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Introduction

The aim of this book is to provide the student of Japanese with a simple
method for correlating the writing and the meaning of Japanese characters in
such a way as to make them both easy to remember. It is intended not only for
the beginner, but also for the more advanced student looking for some relief
to the constant frustration of forgetting how to write the kanji and some way
to systematize what he or she already knows. By showing how to break down
the complexities of the Japanese writing system into its basic elements and sug-
gesting ways to reconstruct meanings from those elements, the method offers
a new perspective from which to learn the kanji.

There are, of course, many things that the pages of this book will not do for
you. You will read nothing about how kanji combine to form compounds. Nor
is anything said about the various ways to pronounce the characters. Further-
more, all questions of grammatical usage have been omitted. These are all mat-
ters that need specialized treatment in their own right. Meantime, remember-
ing the meaning and the writing of the kanji—perhaps the single most dif3cult
barrier to learning Japanese—can be greatly simpli3ed if the two are isolated
and studied apart from everything else.

What makes forgetting the kanji so natural is their lack of connection with
normal patterns of visual memory. We are used to hills and roads, to the faces
of people and the skylines of cities, to powers, animals, and the phenomena of
nature. And while only a fraction of what we see is readily recalled, we are
con3dent that, given proper attention, anything we choose to remember, we
can. That con3dence is lacking in the world of the kanji. The closest approxi-
mation to the kind of memory patterns required by the kanji is to be seen in
the various alphabets and number-systems we know. The difference is that
while these symbols are very few and often sound-related, the kanji number in
the thousands and have no consistent phonetic value. Nonetheless, traditional
methods for learning the characters have been the same as those for learning
alphabets: drill the shapes one by one, again and again, year after year. What-
ever ascetical value there is in such an exercise, the more ef3cient way would
be to relate the characters to something other than their sounds in the 3rst
place, and so to break ties with the visual memory we rely on for learning our
alphabets.
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The origins of the Japanese writing system can be traced back to ancient
China and the eighteenth century before the Christian era. In the form in
which we 3nd Chinese writing codi3ed some 1,000 years later, it was made up
largely of pictographic, detailed glyphs. These were further transformed and
stylized down through the centuries, so that by the time the Japanese were
introduced to the kanji by Buddhist monks from Korea and started experi-
menting with ways to adapt the Chinese writing system to their own language
(about the fourth to seventh centuries of our era), they were already dealing
with far more ideographic and abstract forms. The Japanese made their own
contributions and changes in time, as was to be expected. And like every mod-
ern Oriental culture that uses the kanji, they continue to do so, though now
more in matters of usage than form.

So fascinating is this story that many have encouraged the study of etymol-
ogy as a way to remember the kanji. Unfortunately, the student quickly learns
the many disadvantages of such an approach. As charming as it is to see the
ancient drawing of a woman etched behind its respective kanji, or to discover
the rudimentary form of a hand or a tree or a house, when the character itself
is removed, the clear visual memory of the familiar object is precious little help
for recalling how to write it. Proper etymological studies are most helpful after
one has learned the general-use kanji. Before that, they only add to one’s mem-
ory problems. We need a still more radical departure from visual memory.

Let me paint the impasse in another, more graphic, way. Picture yourself
holding a kaleidoscope up to the light as still as possible, trying to 3x in mem-
ory the particular pattern that the play of light and mirrors and colored stones
has created. Chances are you have such an untrained memory for such things
that it will take some time; but let us suppose that you succeed after ten or
3fteen minutes. You close your eyes, trace the pattern in your head, and then
check your image against the original pattern until you are sure you have it
remembered. Then someone passes by and jars your elbow. The pattern is lost,
and in its place a new jumble appears. Immediately your memory begins to
scramble. You set the kaleidoscope aside, sit down, and try to draw what you
had just memorized, but to no avail. There is simply nothing left in memory
to grab hold of. The kaniji are like that. One can sit at one’s desk and drill a half
dozen characters for an hour or two, only to discover on the morrow that
when something similar is seen, the former memory is erased or hopelessly
confused by the new information.

Now the odd thing is not that this occurs, but rather that, instead of openly
admitting one’s distrust of purely visual memory, one accuses oneself of a poor
memory or lack of discipline and keeps on following the same routine. Thus,
by placing the blame on a poor visual memory, one overlooks the possibility of
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another form of memory that could handle the task with relative ease: imagi-
native memory.

By imaginative memory | mean the faculty to recall images created purely
in the mind, with no actual or remembered visual stimuli behind them. When
we recall our dreams we are using imaginative memory. The fact that we some-
times conpate what happened in waking life with what merely occurred in a
dream is an indication of how powerful those imaginative stimuli can be.
While dreams may be broken up into familiar component parts, the compos-
ite whole is fantastical and yet capable of exerting the same force on perceptual
memory as an external stimulus. It is possible to use imagination in this way
also in a waking state and harness its powers for assisting a visual memory
admittedly ill-adapted for remembering the kanji.

In other words, if we could discover a limited number of basic elements in
the characters and make a sort of alphabet out of them, assigning to each its own
image, fusing them together to form other images, and so building up complex
tableaux in imagination, the impasse created by purely visual memory might
be overcome. Such an imaginative alphabet would be every bit as rigorous as a
phonetic one in restricting each basic element to one basic value; but its gram-
mar would lack many of the controls of ordinary language and logic. It would
be like a kind of dream-world where anything at all might happen, and happen
differently in each mind. Visual memory would be used minimally, to build up
the alphabet. After that, one would be set loose to roam freely inside the magic
lantern of imaginative patterns according to one’s own preferences.

In fact, most students of the Japanese writing system do something similar
from time to time, devising their own mnemonic aids but never developing an
organized approach to their use. At the same time, most of them would be
embarrassed at the academic silliness of their own secret devices, feeling some-
how that there is no way to re3ne the ridiculous ways their mind works. Yet if
it does work, then some such irreverence for scholarship and tradition seems
very much in place. Indeed, shifting attention from why one forgets certain
kanji to why one remembers others should offer motivation enough to under-
take a more thorough attempt to systematize imaginative memory.

The basic alphabet of the imaginative world hidden in the kanji we may
call, following traditional terminology, primitive elements (or simply primi-
tives). These are not to be confused with the so-called “radicals” which form
the basis of etymological studies of sound and meaning, and now are used for
the lexical ordering of the characters. In fact, most of the radicals are them-
selves primitives, but the number of primitives is not restricted to the tradi-
tional list of radicals.

The primitives, then, are the fundamental strokes and combinations of
strokes from which all the characters are built up. Calligraphically speaking,
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there are only nine possible kinds of strokes in theory, seventeen in practice. A
few of these will be given primitive meanings; that is, they will serve as funda-
mental images. Simple combinations will yield new primitive meanings in
turn, and so on as complex characters are built up. If these primitives are pre-
sented in orderly fashion, the taxonomy of the most complex characters is
greatly simpli3ed and no attempt need be made to memorize the primitive
alphabet apart from actually using it.

The number of primitives, as we are understanding the term, is a moot
question. Traditional etymology counts some 224 of them. We shall draw upon
these freely, and also ground our primitive meanings in traditional etymolog-
ical meanings, without making any particular note of the fact as we proceed.
We shall also be departing from etymology to avoid the confusion caused by
the great number of similar meanings for differently shaped primitives. Wher-
ever possible, then, the generic meaning of the primitives will be preserved,
although there are cases in which we shall have to specify that meaning in a dif-
ferent way, or ignore it altogether, so as to root imaginative memory in famil-
iar visual memories. Should the student later turn to etymological studies, the
procedure we have followed will become more transparent, and should not
cause any obstacles to the learning of etymologies. The list of elements that we
have singled out as primitives proper (Index ii) is restricted to the following
four classes: basic elements that are not kanji, kanji that appear as basic ele-
ments in other kanji with great frequency, kanji that change their meaning
when they function as parts of other kanji, and kanji that change their shape
when forming parts of other kanji. Any kanji that keeps both its form and its
meaning and appears as part of another kanji functions as a primitive, whether
or not it occurs with enough frequency to draw attention to it as such.

The 2,042 characters chosen for study in these pages (given in the order of
presentation in Index i and arranged according to the number of strokes in
Index iii) include the basic 1,850 general-use kanji established as standard by
the Japanese Ministry of Education in 1946, roughly another 60 used chieply in
proper names, and a handful of characters that are convenient for use as prim-
itive elements. Each kanji is assigned a key word that represents its basic mean-
ing, or one of its basic meanings. The key words have been selected on the basis
of how a given kanji is used in compounds and on the meaning it has on its
own. There is no repetition of key words, although many are nearly synony-
mous. In these cases, it is important to focus on the particular pavor that that
word enjoys in English, so as to evoke connotations distinct from similar key
words. To be sure, many of the characters carry a side range of connotations

1In 1981 an additional 95 characters were added to this list. They have been incorporated
into later editions of this book.
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not present in their English equivalents, and vice versa; many even carry sev-
eral ideas not able to be captured in a single English word. By simplifying the
meanings through the use of key words, however, one becomes familiar with a
kanji and at least one of its principal meanings. The others can be added later
with relative ease, in much the same way as one enriches one’s understanding
of one’s native tongue by learning the full range of feelings and meanings
embraced by words already known.

Once we have the primitive meanings and the key word relevant to a par-
ticular kanji (cataloged in Index iv), the task is to create a composite ideo-
gram. Here is where fantasy and memory come into play. The aim is to shock
the mind’s eye, to disgust it, to enchant it, to tease it, or to entertain it in any
way possible so as to brand it with an image intimately associated with the key
word. That image in turn, inasmuch as it is composed of primitive meanings,
will dictate precisely how the kanji is to be penned—stroke for stroke, jot for
jot. Many characters, perhaps the majority of them, can be so remembered on
a 3rst encounter, provided suf3cient time is taken to 3x the image. Others will
need to be reviewed by focusing on the association of key-word and primitive
elements. In this way, mere drill of visual memory is all but entirely eliminated.

Since the goal is not simply to remember a certain number of kanji, but also
to learn how to remember them (and others not included in this book), the
course has been divided into three parts. Part one provides the full associa-
tive story for each character. By directing the reader’s attention, at least for the
length of time it takes to read the explanation and relate it to the written form
of the kanji, most of the work is done for the student even as a feeling for the
method is acquired. In Part two, only the skeletal plots of the stories are pre-
sented, and the individual must work out his or her own details by drawing on
personal memory and fantasy. Part three, which comprises the major por-
tion of the course, provides only the key word and the primitive meanings,
leaving the remainder of the process to the student.

It will soon become apparent that the most critical factor is the order of
learning the kanji. The actual method is simplicity itself. Once more basic char-
acters have been learned, their use as primitive elements for other kanji can
save a great deal of effort and enable one to review known characters at the
same time as one is learning new ones. Hence to approach this course haphaz-
ardly, jumping ahead to the later lessons before studying the earlier ones, will
entail a considerable loss of ef3ciency. If one’s goal is to learn to write the
entire list of general-use characters, then it seems best to learn them in the
order best suited to memory, not in order of frequency or according to the
order in which they are taught to Japanese children. Should the individual
decide to pursue some other course, however, the indexes should provide all
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the basic information for 3nding the appropriate frame and the primitives
referred to in that frame.

It may surprise the reader casually lea3ng through these pages not to 3nd a
single drawing or pictographic representation. This is fully consistent with
what was said earlier about placing the stress on imaginative memory. For one
thing, pictographs are an unreliable way to remember all but very few kanji;
and even in these cases, the pictograph should be discovered by the student by
toying with the forms, pen in hand, rather than given in one of its historical
graphic forms. For another, the presentation of an image actually inhibits
imagination and restricts it to the biases of the artist. This is as true for the
illustrations in a child’s collection of fairy tales as it is for the various phenom-
ena we shall encounter in the course of this book. The more original work the
individual does with an image, the easier will it be to remember a kanji.

Before setting out on the course plotted in the following pages, attention
should be drawn to a few 3nal points. In the 3rst place, one must be warned
about setting out too quickly. It should not be assumed that because the 3rst
characters are so elementary, they can be skipped over hastily. The method
presented here needs to be learned step by step, lest one 3nd oneself forced
later to retreat to the 3rst stages and start over; 20 or 25 characters per day
would not be excessive for someone who has only a couple of hours to give to
study. If one were to study them full-time, there is no reason why the entire
course could not be completed successfully in four to six weeks. By the time
Part one has been traversed, the student should have discovered a rate of
progress suitable to the time available.

Second, the repeated advice given to study the characters with pad and pen-
cil should be taken seriously. While simply remembering the characters does
not, one will discover, demand that they be written, there is really no better
way to improve the aesthetic appearance of one’s writing and acquire a “natu-
ral feel” for the pow of the kanji than by writing them. The method will spare
one the toil of writing the same character over and over in order to learn it, but
it will not supply the puency at writing that comes only with constant practice.
If pen and paper are inconvenient, one can always make do with the palm of
the hand, as the Japanese do. It provides a convenient square space for jotting
on with one’s index 3nger when riding in a bus or walking down the street.

Third, the kanji are best reviewed by beginning with the key word, pro-
gressing to the respective story, and then writing the character itself. Once one
has been able to perform these steps, reversing the order follows as a matter of
course. More will be said about this later in the book.

In the fourth place, it is important to note that the best order for learning
the kaniji is by no means the best order for remembering them. They need to be
recalled when and where they are met, not in the sequence in which they are
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presented here. For that purpose, recommendations are given in Lesson 5 for
designing pash cards for random review.

Finally, it seems worthwhile to give some brief thought to any ambitions
one might have about “mastering” the Japanese writing system. The idea arises
from, or at least is supported by, a certain bias about learning that comes from
overexposure to schooling: the notion that language is a cluster of skills that
can be rationally divided, systematically learned, and certi3ed by testing. The
kanji, together with the wider structure of Japanese—and indeed of any lan-
guage for that matter—resolutely refuse to be mastered in this fashion. The
rational order brought to the kanji in this book is only intended as an aid to
get you close enough to the characters to befriend them, let them surprise you,
inspire you, enlighten you, resist you, and seduce you. But they cannot be mas-
tered without a full understanding of their long and complex history and an
insight into the secret of their unpredictable vitality—all of which is far too
much for a single mind to bring to the tip of a single pen.

That having been said, the goal of this book is still to attain native pro3-
ciency in writing the Japanese characters and associating their meanings with
their forms. If the logical systematization and the playful irreverence contained
in the pages that follow can help spare even a few of those who pick the book
up the grave error of deciding to pursue their study of the Japanese language
without aspiring to such pro3ciency, the efforts that went into it will have
more than received their reward.

Kamakura, Japan
10 February 1977



Note to the 4th Edition

In preparing a new layout and typesetting of this fourth edition, | was tempted
to rethink many of the key words and primitive meanings, and to adjust the
stories accordingly. After careful consideration and review of the hundreds of
letters | have received from students all over the world, as well as the changes
that were introduced in the French and Spanish versions of the book,? | have
decided to let it stand as it is with only a few exceptions.

There are, however, two related questions that come up with enough fre-
quency to merit further comment at the outset: the use of this book in con-
nection with formal courses of Japanese and the matter of pronunciation or
“readings” of the kanji.

The reader will not have to 3nish more than a few lessons to realize that this
book was designed for self-learning. What may not be so apparent is that using
it to supplement the study of kaniji in the classroom or to review for examinations
has an adverse inpuence on the learning process. The more you try to combine
the study of the written kanji through the method outlined in these pages with
traditional study of the kanji, the less good this book will do you. I know of no
exceptions.

Virtually all teachers of Japanese, native and foreign, would agree with me
that learning to write the kanji with native pro3ciency is the greatest single
obstacle to the foreign adult approaching Japanese—indeed so great as to be
presumed insurmountable. After all, if even well-educated Japanese study the
characters formally for nine years, use them daily, and yet frequently have
trouble remembering how to reproduce them, much more than English-
speaking people have with the infamous spelling of their mother tongue, is it
not unrealistic to expect that even with the best of intentions and study meth-
ods those not raised with the kanji from their youth should manage the feat?
Such an attitude may never actually be spoken openly by a teacher standing
before a class, but as long as the teacher believes it, it readily becomes a self-

2 The French adaptation was prepared by Yves Maniette under the title Les kanji dans la
téte: Apprendre a ne pas oublier le sens et I'écriture des caractéres japonais (Gramagraf SCCL,
1998). The Spanish version, prepared in collaboration with Marc Bernabé and Veronica
Calafell, is Kanji para recordar: Curso mnemotécnico para el aprendizaje de la escritura y el
signi3cado de los caracteres japoneses (Barcelona: Editorial Herder, 2001).
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ful3lling prophecy. This attitude is then transmitted to the student by placing
greater emphasis on the supposedly simpler and more reasonable skills of
learning to speak and read the language. In fact, as this book seeks to demon-
strate, nothing could be further from the truth.

To begin with, the writing of the kanji is the most completely rational part
of the language. Over the centuries, the writing of the kanji has been simplised
many times, always with rational principles in mind. Aside from the Korean
hangul, there may be no writing system in the world as logically structured as
the Sino-Japanese characters are. The problem is that the usefulness of this
inner logic has not found its way into learning the kanji. On the contrary, it has
been systematically ignored. Those who have passed through the Japanese
school system tend to draw on their own experience when they teach others
how to write. Having begun as small children in whom the powers of abstrac-
tion are relatively undeveloped and for whom constant repetition is the only
workable method, they are not likely ever to have considered reorganizing
their pedagogy to take advantage of the older student’s facility with generalized
principles.

So great is this neglect that | would have to say that | have never met a
Japanese teacher who can claim to have taught a foreign adult to write the basic
general-use kanji that all high-school graduates in Japan know. Never. Nor
have | ever met a foreign adult who would claim to have learned to write at this
level from a native Japanese teacher. | see no reason to assume that the Japan-
ese are better suited to teach writing because it is, after all, their language.
Given the rational nature of the kanji, precisely the opposite is the case: the
Japanese teacher is an impediment to learning to associate the meanings of the
kanji with their written form. The obvious victim of the conventional methods
is the student, but on a subtler level the recon3rmation of unquestioned biases
also victimizes the Japanese teachers themselves, the most devoted of whom
are prematurely denied the dream of fully internationalizing their language.

There are additional problems with using this book in connection with
classroom study. For one thing, as explained earlier in the Introduction, the
ef3ciency of the study of the kanji is directly related to the order in which they
are learned. Formal courses introduce kanji according to different principles
that have nothing to do with the writing. More often than not, the order in
which Japan’s Ministry of Education has determined children should learn the
kanji from primary through middle school, is the main guide. Obviously,
learning the writing is far more important than being certi3ed to have passed
some course or other. And just as obviously, one needs to know all the general-
use kanji for them to be of any use for the literate adult. When it comes to
reading basic materials, such as newspapers, it is little consolation to know half
or even three-quarters of them. The crucial question for pedagogy, therefore,
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is not what is the best way to qualify at some intermediate level of pro3ciency,
but simply how to learn all the kanji in the most ef3cient and reliable manner
possible. For this, the traditional “levels” of kanji pro3ciency are simply irrel-
evant. The answer, | am convinced, lies in self-study, following an order based
on learning all the kaniji.

I do not myself know of any teacher of Japanese who has attempted to use
this book in a classroom setting. My suspicion is that they would soon aban-
don the idea. The book is based on the idea that the writing of the kanji can be
learned on its own and independently of any other aspect of the language. It is
also based on the idea that the pace of study is different from one individual to
another, and for each individual, from one week to the next. Organizing study
to the routines of group instruction runs counter to those ideas.

This brings us to our second question. The reasons for isolating the writing
of the kanji from their pronunciation follow more or less as a matter of course
from what has been said. The reading and writing of the characters are taught
simultaneously on the grounds that one is useless without the other. This only
begs the basic question of why they could not better, and more quickly, be
taught one after the other, concentrating on what is for the foreigner the sim-
pler task, writing, and later turning to the more complicated, the reading.

One has only to look at the progress of non-Japanese raised with kanji to
see the logic of the approach. When Chinese adult students come to the study
of Japanese, they already know what the kanji mean and how to write them.
They have only to learn how to read them. The progress they make in com-
parison with their Western counterparts is usually attributed to their being
“Oriental.” In fact, Chinese grammar and pronunciation have about as much
to do with Japanese as English does. It is their knowledge of the meaning and
writing of the kanji that gives the Chinese the decisive edge. My idea was sim-
ply to learn from this common experience and give the kanji an English read-
ing. Having learned to write the kanji in this way—which, | repeat, is the most
logical and rational part of the study of Japanese—one is in a much better posi-
tion to concentrate on the often irrational and unprincipled problem of learn-
ing to pronounce them.

In a word, it is hard to imagine a less ef3cient way of learning the reading
and writing of the kanji than to study them simultaneously. And yet this is the
method that all Japanese textbooks and courses follow. The bias is too deeply
ingrained to be rooted out by anything but experience to the contrary.

Many of these ideas and impressions, let it be said, only developed after |
had myself learned the kanji and published the 3rst edition of this book. At the
time I was convinced that pro3ciency in writing the kanji could be attained in
four to six weeks if one were to make a full-time job of it. Of course, the claim
raised more eyebrows than hopes among teachers with far more experience
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than I had. Still, my own experience with studying the kanji and the relatively
small number of individuals | have directed in the methods of this book, bears
that estimate out, and | do not hesitate to repeat it here.

A word about how the book came to be written. | began my study of the
kanji one month after coming to Japan with absolutely no previous knowledge
of the language. Because travels through Asia had delayed my arrival by several
weeks, | took up residence at a language school in Kamakura and began study-
ing on my own without enrolling in the course already in progress. A certain
impatience with my own ignorance compared to everyone around me, cou-
pled with the freedom to devote myself exclusively to language studies, helped
me during those 3rst four weeks to make my way through a basic introductory
grammar. This provided a general idea of how the language was constructed
but, of course, almost no facility in using any of it.

Through conversations with the teachers and other students, | quickly
picked up the impression that | had best begin learning the kanji as soon as
possible, since this was sure to be the greatest chore of all. Having no idea at all
how the kanji “worked” in the language, yet having found my own pace, |
decided—against the advice of nearly everyone around me—to continue to
study on my own rather than join one of the beginners’ classes.

The 3rst few days | spent pouring over whatever I could 3nd on the history
and etymology of the Japanese characters, and examining the wide variety of
systems on the market for studying them. It was during those days that the
basic idea underlying the method of this book came to me. The following
weeks | devoted myself day and night to experimenting with the idea, which
worked well enough to encourage me to carry on with it. Before the month was
out | had learned the meaning and writing of some 1,900 characters and had
satis3ed myself that |1 would retain what | had memorized. It was not long
before | became aware that something extraordinary had taken place.

For myself, the method | was following seemed so simple, even childish,
that it was almost an embarrassment to talk about it. And it had happened as
such a matter of course that | was quite unprepared for the reaction it caused.
On the one hand, some at the school accused me of having a short-term pho-
tographic memory that would fade with time. On the other hand, there were
those who pressed me to write up my “methods” for their bene3t. But it
seemed to me that there was too much left to learn of the language for me to
get distracted by either side. Within a week, however, | was persuaded at least
to let my notes circulate. Since most everything was either in my head or jot-
ted illegibly in notebooks and on pash cards, | decided to give an hour each day
to writing everything up systematically. One hour soon became two, then
three, and in no time at all I had laid everything else aside to complete the task.
By the end of that third month | brought a camera-ready copy to Nanzan Uni-



12 note to the 4th edition

versity in Nagoya for printing. During the two months it took to prepare it for
printing | added an Introduction. Through the kind help of Mrs. Iwamoto
Keiko of Tuttle Publishing Company, most of the 500 copies were distributed
in Tokyo bookstores, where they sold out within a few months. After the
month | spent studying how to write the kanji, | did not return to any formal
review of what I had learned. (I was busy trying to devise another method for
simplifying the study of the reading of the characters, which was later com-
pleted as a companion volume to the 3rst.®) When | would meet a new char-
acter, |1 would learn it as | had the others, but | have never felt the need to
retrace my steps or repeat any of the work. Admittedly, the fact that | now use
the kanji daily in my teaching, research, and writing is a distinct advantage. But
I remain convinced that whatever facility | have | owe to the procedures out-
lined in this book.

Perhaps only one who has seen the method through to the end can appre-
ciate both how truly uncomplicated and obvious it is, and how accessible to
any average student willing to invest the time and effort. For while the method
is simple and does eliminate a great deal of wasted effort, the task is still not an
easy one. It requires as much stamina, concentration, and imagination as one
can bring to it.

James W. Heisig
Barcelona, Spain
21 December 2000

3 Remembering the Kanji r: A Systematic Guide to Reading Japanese Characters (Tokyo:
Japan Publications Trading Co., 9th impression, 1998). This was later followed by Remember-
ing the Kanji rzr: Writing and Reading Japanese Characters for Upper-Level Pro3ciency (Tokyo:
Japan Publications Trading Co., 2nd impression, 1995), prepared with Tanya Sienko.
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217 extremity

This character is best learned in connection with that of the
previous frame. The 3rst stroke shows a branch that is longer
than the main branch, indicating that the tree has reached the
extremity Of its growth, so that its branches stop spreading and
start drooping downwards. Be sure to keep this imagery in
mind, to avoid confusing this key word with synonyms that
will appear later. [5]

- = ¥ ¥ %

AN
A

218 splash

1}'{ The splash this kanji refers to is the dash of water against the
rocks, with all the foam and spray that this creates. If you think
of a splash in this sense as a wave that has run its full course
and reached its extremity, namely the seashore, and if you think
of it pictorially in your mind’s eye, this somewhat rare (but oh-
so-easy-to-learn) kaniji is yours for good. [8]

~ ~ ~

~
~ ~ ~

ST 7 A R

219 pavor

I;E When a tree has not yet 3nished growing, it produces fruit with
a full flavor. When the of3cial taster (the professional mouth to
the left) determines that full flavor has been reached, the tree is
pruned back so that it remains permanently not yet grown. A
neat little agricultural trick and an easy to way see the sense of
flavor hidden in this character. [8]
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220

oS

younger sister

The younger sister in the family is the woman in the family
who, like the newest branch in a tree, is not yet old enough or
mature enough to do everything the elder sister can do (see
frame 413). [8]

SN T
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221

vermilion

That red-orange color we call vermilion is found in nature
during the fall when the leaves lose their sugar and begin to
change color. This kanji depicts the very last leaf on a tree in
the fall (the drop hung in the 3rst stroke), the leaf that has not
yet fallen as it one day must. Look at its color—vermilion.
(Well, not really. The truth is, vermilion is made from a mer-
curic sul3de, but I'm sure you will agree that autumn leaves are
a lot easier to work with.) [6]

S
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stocks

The stocks bought and sold on the market by the tens of mil-
lions each day get their name from a comparison to a healthy
tree, in which one takes “stock” in the hopes that it will grow
and produce more and more trees like itself. Usually good
stocks are referred to as “blue chip,” but here we are asked to
associate the key word with the color vermilion, perhaps
because one can assess the value of a tree from the color of its
autumn leaves. [10]

L P Y i
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* power

We are not yet equipped with all the pieces necessary to learn
the character for flower, so shall have to content ourselves here
with the 3rst three strokes, which represent the primitive of the
same meaning. Concentrate on the actual “bloom” of the flower,
and keep a particular power in mind. Try a rose, a tulip, or a
daisy, since none of them will have their own kaniji. [3]

— A= At

223 young

Here we see a power held in the right hand. You can imagine
yourself in a magic garden where powers picked with the right
hand grant eternal youth; and those picked with the left, pre-
mature senility. Go ahead, pick one with each hand and watch
what happens. [8]

g

AN G e S
224 grass

il

Perhaps you know the custom of seeding grass randomly or in
some particular pattern with the power called the crocus,
which blooms for a few days each year in early spring. As the
grass begins to turn green again after winter has passed, these
tiny powers dot up here and there. Now just look out your win-
dow at a patch of grass somewhere and think what a nice idea
it would be to have your name spelled out in powers once as a
sort of early harbinger of spring. [9]

R A o = T,

s




104

Remembering the Kanji

225

it

suffering

The picture of suffering we are given here is that of a power
that has grown old. When a power ages, it pales and dries up,
and probably even suffers. If you think that plants are incapable
of such feelings, then ask yourself why so many people believe
that talking to their powers helps them bloom better. [8]

I+
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226

tolerant

The house of powers or “hothouse” has become a metaphor for
a narrow-minded, biased, and intolerant attitude distrustful of
change. Tolerance, in contrast, is open-minded and welcomes
novelty. The way to encourage tolerance in those who lack it is
3rst to have them see through their own hothouse attitudes,
which is the very counsel we are given in this kanji. [13]

//""’l_",:’r_f‘_:’t:'H_"’ii"H_”/‘%"

7T " B B B

dilute

Take a good look at this kanji: the “strong” element here is
really the power, not the water as you might have thought on
3rst glance. To the right is the acupuncturist from frame 47.
Taking the key word to connote diluting the vital humors of
the body, we can imagine our acupuncturist performing his
task with powers in place of needles, and using their hollow
stems to pipe water into the body of the patient. [16]
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228

e

leaf

Three elements are given here: power . . . generation . . . tree. The
3rst and last seem logical enough, since it is the leaf that feeds
the powers on a tree. The element for generation interposed
between the two suggests that the movement of a tree from one
generation to the next is like its “turning over a new leaf.” [12]

il

e e -
R
graveyard

The element shown here should be taken to represent a mod-
ern graveyard. Gone are the cobwebs and gnarled trees, the
tilted headstones and dark, moonless nights that used to scare
the wits out of our childhood imaginations. Instead, we see
brightly colored powers placed before the tombstones, the sun
shining gloriously overhead, and a cuddly St. Bernard sitting at
the gate keeping watch. [10]

— = v oy oY g
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229 imitation

i

Ah, but haven’t modern graveyards become a parody of their
ancestors! The powers are plastic, the writing on the stones is
unimaginative and cold, and the whole thing looks more like a
marble orchard than a right and proper graveyard. This kanji
continues with the modernization trend by picturing imitation
trees in the graveyard. But of course, how convenient! They
don’t need pruning or fertilizing, their leaves don’t fall, and
they remain the same color all year long. [14]
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230 vague

‘{% Think of the key word as having to do with something viewed
through a haze, or in the twilight and from a distance, so that
only its outlines are vaguely discernible. Now we are back
again to the essence of the true graveyard. The water may be
taken as the sound of waves dashing up against the rocks or the
dripping of moisture on cold rock—anything that helps you
associate vagueness with the graveyard and keep it distinct
from the imitation we met in the last frame. [13]

~ ~ ~— S S S S
/ / / J AV
N~ S~ S~ S~ ~-
7E B FE R
231 grave

The mounds of soil with crude wooden crosses set at their head
suggests those boot-hill graves we all know from cowboy lore.
The only odd thing about this kanji is that the soil comes
under the graveyard, rather than to its left, where we might
expect. Just think of the bodies as “lying under boot-hill” if you
have any trouble.

By the way, this is not the 3rst time, nor will it be the last, that
we learn a kanji whose key word is the same, or almost the
same, as a primitive element based on it, but whose shape dif-
fers somewhat. There is no cause to worry. By using the prim-
itive in a variety of other characters, as we have done here, the
confusion will be averted as a matter of course. [13]

yil
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et

livelihood

Imagine that you have chosen the occupation of the keeper of
a graveyard and spend your days tending to other’s deadhood
in order to make your means of livelihood. [14]
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fii

membrane

The part of the body 3rst affected by a stroll through a haunted
graveyard is the skin, which gets goose bumps. But we save the
word “skin” for another kanji, and use the odd word “mem-
brane” here. Think of being so scared through and through
that the goose pesh moves from the outside in, giving you
goose membranes. [14]

234

ik

seedling

To avoid confusion with the image of rice seedlings to appear
later, we shall take these seedlings out of their agricultural set-
ting in the rice 3elds and into the frame of Brave New World
surgery, where “ideas” or “values” are being implanted into
brains like seedlings to insure a harmonious society. Then you
need only imagine them taking root and breaking out into
power right through the tops of the skulls of people walking
around on the streets. [8]
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Lesson 11

Now that we have made our way through well over 200 characters, it is time
to pause and consider how you are getting on with the method introduced in
this book. While this lesson will be a short one (only 15 new kanji) you might
want to spend some time reviewing your progress in the light of the remarks
that follow. In them | have tried to draw out the main principles that have been
woven into the fabric of the text from frame to frame and lesson to lesson. | do
so by looking at some of the typical problems that can arise:

If you can remember the key word when you see the kaniji, but have trou-
ble remembering the kanji when you have only the key word to go on...

Probably you did not take seriously the advice about studying these stories
with a pad and pencil. If you try to shortcut the process by merely learning to
recognize the characters for their meaning without worrying about their writ-
ing, you will 3nd that you have missed one bird with two stones, when you
could have bagged two with one. Let me repeat: study only from key word to
kanji; the reverse will take care of itself.

If you 3nd yourself having to go back to a kanji, once you have written it,
to make corrections or additions...

My guess is that you are asking your visual memory to do the work that
belongs to imaginative memory. After Lesson 12, you will be given more lee-
way to create your own images and stories, so it is important that you nip this
problem in the bud before going any further. A small step in the wrong direc-
tion on a journey of 2,000 kanji will land you in deep trouble in no time. Here
are the steps you should be following each time you come to a new frame:

1. Read the key word and take note of the particular connotation that
has been given it. There is only one such meaning, sometimes asso-
ciated with a colloquial phrase, sometimes with one of the several
meanings of the word, sometimes with a a well-known cultural phe-
nomenon. Think of that connotation and repeat it to yourself.
When you’re sure you've got the right one, carry on.

2. Read through the particular little story that goes with the key word
and let the whole picture establish itself clearly.

3. Now close your eyes, focus on those images in the story that belong
to the key word and primitive elements, and let go of the controls.
It may take a few seconds, sometimes as long as a minute, but the
picture will start to change on its own. The exaggerated focal points
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will start to take on a life of their own and enhance the image with
your own particular experiences and memories. You will know your
work is done when you have succeeded in creating a memorable
image that is both succinct and complete, both faithful to the orig-
inal story and yet your very own.

4. Open your eyes and repeat the key word and primitive elements,
keeping that image in mind. This will clear away any of the fog, and
at the same time make sure that when you let go you didn’t let go
of the original story, too.

5. In your mind, juxtapose the elements relative to one another in line
with your image or the way they normally appear in the characters.

6. Take pencil and paper and write the character once, retelling the
story as you go.

These are basically the same steps you were led through in reading the stories,
even though they were not laid out so clearly before. If you think back to the
kanji that “worked” best for you, you will 3nd that each of these steps was
accomplished perfectly. And if you look back at the ones you are forgetting,
you should also be able to locate which step you skipped over. In reviewing,
these same steps should be followed, with the only clue to set the imagination
in motion being the key word.

If you 3nd you are forgetting the relative position of the elements in a
kanji...

Before all else, go back and reread the frame for that character to see if there
were any helpful hints or explanatory notes. If not, return to the frame where
the particular primitives were 3rst introduced to see if there is any clue there.
And if this is not the problem, then, taking care not to add any new words or
focal points to your story (since they might end up being elements later on),
rethink the story in such a way that the image for each element actually takes
the position it has in the kaniji itself. This should not happen often, but when
it does, it is worthwhile spending a few minutes to get things sorted out.

If you are confusing one kanji with another...

Take a careful look at the two stories. Perhaps you have made one or the other
of them so vivid that it has attracted extraneous elements to itself that make the
two kanji-images fuse into one. Or again, it may be that you did not pay
suf3cient attention to the advice about clarifying a single connotation for the
key word.

Whether or not you have had all or only a few of these problems, now is the
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time to review the 3rst 10 lessons keeping an eye out for them. Put aside any
schedule you may have set yourself until you have those lessons down per-
fectly, that is, until you can run through all 6 steps outlined above for every
character, without a hitch. The most important thing in this review is not really
to see whether you are remembering the characters, but to learn how to locate
problems and deal with them.

One 3nal note before you close the book and run your review. Everyone’s
imagination works differently. Each has its own gifts and its own defects. The
more you pay attention to how you imagine things, the more likely you are to
3nd out what works best for you and why. The one thing you must distrust, if
the system outlined in this book is to work for you, is your ability to remem-
ber kanji just as they are, without doing any work on them. Once you start
making exceptions for characters you “know” or “have no trouble with” or
“don’t need to run through all the steps with,” you are headed for a frustration
that will take you a great deal of trouble to dig yourself out of. In other words,
if you start using the method only as a “crutch” to help you only with the kanji
you have trouble with, you will quickly be limping along worse than ever.
What we are offering here is not a crutch, but a different way to walk.

That having been said, let us pick up where we left off, turning from prim-
itive elements having to do with plants to those having to do with animals.

portent

235
y E Here we have a pictograph of the back of a turtle, the two slop-
ing vertical strokes representing the central ridge and the four
short strokes the pattern. Think of reading turtle shells as a way
to foretell the future, and in particular things that portend
coming evils. [6]

)9 L Lok

* When this character is used as a primitive in its full form, we
keep the key-word sense of a portent. When it appears to the
left in its abbreviated form (namely, the left half only, ), we
shall give it the pictographic sense of a turtle.
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peach tree

To associate the peach tree with the primitive for a portent,
recall the famous Japanese legend of Momotard, the Peach
Boy. It begins once upon a time with a 3sherman and his wife
who wanted badly to have a child, but none was born to them.
Then one day the old man caught a giant peach, out of which
jumped a healthy young lad whom they named Peach Boy.
Though the boy was destined to perform heroic deeds, his
birth also portended great misfortune (how else could he become
a hero?). Thus the tree that is associated with a portent of com-
ing evil comes to be the peach tree. [10]
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e

stare

To give someone the “evil eye” is to stare at them, wishing
them evil. The roots of the superstition are old and almost uni-
versal throughout the cultures of the world. In this kanji, too,
being stared at is depicted as an eye that portends evil. [11]
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238

dog

We have already learned that the character for large takes on
the meaning of the St. Bernard dog when used as a primitive.
In this frame we 3nally see why. The drop added as a fourth
and 3nal stroke means that we have to do with a normal-sized
dog, which compared to the St. Bernard is no more than a drop
in the kennel. [4]

- 75 K R
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* As a primitive this character can take two meanings. In the
form given here it will mean a very small dog (which we shall
refer to as a chihuahua for convenience sake). When it takes
the form 4 to the left of a character, we shall give it the mean-
ing of a pack of wild dogs.

239 status quo

A

)’j( Did you ever hear of the turtle who fell madly in love with a
chihuahua but could not have her because their two families
did not like the idea of their children intermarrying? Like all
classic stories of ill-fated love, this one shows how the young
upset the status quo with an emotion older and more power-
ful than anything their elders have devised to counter it: blind
love. [7]

[ I /A7 /N

240 silence

Oddly enough, the character for silence shows us a black chi-
huahua. Actually, the cute little critter’s name is Darkness, as |
am sure you remember from the famous song about silence
that begins, “Hello, Darkness, my old friend...”

Note how the four dots reach all the way across the bottom of
the character. [15]
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241 sort of thing

?ég The key word in this frame refers to a suf3x that gives the word
before it an adjectival quality; hence we refer to it as “sort of
thing.” Reverting to the time when dog was more widely eaten
than it is today (see frame 121), we see here a large cauldron
boiling over an oven pame with the pesh of a chihuahua being
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thrown into the whole concoction to make it into a “hot-dig-
gity, dog-diggity” sort of thing. [12]
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242

reed

You've no doubt seen cattails, those swamp reeds with a furry
power to them like the tail of a cat. This might just turn out to
be a good way to get rid of a troublesome pack of wild dogs: lure
them into a swamp of these reeds with the cattail powers and
then set 3re to the swamp. Take care to focus on the power
rather than the “cattail” to avoid confusion with frame 244
below. [10]
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5

hunt

One of the worst problems you have to face when you go hunt-
ing is to guard your take from the wild dogs. If you imagine
yourself failing at the task, you will probably have a stronger
image than if you try to picture yourself succeeding. [9]

R R R B
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JHi

cat

Knowing how much dogs love to chase cats, picture a pack of
wild dogs planting “cat-seedlings,” watering them, and fertiliz-
ing them until they can be harvested as a crop of cats for them
to chase and torment. If you begin from the key word and
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think of a “crop of cats,” you will not confuse this story with
the apparently similar story of two frames ago. [11]

S R A A AR M M &1
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245

COw

Why not see this kanji as a “doodle” showing a cow that has
just been run over by a steamroller. The small dot in the 3rst
stroke shows its head turned to one side, and the next two
strokes, the four legs. [4]

SRS

* As a primitive, the same sense of cow is kept. Note only that
when it is placed over another element, its tail is cut off, giv-
ing us =,

246

R

special

Despite the strong phonetic similarity, there will be no prob-
lem keeping the key word special distinct from the character
we met earlier for specialty (frame 46), since the latter has
immediate connotations lacking in this kanji. Anyway, let spe-
cial refer to something in a special class all its own—Iike the
sacred cows of India that wander freely without fear of being
butchered and ground into hamburger. Though the practice is
a Hindu one, the Buddha’s refusal to take the life of any sen-
tient being makes it only 3tting that the cows should be placed
on the sacred grounds of a Buddhist temple in this kanji. [10]
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241 revelation

] Folklore throughout the world tells us of talking animals who
show a wisdom superior to that of human beings, and that
same tradition has found its way into television shows and car-
toons right into our own century. This character depicts reve-
lation through the mouth of a cow, suggesting oracular utter-
ances about truths hidden to human intelligence. [7]
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248 before

516 Take this key word in its physical, not its temporal, sense (even
though it refers to both). If you have a cow with human legs, as
the elements show us here, it can only be because you have two
people in a cow-suit. | always thought I'd prefer to be the one
standing before, rather than the one that holds up the rear and
becomes the “butt” of everyone’s laughter. [6]

S

249 wash
‘/5'6 This character is so logical that one is tempted to let the ele-
ments speak for themselves: water . . . before. But we have

already decided we shall not do that, not even once. So let us
change the character from the Peanuts comic strip called “Pig-
pen,” who is always preceded by a little cloud of dust and
grime, and rename him “Wash-Out.” Everywhere he walks, a
spray of water goes before him to sanitize everything he
touches. [9]
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Lesson 12

In this the 3nal lesson of Part one we introduce the useful compound prim-
itive for metals and the elements needed to form it, in addition to picking up
a number of stray characters that have fallen by the wayside.

* umbrella

The actual character on which this primitive meaning
umbrella is based we shall not meet until frame 1026. We may
think of it as a large and brightly-colored beach umbrella. If
you compare this with frame 8, you will notice how the two
strokes touch here, while the kanji for eight would leave a gap-
ing leak in the top. [2]

VAN

250 jammed in

The idea of something getting jammed into something else is
depicted here by having a walking stick get jammed into an
umbrella frame by someone shoving it into an already occu-
pied slot in the umbrella stand at the door. First notice the ver-
tical strokes: on the left is the curved umbrella handle, and on
the right the straight walking stick. Now try to imagine the two
parties tugging at their respective properties like two kids on a
wishbone, creating a scene at the entrance of an elegant restau-
rant. [4]

SN
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251 world

ﬁ As the world gets jammed with more and more people, there is
less and less space. Imagine yourself taking an air pight over a
world so densely populated that every bit of it is sectioned off




lesson 12

like a gigantic checkerboard (the rice 3elds). If you look closely
at the character, you should be able to see a kind of movement
taking place as still more is being jammed into that already
narrow space. [9]
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tea

As everyone knows, tea is made from tea leaves. But the tea
plant itself has its own powers, which can be quite beautiful and
add a special pavor to the tea, as the Chinese found out already
over 4,600 years ago. With the image of a terrace of powering
tea bushes in mind, picture very l-o0-n-g wooden poles (frame
195) placed here and there in their midst, with a tiny umbrella
at the top to shade the delicate-tasting tea powers. [9]
— a— - R a4 a4 a4
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meeting

This compound primitive depicts a meeting as a massive gath-
ering of people under one umbrella. The full kanji from which
this derives will be introduced later in frame 752. The impor-
tant thing here is to picture the scene just described and asso-
ciate it with the word meeting. [3]

/NN

253

3t

The kanji for fit reads literally, top to bottom, as a meeting of
mouths—which is a rather descriptive way of speaking of a
romantic kiss. We know what happens when there is no meet-
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ing of minds and when people’s ideas don't fit, but try to imag-
ine what would happen to a poor couple whose mouths didn’t
fit. [6]
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254 pagoda

4

:[75} On the left we see a mound of dirt, and to the right powers
made to 3t together. The two sides combine to create a great
pagoda made of dirt, with powers by the tens of thousands
3tted together for the roo3ng of each of the layers. Be sure to
put yourself in the scene and 3t a few of the powers in place
yourself so that the image works its way into memory with full
force. [12]
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255 king

EE See what you can do to come up with a pictograph of a king’s
scepter here that suits your own idea of what it should look
like. You might even begin with the basic element for | beam
and then try to 3t the remaining third stroke in. [4]

T F £

* As a primitive, this can mean either king or scepter, but it will
usually be taken to mean ball, as an abbreviation of the char-
acter in the next frame.

256 jewel

E\ Note the drop here in the king’s scepter, which is exactly what
you would expect it to be: a precious jewel handed down from
of old as a symbol of his wealth and power. [5]
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* As a primitive, we can use this to mean either jewel or ball.
When it appears anywhere other than on the left side of a
kanji, it generally takes the same shape as here. On the left, it
will be lacking the 3nal stroke, making it the same as the
character in the previous frame, £.
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il

treasure

Every house has its treasure, as every thief knows only too well.
While the things we treasure most are usually of sentimental
value, we take the original sense of the term treasure here and
make it refer to jewels kept in one’s house. [8]

]
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pearl

Take care to keep the meaning of this kanji distinct from that
for jewel. Think of the most enormous pearl you have ever
seen, a great vermilion-colored ball sitting on your ring—and
making it extremely dif3cult to move without falling over from
the weight of the thing. [10]
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51

present

Do not think of a “gift” here, but of the present moment, as
distinct from the future and the past. The kanji gives us a ball
in which we see the present—obviously a crystal ball that
enables us to see things going on at the present in faraway
places. [11]
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260 lunatic

5}5 A lunatic is literally one driven mad by the light of the moon,
and the most famous of the “looneys” are the legendary lycan-
thropes or “wolfmen.” Sometimes the transformation is only a
temporary phenomenon, sometimes it is permanent. In the
latter case, the poor chap takes off on all fours to live with the
beasts. Imagine one of these lycanthropes going looney and
setting himself up as king of a pack of wild dogs that roams
about and terrorizes innocent suburban communities. [7]

S B B N SR 5

261 emperor

==  Anemperor, as we all know, is a ruler—something like a king
but higher in status. The white bird perched above the king, ele-
vating him to imperial heights, is the messenger he sends back
and forth to the gods to request advice and special favors,
something that white birds have long done in folklore through-
out the world. [9]

’\'ﬁﬁégé
¢ @

262 display

—F= The trick to remembering this character lies in associating the
key word with the line from the nursery rhyme about 4 and 20
blackbirds baked in a pie: “Wasn’t this a dainty dish to set
before the king?” If we think of display in terms of that famous
line, and the king with his head thrown back and his mouth
wide open as 4 and 20 blackbirds py in one after the other, we
shall have satis3ed both the elements and their position. [7]
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whole

Wholeness suggests physical and spiritual health, “having your
act together.” The kanji-image for wholeness depicts being
“king under your own umbrella,” that is, giving order to your
own life. I know it sounds terribly abstract, but what could be
more abstract than the word whole? [6]

N

264
1

plug

Here we think of plug in the sense of a cork or stopper used to
seal the mouth of a bottle, water faucet, or something with lig-
uid running out of it. Forgetting the abstract picture of the for-
mer frame, let us work with all the primitive units: tree . . .
umbrella . . . ball. Imagine a tree with a faucet in the side out of
which tennis balls are powing, bouncing all over the ground by
the hundreds. You 3ght your way up to it and shove your giant
beach umbrella into the tree to plug it up. [10]
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logic

We 3rst referred to this character back in frame 173, to which
you might want to return to have a peek. The image of logic we
are given is something like a central jewel in a computer, like the
jewels in old clocks that keep them running smoothly. Try to
picture yourself making your way through all the rams and
roms and approaching this shining jewel, a chorus of voices
and a blast of trumpets in the background heralding the great
seat of all-knowing logic. [11]
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266 lord

El: “A man’s home is his castle,” goes the proverb from an age
where it was the male who was lord of the household. Funda-
mentally, it means only that every person is a bit (or drop) of a
king in one’s own environment. If you take care to “read off”
the primitives in this way, you won’t end up putting the drop
down below, where it turns the kanji into a jewel. [5]

- T F F

* As a primitive element, we set the key word aside entirely and
take it as a pictograph of a solid brass candlestick (with the
drop representing the pame at the top).

267 pour

AJA)
YE Picture pouring water from a lighted candlestick. What could
be more ridiculous, or simpler, as a way to recall this kanji? [8]
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268 pillar

AY
*E The pillar referred to here is the wooden beam that stands at
the entrance to a traditional Japanese house. Carve it in imag-
ination into the shape of a gigantic candlestick and your work
is done. [9]
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269

&

gold

If this were not one of the most common characters you will
ever have to write, 1 would apologize for having to give the
explanation that follows. Anyway, we want to depict bars of
gold bullion with an umbrella overhead to shade them from
the heat (and perhaps to hide them as well). The bullion is
made by melting down all the scepters of the kingdom, drop by
drop, and shaping them into bars. [8]
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* As a primitive, it means not only gold but any metal at all.
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pig iron

Pig iron refers to iron in the crude form in which it emerges
from the smelting furnaces. Of all the various forms metal can
take, this one shows us metal before it has been re3ned. Imag-
ine two photographs labeled “before” and “after” to show the
process. [14]
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bowl

Let bowl suggest a large and heavy golden bowl into which you
are throwing all the books you own to mash them into pulp, for
some outrageous reason you will have to think up yourself. [13]
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212 copper

/\:[\'AQH Picture an order of monks serving as chaplains for the police
force. Their special habit, made of protective metal, is distin-
guished by a row of copper buttons just like the “cops” they
serve. [14]

/ » P 2 4 4 4 4
# 4T1 sfl SF $F SR

273 angling

ﬁ/\j The character we learned for 3shing (frame 172) refers to the
professional, net-casting industry, while the angling of this
character refers to the sport. The odd thing is that your angling
rod is a golden ladle which you are using to scoop gold3sh out
of a river. [11]
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214 needle

ﬁ‘}‘ In frame 10 we referred ahead to this full character from which
the primitive for needle (on the right) derives. Since we already
expect that needles are made of metal, let us picture a set of
solid gold darning needles to complete the kaniji. [10]
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215 inscription

@g Take inscription in the sense of the name you ask the jeweler
to carve on a gold bracelet or inside a gold ring to identify its
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owner or communicate some sentimental message. It will help
if you can recall the 3rst time you had this done and the feel-
ings you had at the time. [14]
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276 tranquillize

@/E\ The 3rst lie-detector machines of the twentieth century
worked by wiring pieces of metal to the body to measure the
amount of sweat produced when questions were asked. It was
discovered that nervousness produced more sweat, indicating
subconscious reactions when the truth was getting too close for
comfort. Nowadays, people can take drugs that tranquillize
them in such a way as to neutralize the effect of the device,
which is why other means have had to be developed. [18]
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With that, we come to the end of Part one. Before going on to Part two, it
would be a good idea to return now to the Introduction and read it once
again. Anything that did not make sense at 3rst should now be clear.

By this time, too, you should be familiar with the use of all the Indexes. If
not, take a few minutes to study them, since you will no doubt 3nd them use-
ful in the pages ahead.





