
% '_B J : PRSP /
. 'B (_}’3 ] —-:’»uu 'é_: :
Zls b N
. 5, O /
' 5
— Cut for
tie hole






Baste triangle = .

v- piece and tie
together.

5¢

Figure 1za +
Buttonhole stitch’ o o o : :
" : b : e Wrap the end of Tie 3 with a small piece of fabric
- about 2" by 2", and wrap both edges of Tie 1
» with another piece of fabric the same size. Fold
| the pieces of fabric to make a triangle shape. Put
the unfinished ends of the ties into the triangle

'\Figufe 13

pieces and then wrap the tie with the triangle. o
o0 a This looks just like a tie lady wearing a triangle
- J o ' - : kimono. Pin and baste the triangle piece and the /
/ ' ' tie(s) together. Put the triangle piece on the

~ wrong side of the daiza. The tie sticks out
. through the hole on the right side.

. ' '





Make sewing“ - F 1gu7’€ ’4

look nice

. Sew the daiza and the triangle piece together

I ' _ ) ~ using kyakushi stitches. Notice that the end of the
‘ triangle piece should reach the inside square
mark, but not the ougside square mark.

?

- Fold the edges of the daiza and make the finished
size 3%" by 3%". / '

\

Sew’da.iza & triangle
piece and tie

Sew daiza & triangle
‘ piece and tie
_ Triangle piece
- does not extend
beyond this line





- Figure 15

How 16 Assemble the Ties

Hlustration from Kesa No Kenkyii

- Edited by Echu Kyuma
Published by Daihorinkaku

This illustration is for the outside tie
over the left shoulder.

s

/
[

1.
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Artaching the Daiza

(1) On the front, the outside, of the
okesa, on the left shoulder side, the:
center of the daiza (the tie hole)
should be placed at the intersection
of ¥4 (from the edge) of the okesd’s
horizontal measurement and 6"
below the lower edge of the en.

On the back:side of the okesq, on the
right shoulder side, the center of the
daizq (the tie hole) should be placed
at the in'tersection of % (from

the edge) of the okesa’s horizontal
measurement and 3" below

the lower edge of the en.

(2) Sew two rows of stitching around

the daiza on the okesa and also diagonal
lines at the corners, using the kyakushi
" stitch. The stitches start and end
‘inside of the daizq, so the knots will
not show, outside, but will h1de inside
the daiza.

This is the final sewing. Now iron the
okesa at a medium temperature.
First iron the ens and yds, then iron

N\

the kagami the top to bottom, middle to
outer edges, so that you do not iron
agamst the yo edges. Fold the okesa in the

. -proper way. (See figure 19. ) If you fold
your okesa 1mproperly,

you will have' trouble

3

Figure 16 |

putting it on when »
-you wear it.
¥
. - " On back side of kesa

. On fr'ont side of k'esa Right shoulder side,

Left shoulder side, looped ties inole t
N single tie .

! /

14 of horizontal width

\





) ‘Figure 17 T TH

qu to Fold ;he Okesa | ] ] !
The okesa is always folded with fhe N --------------- R
back side (the inside) facing out. : A

[IPITOTTN BB fedirnsirannen R T

RPN - FPPIPIPTII

half'}g ' ! half- 14" -~ half- 1/2"E ‘half + 14"

Back side \ 3

o





half of length +1"

half of length —1"
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Sho-san-e

Three Miniature Okesa










5

Introduction

Sho-san-e are three miniature size
okesas: five, seven and nine rows.
_A little history, of the sho-san-e is
given in the chapter “Nyohg-e.”
“Sho” means small, “san” means
three, and “e” means okesa in
Japanese. "

The following instructions were
given by Eshun Yoshida Roshi:

The size, color and material of the
sho-san-e follow the rule of the
okesa . The basic size of the okesa is
five arm lengths for the.horizontal
width and three arm lengths for

\ \

v

the vertical length. The sho-san-e follows
this same ratio (5 to 3). See figures 1 and
2 for exact measurements. (Note that %",
0.8 cm or 2 bu are uied for en, yo.and j(;r(') '
of any sho-san-e.) '

‘Since the sizes of the sho-san-e are very.

small,} there is no middle line sewn on the

en apa no daizas or ties are sewn. A lining is.

placed on the nine row miniatur¢ okesa.

Monks carry the sho-san-e with them

when they travel. Therefore, the sho-san-e
dimensions are a handy carrying size.
Figures 1 and 2 offer two different sizes for
the five, seven and nine row miniature

okesas. There may also be other sizes. The
larger size in figure 1 is that given by Eshun
Yoshida Roshi. The smaller size in figure 2
is the size Dainin Katagiri Roshi made
while he was in Eiheiji MShastery in Japan
(1947). The measurements are transferred
from an ancient Japanese measurement
sytem (bu to inches and metric).

See the following figures.
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10" or 25.4cm (67 bu)
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iy ' : Ly | : :
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: : (11 bu) ; 3
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............................................. ' P B
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--------------------------------- Yo ¥ 'Qé
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‘I :

Y

6%" or 15.6 cm (41 bu)

/ “~,

Dankyalu ,. 1%" (11 bu) o "Five Row Miniature Okesa ,Larger‘fiZe
Tan Dankyaku  1%" (11 bu) | o

Cho Dankyaku 3'Vi6" (23 bu)

Joro,En, Y6~ %6 (2bu)





710" or 25.4cm (67 bu):

1Y,

(7.3 bu)

S P T PP

| Dankyakué \

.....................................

- 11/16”_>§
(7.3bu)

A—I—Tan—»
Dankyaku

...............................

ey ‘

\ [
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; o 3

S S PO SN ST A o
—
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—Chis Dankyaku —|

64" or 15.6 crmi (41 bu)

Dankyaku

Tan Dankyaku

1%6" (7.3 bu) +

A" (6 bu)

Ché Dankyaku 2Y6" (14 bu)

Joré, En, Yo |

/

Y6" (2 bu)

Seven Row Miniavure Okesa Larger size
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10" or 25.4cm (67 bu)

- D‘an_‘
. kyaku

.........................

7N
L (s2b)

/

Crrrferrarrrersene e

..............................

.........................

>

Dankyakul

L’rnn N
-

64" or 15.6 cm (41 bu)

Dankyaku

‘Tan Dankyaku '\ 74" (6 bu)

¥4 (5.2 bu)

Cho Dankyaku 2%i6" (14 bu)
Jord,En, Yo Yi6" (2 bu)

\
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77/6" or 19cm (50 bu)
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— Danfyakn— | — 1V’

Tan—
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—Tan—
Dankyaku

'«—1 Vie' (7 buy—r |

116" 7 bu— | |

Cho. Dankyaku

415" or 1'1.$cm (3.0 bu)

Dankyaku 1%" (7.6 bu) - | . Five Row Miniature Okesa Smaller size
Tan Dankyaku - 116" (7 bu) | | ' :
Cho Dankyaku 276" (16 bu) - -
Joro, En, Yo %6 (2 bu) o

|
?





77416  or 19cm (50 bu).
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Dankyaku " (5 bu) S Seven Row Miniature Okesa Smgller size
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Joro,Em; Yo - V6’ (2°bu)
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Joro,En, Yo = %6 (2 bu)
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Instrucrions

Material: A thin fabric in an okesa
color (eshiki, blended color). For

* sh-san-e the Deccho style is often

used. (See chapter on “Nyoho- e” )
In this method the yos are made
from different pieces of fabric and

" sewn onto one piece of fabric in

the sho-san-e size fabric using
kyakushi stitches. '

(1) Cut the fabrlc to the final

sho-san-e size adding small seam
allowances for four sides. Please
remember when figuring out:
the seam allowance that your
yo width is only %s".

(2) Mark the en inside and outside
lines and all yos on the sho-san-e
. fabric piece which you just cut.

(3) Cut the horizontal and vertical
yo pieces adding small seam
allowances. Also cut the ens and
jords adding small seam
allowances for the four sides. *

©)

= ‘7— \
Over ¥ . Yo
’ Under
] - o / '
1 ) )6 ) ) E(— ‘ ’ \ ‘ . ) .
‘ 1
1 Y |, o
-1 A
. - ) \ - - .
| (4) Fold all of the yds' longer sides to the (6) Attach ens and jords. There is no need

proper width (%¢", 0.8 cm or 2 bu).
Do not fold the shorter-side edges.
Place the folded short yos on the = (7) A lining is put on the nine row. See
horizontal y5 marks. Pin or baste the | the lining instruction Method 2.

yo on the sho-san-e. Sew the very edge of - B - l T

' to sew a middle line on the en.

the folded yo using Kyakushi stitches. (8) Fold each sho-san-e back side out in
Sew all of the horizontal yos onto the ' - half, vertically; and in half again*
sho-san-e fabric piece. | | vertically; and then fold horizontally.

Vertical yos are used the same way (9) Make a sho-san-e case. Put the three
Place the shorter side edges of the sho-san-e together in one case. See okesa
horizontal yos underneath the vertical or rak\us'u case instructions. ‘

. Y0s., The vertical yo0s go over the

lhorlzontal yo0s. N (10) Put the sho-san-e in its case on your
- altar when you don’t carry it with you.

/
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Introduction

Sewing a rakusu is not a difficult
-task, but it will require time,
patience, and care. You will need a
piece of blended colored fabric
(very dark brown, dark green,
reddish black, bluish black, etc.)
about 48" long by 15" wide, a
piece of whitish fabric 14" long -
by 8%" wide for backing and a
non-fusible interfacing. 100%
cotton is best for both of these or
you can use a cotton/synthetic
biend, or any lightweight fabric
that keeps a crease when you iron
it. You will also need a 15" square
of fabric for your rakusu case. If
you do not have any suitable new
or old fabric for this purpose, you
can add 15" to your rakusu fabric
length. For information about the
case and lining, see rakusu or okesa
case directions, page 115.

All measurements are given in inches, but -
an alternative set of metric measurements
is'included on page 78.The metric mea-
surements make a larger rakusu. It is

. important not to waste fabric; the smaller

size fully utilizes the standard fabric widths.
One can get three rakusus from a piece of

45" wide by 48" long fabric, or 2'4 from

a 36" wide by 48" long piece of fabric.
| \

You will also need a sewing needle

(compatible with the fabric and long

enough to handle easily), thread (of a

“color similar to the blended color), scissors, -

ruler, marking chalk and quilting pins. -
Originally, thread was dyed at the same
time as the fabric. Now, you may use a

slightly different shade so you can see the .

stitches better. However, the stitching on
a rakusu is not intended for decoration or
expression of personality.

Whenever you are not working on your
rakusu all of your fabric should be kept

‘wrapped in a cloth. Care must be taken to

keep the rakusu fabric clean during sewing
and transport. B

Making a rakusu may take about forty to sixty
hours, depending upon your sewing skill.

Before starting, read through the instru¢tions
to get an idea of what you will be doing.
Before cutting pieces of fabric or sewing, it

. would be a good idea to read a few sentences

ahead in the instructions to make sure you

understand the step completely.
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Alternate Dimensions
(Finished size of rakusu)

En
Maneki (fplded)

Joro

.. Standard
in INCHES

4" bY 1‘1/2H
1%" by 14"
%ll

3 .
14" by 35"

11/2"

3%" by 3%"

n bYl‘“

Standard
].{1 BU

22bu by 10bu

11bu by 10bu

Sbu _\

10bu by 233bu

10bu
23bu by 25bu

7bu by 7bu

Large
METRIC

9.5cm by 3.5cm

4.5cm by 3.5cm

2.5cm
4cm by 95¢m

4cm

I1lcm bf 10cm

~ 2.5cm by 2.5cm

» Young child

in BU

20bu by 8bu -

8bu by 8}v3u’
4bu ~
7bu by 180bu

7bu

23bu by 18bu .

5bu by 5bu

Young child
METRIC

7.5cm by 3cm
3cm by 3cm

- 1.5cm

v

2.7cm by 68cm
* 2,7cm
8.5cm by 7cm -

2cm by 2cm
{

Bu is an old-fashioned Japanese measurement. Standard size rakusu sizes

were transferred from bu to inches.

10bu = 1sun

100bu = 10sun = Ishaku

%" = 5bu

1%" = 10bu = Isun _
3" =20bu = 2sun X
1%" = 11bu = lsun lbu






The Rakusu -
Main’Part »

'
|

. 7¢

,;'Sao Sao
B o e ]
5]07*6? lan - é]oro f
Tl | i () : 4 Ton
R.CI _ Yo _ Yo |
L Cho . Cho @ p——= o
R (Y ] - (d) S
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Lo (a) |+ ] C(e) (e) |
__________ Yo | Yo Lo
| Tan Tan Do
------ b d i
 Joro (%) (4) : Joro 5
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Layour. .

Figure 1

This figure is not drawn exactly to scale.
You must rely on the measurements for
each piece. If the fabric you have chosen

" has a very coarse weave, you may need to
cut the pieces slightly larger to achieve the -
right size in your finished rakusu.

*Lay out your pattern lengthwise on the fabric.

\
\ 2818"% .
' 1674"%
598 (138 s . 334" (111 s,8un)
z (3.8 sun) I_(Z.ZS sun)
L " i o _ _ _ |°
3%l Cho | Cho | Cho | Cho | Cho |Tan|Tan|Tan|Tan|Tan|3
] 5 | | | | S
| :
3%t
(2.4-:un) En / | .
’ 15+
’ l v (10 sun)
3’ g/ v . 15
(2.4‘:“) ao t | ‘ . IQ
— +{ Maneki |§
. ) N . \
334 % [ » :
(Z.‘l-jun) Sao
l \ .
36"i ! d | 91/ "o
(25 sum) ;. - (64 sum) - .|
48* ‘
(32 sun) -

8(





Sewing the Kagami

(1) To begin, check the colored

~ fabric to be sure the grain is
straight. On close examination,
you should see the warp and weft

threads perfectly perpendicular to -

each other. If the threads are
crooked, grasp the corners of the

cloth and pull on' the diagonal, in -

the direction required to straighten
the grain. Next, lay out the fabric

/

and iron it smooth.

(2) Using a dressmaker’s chalk -
pencil, mark the pieces on the
fabric as shown in figure 1.

You should end up with the
following pieces:

5 Ché (Long) 3%" x 5%"

5 Tan (Short) 3%" % 3%"
1 Maneki - , 7%" x 9%
280 3%" x 36"

1 En (Border) 3%" x 48" . -

-4 Joro (Reinforcing) 14" x 1"

1 back facing (white or light blended color) about
8"or 8%" x 11",

1 Interfacing about , - - 9" x 13"

" 1 Maneki interfacing 3" x 8"

2 Sao interfacing cbout  1%" x 36"

<

(See note on figure 1.)





Marking thé.Cho and Tan

(3) It is easiest to make the fromt
center sectign of the rakusu first.
You will be sewing each tan to a
corresponding cho, then taking
these strips and sewing

them side by side to make the

~ front center section. It is impor-
tant to make each seam correctly.

(4) Take 2 ché and 2 tan, and lightly
draw the seam lines on the right P
(front) side of the fabric, following /
the grain, as shown in figure 2. \
Always measure the %" line first,
then measure the %" line from
the %"line. We will refer to these
2. chd/tan sets as strips (b) and (d).
See figure 16 for their final location
and relation to each other. On the

3 rerhaining“ tan/cho sets, which

we will refer to as (a), (c), and

(e), draw the seam lines as shown
_in figure 3. '

right side
Cho
(b ()

, 'right side
- Tan

() (@

rd

Fiémré 2

IL Y4 (5 bu)
11 Y4 abu)

T (i bu)

)

right side

Tla

n o
(@) (c) (&)

rig}it side ‘.

. Cho
(a)(c) (e)

.

| 13/4" (5 bu)
V4" (2 bu)

1 14" @ bw

- Fgure 2





(b)

(c)

(@

(e)
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- Pinning and Stitéhing_ thé'(hﬁ'and Tan with the Kyak'USh‘i‘S'fi"uh

(5) Take the chd and tan for set (b), put the wrong sides of the fabric together,and While sewing, you should chant silentl

pin the chd to tan, matching the chalk lines as shown in figure 5.You should pin Wlth each st1tch (
" perpendicular to the chalk lines, catching only a small bit of the material, and :

your pins should be fairly close together. This will prevent the material from “I take refuge in the Buddha”

puckering; resulting in a smooth finished. rakusu. . \ | o or

_ . o , - : " “Namu kie Butsu”
- (6) Using the kyakushi stitch, as shown in figure 6, stitch the cho and tan togéther ' ‘
g . g ( g .

right on the chalk line. The stitches should be very small (less than }¢") and very . Your objective is not to finish-the rakusu
close together (about %") extending the entire width of the material. They are per- . quickly but to proceed with each step
pendicular and'very close together. Refer to figure d for illustration. The fold will | in deep mindfulness.,
- curl up later if your stiching is téo far from the edge o : , _ less than_Y1¢"
_ \ . g
/ ’ X N 'Y.‘, . I’\~ ~ ' [/.‘ t~~ .
. ( v ’ . T * IR B
I T T N R / 8 b

less than %"

right side
- Ché

| | right .ri/dé of fab‘r'ic
(b)) *

knot

o 3 5 7 |
2/4/6/8/7

Flgure 6 ~ wrong side of fab’ric_





| Figure 7

Knotting the Thread
. Vo

Before beginning, knot one end of
the thread by wrapping the thread
around your index finger (b) and
rolling it off between thumb and
index finger (c, d) Whilebpulli‘ng

it tight into a tiny ball (e). It helps -

to moisten the thread end first.

To finish off the hand Sewing with

a knot, lay the needle on top of
the last stitch, wrap the remaining
thread a few times around the
needlé (g), and pull the needle

out (h), while pinching the knot

_ area between the thumb and
forefinger.

To finish off the hand sewing
without a knot, take a small back

stitch (i), then reverse direction

and sew back over the line of
stitchiﬁg for a few stitches (j).
Tuck the thread under (k), and
trim off the excess. This type

~of finishing may be desirable

to avoid a lumpy knot.






(7) Fold ‘the tan up and fold the
¢ho under on the %" chalk line, as
in figure 8. 'Pin and stitch very’
close to the fold line. The fold:
-will curl up later if your stitching
is too far from the edge. Repeat
this procedure with cho/tan set (d)..
Take care that your fold lines are
crisp; when you open a seam,
flatten it out and crease along the
stitch line with your fingernail.
This is quite important; if you don’t,
your yo (the space between the
stitching lines, see the completed
rakusu, pg. 86) will pucker and your
cho or tan will become shorter and

not fit properly.

(8) Take: the tan and cho for set (a),
with the wrong sides of the fabric
together, and pin the tan to the chd,
matching the chalk lines as shown
in figure 9. Stitch &n the line, thén ,
fold the chd up and fold the tan
under on the %!" chalk line, as in
figure 10. Pin and sew, following
the same directions as for strips

(b) and (d). Now, repeat the process

on tan/ chd sets (c) and (e).

rightl side
Tan

(b)) (d)

2nd stitch
~ line
1st stitch
. line
_right side
Ch5 X - \

(b) (d)

Figure '8)_

right side
~ Tan
() (c) (e)

| rightlsidé
Cho
(a)(c)(e)

unuu.nnnununu.nnhu.nnnnn

1 right side
Tan

(a) (c) (¢)

Figure 10

8¢





Figure

“Assembling ‘
the Vertical Strips

(7) Now you are ready to join
these vertical strips together,”
sewing them side by side. Begin
with pieces (c) and (d) [or (c)
and (b)]. Mark the seam lines on
each piece as shown in figure 11.
From the fold of'the seam on (c),
measure down 1%". From the
first stitch line on (d), measure
up 1%".These reference points

~ (* on diagram) must match up
as you sew (c) to (d) in the
same way the ché and ten

 were sewn together.

st stitch
line “~—r

=
2nd-stitch |

line
e

1oL
.__seam line

lﬁ ‘Fold line 1

A )
..................................... N e
fold .
1R
(11 bu) .
B | b
‘ \>k > ->k/
vl e

ity

(Sbu) (2 bu)

L' H :

(2 bu)

Fold line

1st seam line

P
1st stitch
“line

87





I ) . . ) ;o

| Fl gure 12 7 ‘Fold line |
L — L, JL\_B 1st seam line
Pin, ma‘tchin‘g the reference points
A* and a* - o ' ,
B* and b* , ’ . .
- (c) - f

Pin from the center toward both A Fold line
ends. Don’t be concerned if the . ) al, oy
I . o . S—— 1 : : 1st seam lirre .

ends don’t line up evenly; this is I™~A ~B o
normal. ' i

\ @

AN . A ] .

\ ! )
. V4 '





| Fig‘izre B

Sew on the first seam line.

! .

Fold (d) up and fold (c) under
the %" chalk line. Pin and stitich
very close to the fold line.

R R L L LR LR R R LR N R TN R IR ERARTREY 12}

L

LR A LR LR L R R AR RSN IRE NN FRRRARRY IT}

\

l i s

(d)

P

I I L T Y

A

ORI

B

~

1{c)
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Figure 1 E

Seam line ~ Fold line K'lst seam lineﬁ (Fold line 1st seam line ’

, R S
* NG 1T T I b * b
154" ‘ 1 1,
(11 bu) : D ; S (11 bu) ~
----------------------------------------------- %] % cnanonnonbeoped €e————| %
"""" fomtold ] . T ST |
w ol e @l | e
the rest ‘ | thSeF_ v — 11" —l 3/4"”— 14" ‘{3/4"_;23 the rest—

L e , 2 el .;1"/4"
kjbu) _ u(sbu) (1 sun) (sbg) (1 sun) (Sbub (“y





(10) Mark 2 chalk lines on (d):
first, 1'4" to the right of the fold
of (c), then %" from'the first line.
~ On (e), mark a chalk line %" from
the left edge, and mark a reference
point (*) 1%" down from the
fold. Mat/ching this reference
point to the upper stitch line on
'(d), you can sew (d) to (e), as

- strips (c) and (d) were sewn-
together. See figure 14.

(11) Mark 2 chalk lines on the left
edge of (c): first, 1%4" from the
‘first row of stitching that connects
(c) to (d), then %" from the first
line. On (b), mark a line %" in
from the right edge, and a reference |
point (*) 1%" up from the first
stitch line. Match this reference
point on (b) to the fold of the
seam on (c), and sew (c) to (b), '
as strips (c) and (d) were sewn
together. See figure 14.





- g ' 5 < Seam line ﬁ Fold line- w : mam line e Fold line
- /‘ g fv »

OO TN ISTERENT 1T . . . ,:,,“,.,,5”“,","”,,,,,‘",,,,,,,,,,I.,,,,,,"-., S Ihvicnas o
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18"
(11 bu)
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(12) Mark 2 chalk lines on the -
left edge of (b): first, 1%4" to the
left from the fold of (c), then %"
from the first line: On (a), mark
a chalk line %4" from the right

edge, and mark a reference point
(*) 1%" down from the fold. |

Matching this reference point to
the upper stitch line on (b), you
can sew (b) to (a). See figure 15.

Remember: The horizontal fold
lines (horizontal yo line) should
form a straight line across the
front of the kagami.

, S

—





, ———————*10%" more or less ' = \/

*

92

SSI] 10 SIOWL 91/, 9y

Inner peﬁmefex‘ of kagami : i « :
. _ _ . : according to actual
Basting stitch \ , F 1 g ure | 6 dimensions of your
Interfacing / - kagami .
. Backfacing (backfacing is underneath ' '
~ interfacing, about same size as kagami piece)

N N -





Marking and Basting the Kagami

(13) The top and bottom edges

of this center section will not be \

straight across. From- the fold of
“the seam joining pieces (a) and
(b), draw a line 14" to the left,
and from the fold of the seam
joining pieces (d) and (e), draw
a line 1%" to the right. Measure
up 1%" from the upper stitch
lines on (a), (c), and (e), and draw
a horizontal line. From the folds
on (b) and (d), measure down
1%" and draw a second horizon-

tal line. You have now marked off '

the inner perimeter of the center
section, which should measure
approximately 676" x 10%":
Carefully press flat. See figure 16.

(14) Press the back facing and interfacing.
Then lay out the back facing, place the
interfacing on top of it, and placé the kagami
on top of the interfacing, right side up.
Smooth the pieces out, then ﬁnd the

~ center of the kagami. Put a pin there.

L4

(15) Then very ca;;efﬁ]ly ‘SIFlOOth the fabric

. from the center to the edges, checking that

the facings are flat and the grain is straight.
Place pins as shown in figure 16. Once all is
securely pinned, you may baste all three
pieces together around the perimeter,
keeping your stitches slightly outside of the
chalk line, Use large stitches, about %" — %"
in length. This basting will keep the kagami,
interfacing and back facing straight and
centered as you attach the en. The bastin‘g 9!
stitches will not show when the rakusu

is finished. '

!





Figure 17

N
Sewing the En ] v
- (Use either Method 1| or Method 2)
Method 1
Straight grain / Isosceles triangles | v | Right-angle triqhéles '
: : ‘ ’ 46%8" —— . \

L R e
— _. ] ; , T _ . v A
left side ~ ‘ L \ 11

(10 bu)_

- as you face bottom side right side A . ' topside o
» N\ . o '~ AT
| Rakusu | . 1 oy
i : / » ’ the rest
ol eme L3 Lt o L o3r L eme |3 L 0w 1y e
* 1 tobu (43 bu) | 20 bu) | (70 bu) 1 2ot (43 bu) I 20 buy | (70 bu) (10 bu v
1 of st corner - 2nd torner » 3rd corner 4th corner o g " 1A of 1st corner
g h C o w Measurements are approximate ahd
' , should be replaced by the actual -

v o o _ dimensions of your kagami.





‘Method 1. »
Mark on the wrong side of the

fabric. This drawing is not to scale.

Measurements are approximate
and should be replaced by the

actual dimensions of your kagami.

T

'(15) Smooth out or iron the en piece flat.

Lay out the guide lines as in figure 17. All
measurements will be derived from the -
actual dimensions of youf kagami, so the .
measurements given on the diagram are
approximate only. Measure your kagami on
the chalk line you drew in step 13 and use

" these dimensions for your en.

-

Precision in measuring is extremely
important in this step. Please che\ck .
and recheck all measurments. '

T

’





Pinning and Basting th.e‘"‘”E‘n“

Figure 18
| (10) Step 1. First corner: Sew
ends together, starting at point

| ‘__(A), where the lines meet, and
ending at point (B).

®

wrong side of tn

!

(8)

|

114"

Method 1 (cont.) .

,—~Ending of en ) a Right side
- 7

Figure 19

- Step 2. How to sew all corners:
Use basting stitch. First pin and
then sew all 4 corners of the en,
slightly outside of the mark
always beginning at point\‘ (A) and
ending at point (B). See figure 20.

Leave a loop of thread about A"

\(é) s
~/ ' | /l
4 marked side is
o wrong side ,'

)

“(8)

at the middle. See figure 20.

— Beginning of en

98





Figure 20

Use a basting stitch, and leave a A
loop at the middle (tip) as shown C
in figure 19. Knot your thread

before beginning to sew and Loop of

when finished basting. .

Figure 21

Corners 2’, 3, and 4.

/ Start where lines meet

A/

// \—’ Marked line

— 16"

W

thread

(B) A

. - \\ Stop whe\ré lines meet

[}

' / Start where lines meet

e

Folded edge

Method 1 (coni.)

‘9f





Figure 2

15T corner
3rd corner

1st corner: shorter side of en (674¢"
side)faces you. The right side flap
is folded toward you. Left side flap
is folded to back, away from you.
- --- Basting stitch
_____Marked line (fold on this line)

yd ; (/‘
| Marked .

7Tl &% Basting

LN

Folded

\

ond corner
4th corner

f

Method 1 (cont.).

Figure 26 Figure 21c

(17) Fold each corner following the

diagram. Fold on the marked line so
that the basting stitches will go
slightly inside of the corner line.

" The 1st corner and the 3rd corner

are shown in figure 21a. The right
flap is folded toward you and the
left flap is folded to the back side.
The 2nd corner and 4th corner are
as shown in figure 21b.

Fold and iron all the corners. Iron
only on each corner; do not iron on

~ the rharked line of the en. The warm

temperature might stretch the fabric
and alter the length of the en.

10¢





Figure 2d = Method 1 (conr.)
Sewing the En Corners with the Kyakushi Stitch | |

Insert both your thumbs inside the
corner, underneath the triangular
flaps, with your 4 fingers on the
outside. The flaps are supported
from the outside by the 4 fingers
- and inside by the thumbs. Then
turn the corner inside out. Pin
on the corner line. The inside
triangular part, togethér with
“the pinned side, must stay folded
toward you. The piece folded to
the back side must stay on the
opposite side of the right corner.
Each half of the corner should
have a triangular flap inside, so
the fabric layers become even. J S o

: \ ) Flap |
Ironed part - = /\ .

S :
: Toward the back
B “'/\ side of the en

......

(corner line)

-

101

side of the en ) )

En inside line

Toward the front

< m

n inside line

\/Searﬁ allowance

allowance

has flap
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Method 1 (207&.)

. Flgure 22 - i . - <1st corner / ‘ 4th
(18) Beginning with the first corner, When you sew on the corner line, put the |
and sewing toward the outside fingers of your other hand inside under 1l ' -
corner, sew all corners using the ' the triangular part, so you won't sew the \ ‘ fro nt s lde
kyakushi stitch, Start your stitch ~ two sides of the corner together. You will v Y of En
about %" from the inside-of-en be sewing the triangular part on that side- » o n
fold line and end about %" frolm ' to the seam. The stitch lines illustrated in \ -
the other inside of en fold. As you the diagram are 'on the top edge of each
sew each corner, turn and.re-hold fold. You made the first corner by stitching / o \
th.e corner, continuix?_g the k)faku‘s’hi .toge'ther the two ‘end]s of the En. \No ir‘on— n d Top' and.bottom — | 2rd :
_ stitch-on the other side of the ing is suggested. See figure 22. : 107

e corners overlap the sides.
corner. Finish each corner.

" Go to ﬁgﬁre 26. ’ ‘ : o .
' " 4th : 1st corner

«

R ||| backside
' | : : ‘ (inner side,
A ‘ ‘ worn next to chest)

-

/ o _ o , - - 3rd _ Side corners overlap the 2nd
' ' ' - top and bottom





Figure 23

N
Method 2 ' 3
Mark on the right side of the
, fabric. This drawing is not to scale. h 3
i Measurements are approximate
and should be replaced by the
actual dimensions of your kagami.
. Straight grain I / Isosceles triangles N , Right—angle triangles
o TN
// ' \\
. A
“' - ' 8 1 : | \ 14"
i left side o . \ | = o\ [aom
> as you face bottom side right side top side Ty
' ~ ‘ C 7 S . 2
l Rakusu | | | (10'bu)
, , ‘ ‘ ' ‘ ‘ the rest
el e | 3r ] 1014 I S N/ PAN [ W 1014" 1ALy
‘ 10 bu (43 bu) [ @obwy | - (70 bu) I @20 bu) | (43 bu) [ (20 bu) | (70 bu) 10 bu
Y2 of 1st corner

15 of 1st corner 2nd corner 3rd corner 4th corner





‘ Figure 24

S, ,
‘Step 1 3

Mark the en exactly as in figure 17,-

but on the right side of the fabric.
Then turn the en over and mark a

chalk line along the entire length .

of the en right aIO{ig the middle.
Also mark lines across the ends,
1" from each end.

’

Step 2

First corner: Sew the ends together

on the back side (with theright
sides facing in) using a running'
stitch. Turn to the right side and/
check that the chalk lines make a
perfect “X”. Then press the seam
allowance open. Turn the whole-
en to the right side. b

Step 3

_ Imagine that the “X” is laid over
the face of a clock. Fold and press
along the 11 o’clock - 5 o’clock”
diagonal for corners 1 and 3. Fold
and press the opposite diagonal
on corners 2 and 4.

\

Methojd 2 (comr.) .

. Step 1
back side back side
- end end
/
/
Step 2 N
[ — \
‘back side : | right side |
Step 3
— l ' ] — i ' 1 ,
| - Fold line L //—Fold line \\ ‘ //—Fold line —
. / - -{ \ / T
o1 67" I » 14" [ 3 | e I | " 1" | "
- V .l;lobzu (43/fo) I (zo3 by | (1700 b/&) I (zo3 bu) | .'(23/1133) j (zg’ bu) | (17%/121)- : IIO/I:lu v
1A of 2nd corner- 3rd corner 4th corner W of
- st corner ’ Ist corner '

\
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Figure 25

Step 4

Fold the top of the en toward
_you along the chalk line. Fold
the bottom of the en up along the
chalk line. Fold the outside edge
of each side under (to the back)
along the chalk line. |

Step 5 :
On the front the top and bottom

pieces overlap the side pieces. On-

the back it’s the reverse: the sides
overlap the top and bottom.
Return to figure 21d to sew the
corners. Then go to figure 26.

N

—

S Fold backward
e Fold forward

Front side of en

\_________‘____/ |

Merhod 2 (cont.)

10!
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Figure 26

Putting the Kagami -
into the En ‘
Both Method 1 and Met}]od 2

(19) Put the kagami into the en.
Match the kagami’s corners and the
en’s inside corners. Lightly pin the
corners. Fold the seam allowance
to the inside of the en. Lightly pin
the en’s edge to the kagami through
the backing material but not.
through the back edge of the en.
Sew the very edge of the en using
the kyakushi stitch through the
TCAN .

interfacing and the backing

(white or light-blend fabric)

but not through the other side
of the en. Use the same tiny kyakushi
stitch you used when sewing the-
‘kagami. See figure 26.

opus yBie

top side

\

5
. "
RENTEREN IR RS SN RNE YRR AT NN L LR L SRR RN LR R RS AR R RV AT R Y} N T TR Y RN R R R N Y]

/

Zeft side

A <4 ‘ 4

bortom side

v

10¢
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Figure 27

Sewing the En to
the Kagami '

(20) Turn the rakusu over so that
(th_e white or light-blend color
fabric (facing you) is in front of
you, with the en encircling it but
not sewn down. Carefully fold on
the %" line, seam allowance to
the inside, and pin as you did the
front side. The folded line will

cover the back side of the kyakushi

stitch line. Sew the very edge of
the en using the hidden stitch (see
figure 27) through the inner side
of the rakusu. The dotted line in
figure 27 indicates the thread
passing beneath the surface of the
fabric. Stitches do not show in the

hidden stitch. Check to make sure

no stitches show on the front of
the rakusu.

||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||

-]

(21) Turn the rakusu over again, so
that the front of the kagami is facing
you. Pin around the middle part to
secure all layers of the en. (See dia-

[ gram.)" Sew around the very outside -

edge of the en, through both sides,
using the kyakushi stitch. The stitch
size must be the same size as the cho
or tan’s stitch size. When you change
threads, pull the knot through to the
inside of the rakusu so it is hidden
on the inside of the en. You should
start a new thread one or two stitches
back from the last stitch. Pull this

~ knot to the inside of the en too: ‘





4

Flgure 28

Sewmg the Mldd]e
(Third) Seam

(22) Draw a middle line. Lightly
pin on the line so the interfacing
remains smooth. Sew through

both sides on this middle line of

the en using the kyakushi stitch. See

ﬁgure 28 for front and back views

of the stitching

Figure 29
‘ J(;ré Attachmé‘n\t |

(23) Take the four jord and mark

the fold lines as shown in figure 29.

First fold the top and bottom

under %" each, then the sides. The

jord are positioned in each inner
" corner of the front of the en'as
shown in figure 28. The jordo must
be pinned exactly to c_ori-espond

- stitch to the very edge of the joro.

e e e o o o o e

| , 1/ 17
B AR /
,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,, /

/
P i 1/
)l i ilabout: §
% NS AN
: - /
f ront | Vi é
view /
|7
\ , : /
/. /-
with the straiight grain of the kagami. '_ 11 /Z;I N

Using the kyakushi stitch, sew the — ;
joro through all the layers to the l
back, continually checking the 1A't
back so the stitches which will , '

- 'show, are kept very neat and "
~ about 4" overlapping the en. " — 1 :
1/4-" . 1/4-"

' ' L)

'\\\y

/
/
/
back
view
\
-1
— T
1" )
=) L

10¢
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Figures_' 30 and 31

1" |

_|.‘/4"
Interfacing 1"
\_ Center fqld line 115"
:I:rest
H 35" — : Huvat
Marking, Folding top folded
and Stitching the Saos L LS
: - ‘ IR L .
(24) You are now ready to stitch the saos, the straps. d )|, Interfacing ' 3 Interfacing
Both straps are sewn in the same way, so once you have | ) \&
finished one, just repeat the process on the second. The :\/ Fold line O
length of the sao is determined by your height. The sao- Ly, = ' Fold line
for an average-size person is 35" in length. Adjust that : T _I_ - _T
measurement either way so that the center of the rakusu = N (v VA
is roughly midway between the top of your diaphragm
and your navel. . _ Pocket
’ . 3. 4.

Iron the sao piecés smooth and mark as shown in figure 30.. Interfacing
Trim a little off one end to get the proper length, if _ , . ;
necessary. Set the interfacing piece with one edge along N _CEeEt;f Eol_d-line
the center fold line. Iron'the %" seam allowance over , : Stitch the 3 edges closed
along the top edge. Iron both ends over %", and finally L using the hidden stitch.

iron the bottom edge up %". See figure 31. Finally, iron

the sao in half lengthwise along the center fold line.
Put the bottom corner seam allowance into the pocket.

- Stitch the 3 open edges closed, using the hidden stitch. -

bottom folded

Stitch slightly inside of
the creased line.

10!





Marking, Stitching
and Folding the Maneki

(25) Now lay out the maneki fabric.

" Mark a chalk line %" in from =
' each long edge, as in figure 32.
-Fold the maneki in half, and sew
up the seam with a running stitch

or a small basting stitch, as in - °

figure 33. Rotate the seam to the

center of the maneki, as in figure 34.
Now turn the maneki right side
out, slip the interfaéing inside and
center it as in figure 35. Iron the
maneki in half with the seam on
the inside, then turn both ends
inside so that tﬂe maneki measures
3%" x 3%" as in figure 36.

N

A7
‘ Ii (18bwy ———

Maneki

. ] 91n" .
wrong | |
side |
\' {
| 145" [, »
‘5/? . (ge/bzu) |7 ’

Figure 32 Figure 33

é \ Dotted

lines indicate -

interfacing,
which has been
slipped inside.

Figure 35

L] l,‘

’\_/;\
3 __1
(23 bu)

’

' Figure 36

‘ p
No
- crease

Wro_rig ‘
side |

‘ 3V
\/ (23 bu)
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Figures 37 and 38

Pﬁtting' the Saos into the Maneki -

(26) Slip both saos inte the
maneki with the stitched edge of
the sao facing the open end of the
maneki. Note that in figure 37 the
sao that appears closer in the picture
is the strap that runs down to the
rakusu on the inside (toward the
center of the,rakusu), and the sao
behind it in the picture runs
down and attaches to the rakusu’s
outside edge. Fold the maneki
closed and pin or baste it in the
center of the sao. Stitch the 2 open
ends of the maneki closed with the’
hidden stitch; as in figure 38. You /
only need to sew through the maneki |
fabric and not the sao fabric as ‘
you sew this seam closed. Take
two extra stitches directly over
the first and last stitches of this
- seam, for reinforcement. Do not
remove the ping,’ because the

~ Reinforcing stitches

" maneki and the sao are not sewn
together at this point; they are
held together only by the pins.

P _





Securing the Maneki with the Pine Stitch

{27) Now you are ready to sew

the securing stitching through the :

maneki and sao. The stitch you will
use, répresenting pine needles, is’
done with the same thread you

have used for the rest of the rakusu.

When you are done, the pine stitch

will appear on both sides of the -
maneki. Pass the thread through the
eye of the needle and knot it to
itself, so you are sewing with
doubled thread for strength. In the
previous step, you pinned or basted

the maneki in the center of the sao. .

" Begin sewing with the side of the
maneki where the inner sao is up,
facing you as in figure 39. Come

between the two Sao and push the
needle through both the inner sao

and the maneki, hiding the knot
inside. The needle should come
out at Point 1 on figure 39. Pull
the thread all the way through
ahd‘ thg:n push it back through at
Point 2, going through all the layers
so that it emerges out the back.

’

!

L,

Figure 39

clip the threads.

Inner Sao

Push the needle back through to
the front at Point 1, then push it
through at Point3 on the front.
From here, push the needle through
Point 1 again from the back. Push
the needle through the front at
Point 4. Push the needle through
from the back again at Point 1. Push
back through at Point 5 fropl the
front, and return to the front
through Point 1. From here, push
the needle through Point 6 to the
back, then return to the front
through Point 7. Again, push the
needle back through Point 6, and
push the n’éedle to the front
through Point 1, but not all the
way. Tie a knot on the inside and

)

» Indicates thread\pa"ssing
under fabric surface :
(the other side o?the maneki)
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Figurés_ 40 and 41

Artaching
the Saos to the Rakusu

(28) Take the outside edge sao
and with its seam toward the
inside, pin it to the upper left
corner of the rakusu, the bottom
edge matching the lower edge of
the top en. Sew it to the rakusu as

_close to the top as possible, using:

the kyakushi stitch. See figure 40.
Sew the other end of this strap
to the upper right front corner,
keeping the seam on the inside
and not letting the sao twist. Sew
the second sao in figure 41. At
each seam at the beginning and
end, and between inner seo and
outside sao edge, take two extra
stitches directly over the first and
last stitches and between sao and
sao for reinforcement.

/

[RERN AN N RN R AR R R N A R AR RN AR RN R
TERLAUY R e bt n b teeset

-~ Searn,
/ towards
insid :
msice Outside ~
, edge Sao
4
j .
Sao \
o @dcing
-Ill||||IIIIIIII|II--IlIllllllllllllll--llllll
'EEENEN] . ‘
v
g é Upper right
e corner of b
Rakusu, wearer’s
perspective

Inner Sao
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Okesa and Rakusu Case
"Finding the Right Size

y
Because of the'perSonal size
difféfencq.s and the varying
thickness of the material used
in sewing the okesa or rakusu,
the case must be custom fitted.

/

(1) Fold the okesa or rakusu in the
proper way (see pages 60-61 )
and 114).. 3

(2) Lay the okesa or rakusu in front
of you with a long side toward
you.' Measure the length of
the short side.

(3) Use this measurement for
finding the right size.-

1

. Okesa case

Finished Square = Double the measurement of shorter side length PLUS 1"
Cut Size = Finished Square Size PLUS 1" for two seam allowances.

Standard size rakusu case » : ‘ v N
Finished Square = 14" x 14" Heavier material 14%" to 14%"
Cut Size = Finished Square PLUS 1" for two seam allowances.

N
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Simple Method
, ~

(1) Cut a square piece of fabric
for the case. Cut a second piece
the same size for the lining. You
may use.a dark-blend color fabric
for the outside and a plain color
fabric for the lining, as long as
they are suitable practice colors. The
lining should be a very smooth

. fabric, sucl\1 as silk or acetate. See
figure 1. Mark a seam line all around
the case fabric on the wrong side,
the size of tH finished square. Pin
the two squa.fes together, right sides
facing each other (wrong sides out).

(2) Sew the two square pieces
together with a small running
stitch on the marked line around
all four sides. Leave about 2" open
/in the middle of one-side (not at
a corner) to pull the fabric right
side out. o

[

Lining
“behind

(same size)

Chalk line
(finished sized)

~ (3) Press so the edge of the lining is about
%" inside. Take care to press the corners

square and neat. See figure 2.

\

{

\

)

wrong

fabric

Cﬁt size

Figure 1
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Figure 3

~ (4) Turn fabric right side out

through the 2" opening. Hold the

corners with thumb and index

- finger as you turn the right side
out, While doing this, keep hold-

| ing the corner until a nice point.

comes out. Hidden stitch the

opening closed. Fold the resulting

square as shown in figure 3.

Figure 4

(5) Press around the edges. Hidden
stitch the edges together on the’
outside, joining 2 and 3, 3 and 4.
Turn to inside and hidden stitch
the edges. Make a couple of extra
“stitches at the junction of the three
corners for strength. Rakusu cases
rasely need a fastener, but you
may add string ties for okesa cases.
Finish the cases with a blanket
stitch or other stitching for extra
strength, if you wish. See figure 4.

4 Lining -
side

3

case

X

R

6v

Optional

stitching
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Figure r

“Japanese

Traditional Method

(1) Cut'an‘d mark your material
as you would for the previous
method.- ’

(2) Assemble the two pieces with
the right sides together. Pin two
adjacent sides together on the
marked lines, making sure that
“the lines on the p\ieces match as
you pin. Sew on the pinned lines,
using a running stitch..

See figure 1 for ﬁ{nished seam.

/

¢

C

‘

outside —~&

amarked
seams
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f Figure 2

(3) Turn your material so that
the sewn (A) corner is at the
bottom and the open corners
are at the top.

The lining material should face
you-Fold the lining back at the top
corner (C) to expose the corner
of the outside material. Bring

the seams of the two side corners
(B and D) together at this corner.
Be sure to match the seam lines
of the three corners with one
another. As you fold the two side
corners in, you will turn them so
that the outside of the material
shows. See figure 2.

SEWI1

“lines
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Figure 3

(4) Place the corner of the lining
" on top.You now have a sandwich,
with the two unsewn corners on
the outside and the two sewn
corners on the inside, Pin these .

' togeth’er"al‘s' shown in figure 3-
(pins 3 and,4).

(5) You will now have two loops of -

material on each side of the pinned area.

One will consist of lining material and one

will consist of outside material. On one-
side, pin the two loops of material together

on the marked seam lines. Be sure that the

lines match on all four layers of material

"(pins 5 and 6). On the other side, pin‘all
four layers together but leave the Yop lining

layer- free, about 2", somewhere along the
seam (pins 1 and 2). Do not leave the 2"
space at the corner — it is too difficult to
do the finishing step there. This provides a
hole to turn the case inside out when the
seam is finished.

" If you have done the operation correctly,

your material will form a square with the

tail of the bottom corner hanging from it.
~ See figure 3. '
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(6) Sew along the pinned seam line
with a running stitch, being careful
to sew only the layers that you have
pinned together.

(7) Fold the seam allowance so that

the corners will lie flat (do not trim -

the corners) and turn the case right side

" out through the space you left in the

-lining seam. It should suddenly resemble
a rakusu case.

. ‘ A
(8) Using a hidden stitch, finish the seam
in the lining. ‘

P

(7) Press the case so that the seams lie flat
and the top folds over neatly.
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“Introduction

The zagu' (nishidang, in’ Sanskrit) is
used as a mat to protect the okesa
from dirt when the monk sits or:
bows. It is also used to protect his
or her health when sleeping Since
ancient times the custom in India .
has beento walk in homes with-
shoes on and to sit on dirt floors.
“Thus everyone, regardless of
whether they were monks or
ordinary people, always had to
carry\mats to sit upon.

One day when Shakyamuni Buddha. . '

was staying at Rajagrha, he walked
inside the monastery to inspect it.
He noticed many sleeping mats
were scattered in the alley. Most
of them were filthy and wet from
rain. At that time Shakyamuni
Buddha established the zag‘u' as

the monks’ mat, for it was'easy

to carry on their shoulders or
their arms. '

4

. ment. The Buddha’s elbow length is 2 shaku

We use the Buddha's forearm (elbow size),
which fits everyone, for the zagu measure-

4 sun. The zagu size is two elbow sizes

(4 shaku 8 sun) long, and one and a half

elbow sizes (3 shaku 6 sun) wide. Our zagu’s
longer sides-are 36” and the shorter sides

:are 27".

~

When the zagu is made from I;ew\fabric W
sew a piece of used fabric in the center.
This is the rule. The 'square patch is called
tekko, in Japanese, and one’s individual

elbow size is used as the tekko’s measurement.

" The rules of th(;, color and the material are

the same as for the okesa, but it does not
have to be the same material as the okesa.
Also each dB¥sa does not need its own zagu.

The Buddha taught that for very big people

the zagu may be larger.
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Layout and Dimensions -

| Kagami

En

En

Joro

Back Facing.
Tekko

’ » . P 4 .
The seam allowances are approximate; it is not necessary to

Finished Size
21" by 30"
27" by 3"
36" by 3"
3" By 3"

27" by 36"

18" by 18"*

Cut Size

22" by 31"
28" by 4"
37" by 4"
4" by 4"
28" by 37"
19" by 19"

l get themriexactly the same as the above.

# of Pieces

1 Pig’ce

2 Pieces

, 2 Pieces

4 Pieces

1 Piece

1 Piece

Y

Everything should be laid out with the longer/lengths

following the grain of the fabric (lengthwise).

-

* (or) one elbow length b

y one elbow lehgth.

;"""""""""“““ """"" N Prerravirnnn ety
v

Ql:.a

2%

sfs  lekko
'r% 1 5 ,

AR

Kagami
"""""""""""‘/' """ \""""""""".""'"""""""""""" """""""""""""""""

...............................................................................................................

side

bottom
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How to Sew the Zagu

(1) Baste the kagami on the center

(2)

(3)

{

of the back facing.

Put the ens around ‘the back

facing in the same way as for

an okesa. Sew the en and back
facing together, using the
kyakushi stitch.

,

Next sew the inside line on

~ the en, then the middle line.

(4)
(5)

Put the joros on.

Put the tekko on the kagami in
the center; then sew the
tekko, kagami and lining
together by kyakushi stitches,
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‘:HOW to Fold the Zagu

| fold toward you ‘ fold toward you : ' : " fold toward you
B e | 2 | o , 3 b |
_________ T T : : Side underneath P

A : ~showing about Y4 T
. : Inore than side :
3 : on top :
............ ; ,;

. K : 128
E back sideé t E E
| ,up ' ! :

half of width =" half of Widsh-i— Yar 13;31{1% -—_1/2'; halifgl(t)}f PRV : )





fold up toward you

—

half of length +4n

half of length — Y4»

()

fold toward you "

half of length +1/4» 3

Al

half of length —lj» |

12¢

1

Each\ fold-over is brought close

to the opposite edge, but not flush.
This is to allow room for the fabric
inside the fold. Bring the upper
edge over to about %" to 4" shy
of the edge underneath.
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RAKUSU SEWING

in the lineage of Sawaki Kodo Roshi
as transmitted to Practitioners of the Way
at San Francisco Zen Center

We are deeply grateful to Kasai Joshin Sensei, formerly of Antaiji
for her patient and joyful teaching over the years
to
Yoshida Eshun Roshi, former abbess of Kaizenji
who first brought this teaching of Buddha's Robe
to San Francisco
and to all those who have sewn rakusus and okesas
and helped keep the teaching alive

Great Robe of Liberation
Field far beyond form and emptiness
Wearing the Tathagata's Teaching
Saving all Beings

Green Dragon Zen Temple
Revised July 2007





SECTION I

MATERIALS NEEDED

FABRIC

1) Main Rakusu Fabric:

Cotton - a plain, fine weave, light to medium weight - is best for a first rakusu.

Linen and silk may also be used. Usual colors in the Soto Zen lineage are dark blue for lay
people, black for priests, brown after Dharma Transmission.

Amount: 1 & 1/2 yards of fabric will be enough for 2 rakusu. Do not pre-wash fabric.

2) Interfacing Fabric— white, woven — Cut out pieces of the following sizes:
For ‘rakusu face’ - one piece— 35 x 24.5 cm
Straps—2 pieces — 3.9 cm x length of straps (usually 80—100 cm)
Neckpiece— 1 piece— 9.5 x 21 cm
Wash in hot water to shrink, and iron before using.

3) Lining (calligraphy piece) - white silk, such as taffeta.
Cut one piece: 34x 24 cm
Starch and iron before using; do not wash. (The starch will help “fix” the ink.)

THREAD

Thread for the “Namu Kie Butsu” stitch: use Japanese silk thread (the weight that comes on
a little card of 40 meters), or Giitermann silk thread. Cotton thread may also be used.
Choose a muted color. This thread will be referred to here as “NKB thread.”

“Matching thread”: cotton thread of same or similar color as rakusu for basting or “stay
stitching.”

White or other contrasting thread for basting that will be removed.

SUPPLIES

Meter stick and smaller metric ruler

large triangle

pins, needles,

chalk marking pencils: “dressmakers” markers or “Berol Prismacolor” silver pencils-
sold in art supply stores.

hera - A Japanese tool for marking both sides of fabric

snap-blade knife, sandpaper

sewing scissors

Japanese sewing board or a “cutting mat,” (designed for use with a rotary cutter) —
or make a sewing board by covering a piece of good quality plywood with canvas.
(Use spray adhesive.)
Or a canvas board from an art supply store.





SECTION 11
TECHNIQUES

MARKING FABRIC

All measurements are given in centimeters.

Unless otherwise stated, all marks are made with a chalk pencil.

Once you have started marking a piece, such as the face, it’s a good idea to complete it
without moving the fabric.

Keep marking pencil well sharpened (with knife and sandpaper) so that you can draw thin
lines. A well sharpened flat tip works best. Start by drawing horizontal and vertical
baselines. Make all markings as accurately as possible.

“NAMU KIE BUTSU” STITCH

This is the stitch for almost all of the visible sewing on a rakusu. It is a type of back-stitch. You
will be sewing either on a chalk line, or on an imaginary line just below a fold of fabric. The
needle enters the fabric at the bottom of the chalk line and emerges at the top edge of the line. It
goes down and back (to the right) and then comes up to the left at about a 45 degree angle.
(Right-handed people always sew from right to left. If you are left-handed, sew from left to
right.) The stitch should be smaller than the space between them.

Make stitches about .4 cm. apart.

The stitches will slant from upper left to lower right. If very small, they will almost appear as
dots and the slant will not be so apparent. On the reverse side, the stitches will appear as an
almost straight line, or as a series of slightly angled dashes.

Draw chalk lines on a piece of scrap fabric, and practice the stitch (using cotton thread) before
starting your rakusu. Your stitches may be quite irregular at first; practice until they are uniform.

Mantra: Traditionally, this sewing is a meditation in which “Namu Kie Butsu” or
“I take refuge in Buddha™ is recited with each stitch.
SEWING
The 1 cm space at each edge of the fabric is a seam allowance or margin. Knot your thread and
begin sewing in this space. ( It doesn’t matter which side of the fabric the knot is on.) When you

reach the end of the line of stitches, make a knot in the other seam allowance.

Use fairly short lengths of thread so that it doesn’t tangle. For short distances, such as joining
the two pieces of a panel, a piece of thread twice the distance to be sewn will be just right.





SECTION III: “FACE”

The Face has 5 panels, each panel composed of 1 long piece and 1 short piece.
Mark the Face according to instructions in the Cutting Diagram.

Label each piece (“1A”, “1B”, etc.) in the seam allowance. Cut the pieces out.
Make the panels by pinning the top and bottom piece together.

In each panel, the top piece (labeled “A”) overlaps the lower piece (“B”).

JOINING PIECES

Chalk lines will be referred to as

“1st line” and “2nd line.”

2™ line

1% line

IStTvertical line 2™ vertical line

Make the 5 panels by joining the long and short pieces.

The piece labeled “A” is always be on top; “B” is below it.

Panels # 1, 3 and 5: the short piece is “A” and overlaps “B”, the long piece.
Panels #2 & 4: the long piece is “A” and overlaps the short one, “B”.

First Joining

Place “1A” and “1B” back to back. Chalk marks will
be on the outside. Match them so the vertical lines
match exactly.

The 2nd horizontal line of “1 A approximately
matches the 1st line of “1B”. (This is so that later you
will be able to fold the fabric exactly on the line.)
Match vertical lines. Pin exactly through the 2nd line
of the “1A”, and about 4 mm (1/8 inch) above the st
chalk line of “IB” - i.e. a little toward the edge of the
fabric.

Make sure that your pins enter “1A”, go in and out of
the “1B”, then re-emerge on “1A”.

Sew on the 2nd chalk line with NKB stitch.





This photo shows the back.

Stitches (dashed line) are in the seam allowance of
“B” and NOT on the chalk line.

(Chalk lines on this photo are drawn in white.)

Second Joining
Fold (or iron) under along 1st chalk line,
forming a little flap.
Pin this flap down, so that you can still
barely see the 2nd chalk line on “B”.
Sew close to (not over) the folded edge. Hold
the fabric so that you are sewing below this
edge. You are not sewing on a chalk line; the
edge is the visual guide.
Sew all 5 panels in this way, joining “1A” to
“1B”, “2A” to “2B”, and so on.

JOINING PANELS TO EACH OTHER

You will now join the five panels together to form the face.

The middle panel - #3 - overlaps panels #2 & #4; which overlap panels #1 & #5.

Start with panels #1 and #2. Remember, #2 overlaps #1. This is the same as with pieces A &
B: match the 2nd chalk line of panel #2 approximately with the 1st line of #1; pin and sew.
For 2nd joining, iron under the 1st chalk line of panel #2. Check to make sure the fold is
straight, and pin it to 2nd line of #1.

Proceed in the same way with remaining panels. When all 5 panels are attached, turn fabric
over and iron on “wrong” side.





JOINING FACE, INTERFACING AND LINING

Center face on interfacing. Place 1 pin in center. Smooth fabric out to the side so that the
two pieces of fabric lie completely flat against each other, and pin at edge. Do the same at
the other side; top and bottom, and in all directions. Place pins in pairs (eg. upper right and
then lower left). Keep pinning until they are about 2 inches apart all the way round.

Sew with matching thread, small running stitches, about .5 cm outside of chalk lines.
Center the lining fabric on the other side of the interfacing, making sure that the “right”
side of lining faces out. Pin lining to interfacing along edges, in the same way as you did

the face.

Sew lining to interfacing with matching thread, small running stitches, about .5 cm from
edge of lining.

Trim interfacing so that it does not extend more than 4.2 cm beyond seam allowance of
face. Trim off the corners.

SECTION 1V: FRAME

The lines around edge of the Rakusu Face should form a perfect rectangle. If necessary,
redraw them. The top and bottom should be exactly the same length, as should the two
sides. The outer corners should be right angles.

Fill in the measurements of your Rakusu Face on Frame Worksheet.
Mark fabric as indicated, with chalk and also with a hera.
(Cutting lines do not need to be marked with hera.)

Frame Construction
Place the 2 ends of the frame together, with chalk marks inside. A hera “V” will be visible on

each side. Pin the triangle sides together, exactly line to line. Start by placing pin at
intersection of triangle and seam line.





Going along the frame until you come to an “X”
make the “X” into 2 “Vs” by folding it in half.
Again, pin sides of “V” line to line. Do the same
with the next 2 “Xs”.

With matching cotton thread, running stitch, sew
along sides of each “V,” about 2 mm outside of
the pinned lines. At tip of triangle, skip across
with loose stitch. Do not put any stitches in the 1
cm seam allowance.

You are now ready to fold down the extra fabric
above the triangle sides. Start with the first corner,
where the 2 ends of the fabric meet. Bring the
right hand piece of fabric down toward you,
folding it at the hera line. Fold the left hand piece
of fabric away from you. Pin each of these “ears”
to one layer of fabric beneath.

For the 2™ corner, fold the right side away from
you and left side toward you (as in photo).

3rd corner: right side toward you.

4th corner: right side away.

Turn the corners right side out. Find the “first
corner” (where the 2 ends of the fabric join) and
mark it with chalk so that you can find it easily
later. Put fingers inside corner, keeping “ears” in
proper place as you remove pins. Match folded
edge of each corner to underlying chalk line, and
pin.

Sewing Corners

Using NKB stitch, and start at chalk margin. Sew
just on edge of fold, up to the tip of the corner,
and then down the other side. Do not sew over the
folded edge. Do not sew or put knots in seam
allowance.

Be sure that the directions of the folds of the
corners are correct:

On the front, the “first corner” will be in upper
left. The 2 top folds go downward, over the sides.
Bottoms folds go up.





JOINING FRAME AND FACE

Fold under seam allowances on front of frame. Insert
face into the frame. Be sure to put the marked “first
corner” at upper left (as you face the rakusu). (It is not
as smooth as the other corners and therefore is placed
where it will be hidden by the straps.)

Match frame’s turned-under edge with chalk rectangle
on Rakusu Face.

Pin front of Face to Frame, without including back of
frame. Start by pinning the four corners. Then pin the
center of each side, and then in the center of that space.
Gradually pin completely, easing the fabric as

necessary so that it lies flat. Even if the frame does not
seem to fit exactly, it can be adjusted until it works.
Use a triangle and straight edge to make sure that the
sides are perpendicular, and edges are straight.

Sew the frame to the face, along inside edge of frame
with NKB stitch. Sew through face and

Interfacing only. Stitches do not go through all layers.
They should not be visible on silk lining.

Pin back of frame to back of rakusu in same way.
Again, sew along inside edge, making sure that stitches
do not go through to the front. Knots should be invisi-
ble.

Middle And Outer Lines Of Stitching

Baste with contrasting thread along slanted corner lines
to keep fabric from shifting while you sew.

Draw chalk lines on front of frame, to form a rectangle
half-way between inner and outer edges of frame.

Sew (NKB stitch and thread) all the way through the
frame.

Do not use knots at all. Secure thread by overlapping
3 stitches at the end of a piece of thread with the first
stitches of the new piece.

Stitch along outer edge of frame, close to the edge.
Take an extra stitch at each corner to hold corner
together.





SECTION V: SQUARES

Mark 4 squares on rakusu fabric, each 4.2 cm.
Within each square, mark a 2.6 cm. square.
Seam margins are.8 cm.

84
7.6

34

0 8 34 42 5 7.6 84

With chalk arrows, mark the direction of the grain of the fabric.

Cut out the squares. Turn under the .8 cm margin and iron along this fold.

To prevent the folded under margin from sticking out at the corner, fold the flap back again
diagonally. Pin.

Check dimensions (2.6 cm x 2.6 cm) and make sure corners are still precise right angles.

The Squares overlap 5 mm. onto frame. See photos below. Mark lines on frame with chalk
so that squares can be easily placed. Pin squares into position; then baste.

The squares are sewn on with NKB stitch. On the back of the rakusu, the stitches will form the
4 lines of a square. Since you are sewing through many layers of fabric, great care must be
taken with each stitch. Make each stitch in two steps. Put the needle through the fabric
vertically, from front to back and pull thread all the way through. Then, looking at the back,
re-insert needle at proper place to make a nice line.
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VI. STRAPS
Marking and Cutting
Width: 8.4 cm plus 1 cm margin at each edge.
Length depends on your height. The middle of the rakusu should be at the center of your mudra when
hands are in shashu. If a rakusu is available, try it on for size, and adjust strap length as necessary. Add
1 cm at each end for seams. Mark straps with chalk on wrong side of fabric.

Interfacing:
Mark and cut two pieces, each 4 cm wide, and as long as your straps (not including seams).

Sewing:
Fold straps in half lengthwise, right sides together. (Chalk marks will be showing.)
Pin line to line on ends and sides, leaving about 7 cm in the center, not pinned.
(There will be an opening here.)
Sew with matching thread, small running stitch, 2 mm outside of the chalk line.
Again, skip the middle 7 cm.
Make square corners by folding over end and side seams, one on top of the other. Iron. Tack (sew)
corner folds without including body of strap. Be careful to keep sides of corner perpendicular.
Fold seam over, but do not iron. Place interfacing on top of strap (on top of folded-over seam).

<0
1 <1
8.4

94
1 4104
1 <114

<4
8.4 Direction of fabric on bolt
1 <+19.8
) 1 ¥ 20.8
*~— L o

(Length is your personal measurement)

Pin and sew with matching cotton thread; running stitch. Again, skip the middle 7 cm.

Turn straps inside out by pushing with ruler or stick from end to center opening, and then pulling the
ends out through the opening. Adjust, so that the interfacing lies flat and seam is just inside of edge.
On one side of the strap, both folded edges will be visible; from the other side, no seam is visible.
Iron.





SECTION VII - NECK PIECE

MARKING AND CUTTING

Dimensions of Neckpiece:
Width: 21 cm

(19 cm plus 1 cm margins)
Length: 24 cm

(21 cm plus 1 1/2 cm margins)

Mark neckpiece with chalk on

wrong_side of fabric.
Mark ends with hera also.
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Dimensions of interfacing: 9.5 x 21 cm. 1-5¢

SEWING
24

. . . Directi
Fold lengthwise with chalk marks showing. 21 Oflrceiztfgn

Match chalklines “A” & “B” and pin. bolt
Sew on this line with back stitch and matching
cotton thread.

Iron seam only, opening it out, and keeping v
seam in center of neckpiece. 1.5¢

Center interfacing on neck piece; its ends even with chalk lines.
Pin interfacing to loose seam of neck piece and sew with
running stitch.

Use matching cotton thread.

Turn inside out. Fold in half] end to end, with seam showing. Pin line to line. Sew just outside of
line (toward edge), cotton thread, running stitch.





JOINING NECK PIECE AND STRAPS

Mark mid-point of each strap on seam side.

Place straps on top of one another, with seam sides on top (showing).

Place neck piece symmetrically (seam still showing) between straps.

Insert it about 1.5 cm.

Pin. Mid-point Back-stitch

Sew with matching thread, back stitch, through all
layers, about .5 cm from edge of straps. I, 4
Take one set of strap ends and push through neck

piece. Now, neither the back stitching nor seam

will be visible.

Iron, making sure that folds of neck piece are

reasonably even with strap edges.

Baste securely with contrasting thread so that neck

piece is secure for making the Pine Needle stitch.

Avoid putting stitches in the actual Pine Stitch area.

JOINING STRAPS TO RAKUSU

Place rakusu so that it faces you, right side up.

Place neck piece and straps so that Pine Needle stitch will point to your left shoulder when you
are wearing rakusu.

Place inside straps at outside upper corners of rakusu. Place outside straps next to them. Straps
overlap the rakusu frame, going right to the edge of frame.

Pin securely, then baste.

Draw chalk line across straps, lined up with outer edge stitching on rakusu.

Sew with double thread (NKB stitch) across the straps. Reinforce points of strain (where strap
edges join rakusu) with extra stitches.

NKB StitcheS —————— b puuennsessssnm

Basting >
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Pine Needle Stitch

The Pine Needle Stitch is centered on the neckpiece, about 1 cm from the top.
It may be drawn freehand or copied from the diagram below.
Mark needle insertion points (“A”, “B”, “X”, etc.) in chalk.

Use the same thread as that used for Namu Kie Butsu stitch.

Cut a piece 100 cm long; thread a needle and knot the ends. (Sew with doubled thread.)
Insert needle into the fabric vertically.

Make sure that the 2 strands of thread are parallel and not tangled.

A mirror image of the stitch appears on the back, so take care with both sides.

4 E
3 B /
A
2 P
X
1 C
F
0

Center of
Neckpiece
Sequence
1) Up at A (concealing knot 8) Down at X
Inside neckpiece)

2) Down at X 9) UpatE
3) UpatB 10) Down at F
4) Down at X 11) UpatE
5) UpatC 12) Down at X
6) Down at X 13) Upat A (but not all the way up.

Knot thread inside neckpiece.)
7) UpatD
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RAKUSU FACE
Direction of fabric on bolt

Broken lines indicate where to cut
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Frame Worksheet ?01;) & botiom

Mark lines with chalk on ‘right’ side of fabric.

Seam allowances on the ends and on long sides are all 1 cm.
“length of top,” “length of side,” & ’length of bottom” is
the measurement of your rakusu face.

Except for outer—cutting—Iines; mark with hera also.

Do not mark vertical green lines.

Pin with right sides together.





		Rakusu_Instructions_2007

		Rakusu_Face

		Rakusu_Frame_Worksheet




ENVELOPE
for RAKUSU or OKESA

MATERIALS:
Outer fabric: 1/2 yard for rakusu envelope; (enough for 2) or 2/3 yard for okesa.
Lining fabric: Same as above.
A slick —and stiff—fabric is best, so that the robe will slip in easily.
Cotton thread to match envelope and lining fabrics.
Snap and button to cover it. (optional)
Mark fabric with chalk on wrong side, according to following dimensions and drawings.
Go over chalk lines with a hera, marking fabric on both sides. All seam allowances are 2 cm.
Cut lining fabric with pinking shears to prevent fraying.
If the fabric has a pattern or design you may want to take that into account when marking.
“A” will be the tip of the envelope flap. (Orientation of finished envelope is shown below).

FABRIC DIMENSIONS

RAKUSU OKESA
Outer fabric: 40.4 cm square 48.4 cm square
Lining fabric 40.0cm " 480cm "
D All 2 {2

40.4 X 34.4 36
C Bl 2 I 2
Outer Fabric Lining Fabric
“wrong” side “wrong” side

Place envelope fabric and lining fabric together, “right” sides facing. Pin line to line on lines
A-B and A-D. Note that the “outer fabric” is slighter larger than the lining. Pin the corners
first, then the center point, then half-way between center and corner, etc., easing the fabric as
you pin. Place pins quite close together so fabric doesn’t slip. Using a back stitch, sew 1- 2
mm outside chalk lines (toward edge of fabric). Sew the entire line, from one edge of the

fabric to the other. Use thread to match outer fabric. A
At corner A, fold fabric along the two chalk

lines, to make a square corner. Note that

the lines of stitching are on the flap that

folds in. Tack the corner, sewing through seam

margins only.





Turn inside out and smooth the corner.
Iron so that the seams are visible only
from lining side.

With lining facing up, arrange the fabric

so that the new corner is at the lower right.

Fold over free upper left corner - C—
(Lining only) to match D, but go beyond
the sewn edge toward the right,

so that the chalk line (at C) matches

the sewn edge at D.

Do the same with Outer fabric, but
folding it underneath.

Pin all four layers together, line to line,
across the top edge (between stars).
Sew with back stitch, 1-2 mm

outside chalk line. Sew from ¥

to ¥ (sewing through all

4 layers only; not into 2-layer

seam allowance).

/

*

C

D

<— Sewn edge

/ Corner

4LSewn edge

“C” is on top
Of GLD”





Turn inside out, so that Lining is outside.

Bring together unsewn edges, matching chalk line X
between corner with overlaps, D, and corner at end —D
of unsewn side, X.

Pin from D to X, through both layers of Outer fabric,

and far layer of Lining, matching chalk lines, and

keeping near layer of lining free.

Sew 1-2 mm above the line, through these 3 layers of fabric.
Use back stitch.

Adjust to form envelope shape.

Tucking seam inside, turn down lining on chalk line.

Using thread to match lining; sew with invisible stitch, being careful
not to go through outer fabric.

Turn right side out.

The flap will fold down almost to the bottom edge of the envelope.

Fasteners such as snaps, buttons, and ties are optional.

Measurements
If rakusu or okesa fabric is heavy, increase measurements by 1-2 cm.

For very sheer okesa fabric, a smaller envelope may be made: e.g.
Outer: 44 cm square (incl. 4 cm for seam allowances)
Lining: 43.6
Finished size: 28 x 23 cm

Note: photos of two different envelopes are shown above; one has a dark blue outer fabric with
a light blue lining with a design; and the other has a patterned brown outer fabric and solid
brown lining.





