4. WABI AS AN AESTHETIC CONCEPT

4.1. INTRODUCTION

Chapters 2 and 3 in this study focused on wabi as a philosophical concept. In this
chapter, wabi describing external features of objects such as utensils used in
chadé, of the tea-house, or of the roji path are studied in order to provide a general
overview: How are they defined in classical sources? The focus of the following
discussions is mainly on concrete objects, deliberating on the sense of wabi in
them and how it is expressed in the chosen citations from classical sources. In
Section 4.2, the idea of the sense of wabi in tea utensils, the tea-house, and in the
roji path is examined in general. The aim of the section is to give a clear picture of
what is the sense of wabi in utensils, to show with concrete examples what kind of
utensils are considered to be socalled 'wabi utensils', and to deliberate on the sense
and source of wabi in tea utensils. The sense of wabi is also studied through tea
diaries of the Great Tea Masters. This discussion will be expanded in Chapter 6.
Next, in Section 4.3, Tea Master J6-6's idea of the sense of wabi in chadé is intro-
duced through tea utensils he owned or admired and studied further by examining
tea gatherings he hosted. In Section 4.4, Rikyi's concept of the sense of wabi is
examined, concentrating on the information from the tea records of those tea
gatherings Riky# hosted himself. Finally, in Section 4.5, Riky{i's concept of wabi
is illustrated by introducing anecdotes about Rikyi as the Great Master of Tea.

4.2. THE SENSE OF WABI IN TEA UTENSILS, TEA-HOUSE, AND ROJI
PATH THROUGH TEA-RELATED CLASSICAL LITERATURE:
AN OVERVIEW

4.2.1. Tea Utensils

4.2.1.1. General

Wabi in tea utensils is basically understood as the opposite of the beauty in
Chinese or famous utensils (meibutsu). It means that a person does not own any of
them; that one is a poor person (wabi hito) who cannot afford masterpieces or a
beautiful tea-house. Wabi style of Tea means a poor devotee of chadé who
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practises Tea using whatever utensils and materials are available.*** The opening
passage of the S6jinboku clarifies this meaning of wabi:

—h L, FHBICLEPTO=ZEZDiTD, FxESHICT <N,
BHAEFICHO NLIE, 249FFEdLs8MIC, B2 LELET., A frbh
¥ AOERIZREREN, b2V, EEbNhFE, EH L LT
hiz, B2 e, TrHBLEBEELVEELERIZTLET., 2hzafE
&b‘}p\ 441

In old times, chanoyu was divided into three stages: the upper, the middle, and the
lower. Being in the upper stage means that one is a superior person or wealthy person,
and owns some famed utensils. The middle means either that one is wealthy but does
not own any famed utensils, or that one owns famed utensils but is poor [in other
ways]. The lower means that one is a poor person and does not own any utensils. This
is called wabi.

Similarly the meaning of wabi is explained in the following examples from
Sojinboku and Genryiichawa:

~AERELUOTHEERERS 2 HiTh I THW

Wabi means no feelings of dissatisfaction even though one owns no utensils.

fEREITESODIBERAZL, WIZL~RIEFEMAZAE, KEBIZTH, &K
BIZTH, Th—E@@ICLT, BIOBRRLLEAATDZE, B
LTEFFLWOT, 3

Wabi tea men do not own very good utensils (dégu). [However] in olden times, even
though one would have only a fresh-water container or a tea bowl of present-day
ceramics, one handled this item as a precious piece without thinking that one did not

have any other utensils. This kind of Tea practitioner was highly respected and he was
called a man of Tea (sukisha)*%4.

BN AR & 445

Wabi means not owning even a single thing...

Basically wabi means that one does not own even a single Chinese utensil and is
unable to buy a famous Chinese utensil, indicating that one is a poor person. On

40 Choandoki, p. 375.
441 gpjinboku, p. 145. For further information of the origins of the book, see Hisada 1956.
442 gpjinboku, p. 296.

43 gpjinboku, p. 186.

444 Sukisha: in this context the word sukisha is used not only to indicate a man of Tea (chanoyu-

sha), but particularly a man of the wabi style of chanoyu who has eye for good utensils. This
story has a connection with the story before (S6jinboku, pp. 179-180) concerning preparing
thick tea (koicha) in which one should use famed utensils and other masterpieces.

45 Genryiichawa, p. 427. This citation is only a short part of an anecdote of Riky(i, which is

quoted in Section 4.5. For further information about Genryiichawa, see CKZ 3, Bibliograph-
ical notes on pp. 490-497.
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the other hand, wabi is also defined as an ability to handle ordinary, present day
utensils as if they were precious pieces with the same respect and care as one
would handle famous Chinese utensils. Wabi further suggests that one has no
desire to own famous Chinese utensils, but rather is fully satisfied with one's life
as it is (see Section 2.3.1). It is also understood from the citation above that every
ordinary utensil does not possess the sense of wabi. It recommends a critical study
of ordinary utensils to separate good pieces from inferior objects. Therefore, for a
wabi Tea person, 'a skilled eye' (mekiki) for the advantages and disadvantages of
the utensils is needed and this is gained through continuous practice (Section
3.1.3.2).

In spite of being poor, a wabi Tea person should pay attention to cleanliness.
Concerning tea utensils, even if a poor wabi person has no money to buy expen-
sive and rare tea utensils one should, at least, use new green bamboo in utensils,
such as chopsticks or a lid-rest, and a new white cloth chakin (a cloth for wiping a
tea bowl and kettle during gosumi [second setting of charcoal]). These utensils
cost next to nothing during the times of J3-6 and Riky(, and therefore were re-
quired even for a wabi Tea practitioner. The following passages support the claim
that cleanliness is emphasised in wabi:

fEAN, B -BFEEEA~LLEEASHYS

According to old masters, a wabi [Tea] person should pay attention to the chopsticks
and to the sweet-eating sticks...

This is explained more precisely in Sugiki Fusai Densho:

- EROELERRIPL, ERLECATEAL, YW
..the green bamboo chopsticks are also fresh and beautiful; they are appreciated in

wabi [style of Tea], too.

As stated above, for a wabi Tea practitioner it is enough to own at least a white
cloth for wiping the tea bowl (chakin). Chanoyu Ichieishii addresses this as fol-
lows:

N BAIEEL . KA EE R~ X8

Even an extremely poor person (wabi mono) should use a new chakin.

The examples given above give an impression of purity which is emphasised in
chadé, and in addition, they show that one is truly devoted to the Way of Tea by

446
447
448

Hosokawa Chanoyu no Sho, p. 28.
Sugiki Fusai Densho, p. 180.
Chanoyu Ichieishi, p. 360. See also Genrylichawa, p. 427. There is a story about a wabi Tea

person who gives Rikyd money to buy tea utensils for him. Instead of buying utensils Rikyi
put all the money to buy a white cloth.
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doing one's best even in straitened circumstances. Because the wabi style of Tea
looks rough and materially poor, one should try even harder to make things look
fresh and beautiful (this aspect will be studied in more detail later in this section;
see also Section 3.1.3.3).

Parallel to the cleanliness of the chakin cloth or the freshness of the bamboo
sticks used in Tea, it is also advised that the clothes of a poor wabi person should
be at least clean, even if one cannot afford new clothes:

fEFEN, E/VEORBIET, fiF - HRF=THLMERERE VWSH
BL, WORLHLEEFE—L L, EMOE=1T, BELO=TH.
ffhaz &+~ Eh®

A poor person (wabimono), who is the humblest of the humble, whether the clothes are
cotton or paper, there is nothing that would be inappropriate to wear. Whatever one
wears the most important is to wear new clothes. For an extremely poor person even if
the clothes are old, they should be clean and have no dirt on them.

Modest materials are recommended for wabi persons, such as paper or cotton, but
despite this suggestion, there exists no set rules concerning what one should wear.
Above all, one should at least wear clean clothes, if one is not able to wear new
clothing. In the wabi style of Tea, the modest style of life is admired with some
ascetic nuances, such as the recommendation to wear paper or cotton clothes even
though the winters are very cold in the Kansai area where Tea was flourishing
during the time of the Great Tea Masters. Hosokawa Chanoyu no Sho defines in
more detail an ascetic idea of wabi:

DUONT2EZ20TH, BEDARWE . XFRBEZEIT

~ L. 450

In wabi [chadé] woollen blankets are not used. Besides that, the food should be suit-
able for the season and tasty. Furthermore, it is important to keep things clean and
beautiful.

In the wabi style of Tea, woollen blankets are not used on the fatami to keep
guests warm during the winter time. This is, supposedly, in keeping with the stoic
idea of austere wabi — blankets are considered a luxury. Some regulations con-
cerning the food served are also found in the classics, suggesting that a wabi
person should not serve delicacies, but rather serve simple dishes suitable for the
season.”! The citation above also advises preparation of flavourful dishes suitable

449
450
451

Chanoyu Ichieishi, p. 340.

Hosokawa Chanoyu no Sho, p. 28.

Chawashigetsushii, p. 205. This story tells about a poor and modest wabi tea-person whose
house Rikyd visits on the way to Ky6to. Riky(i is impressed with the humble house and

waits with great pleasure for what the host can put together to serve a light meal for an
unexpected guest late in the winter evening. But Rikyfl is disappointed when he is served



THE SENSE OF WABI THROUGH TEA-RELATED CLASSICAL LITERATURE 141

for the season. In general, keeping everything clean and displaying them as beau-
tifully as possible is considered to be a vital ability for a wabi person. The word
kirei, which means "clean" or "beautiful" is used in the passage cited above. It
could be assumed that the choice of the word refers to the idea that a poor wabi
person should keep everything extremely clean, while at the same time should try
to make things look beautiful to avoid a shabby and miserable feeling in chada.

The appreciation of contrasting ideas such as the combination of wabi and the
beautiful is shown in the following citation from Nanpéroku:

ER/PEFALTIXT, Kk, BE=7FE~Y, hrnKBFra=x, 4
R=FVITIFVINMEIADILUEF Y, RKGE=KEE~, 7V
NI =TEEF/ LT IFRA, BATEN, ANV IOV I UXHEA
IV, VEBT AT Y n=F%% ) 1452

Rikyill has always said that the tea utensils should be chosen so that they suit the user,
Because Rikyll is a large man, therefore, meek and small utensils suit him. For a big
priest the big utensils look unrefined and do not possess a suki heart. For an elderly

person elegant and beautiful utensils are suitable; if the wabi feeling is too strong, the
delight will be lost.

This passage points out the importance of contrast for the balance of the entire
atmosphere. If a big man uses big utensils, it only looks unrefined and lacks taste.
A big man should favour small objects, as Rikyf did; an old man would select
elegant and beautiful utensils for the contrasts of the patina of age. If the feeling of
wabi, in this context, rough, masculine, and meagre is stressed too much, all the
freshness, delightfulness, and beauty will disappear. This passage contains an
important message: the sense of wabi does not lie just in things poor, rough, fru-
gal, or unrefined, but in the inner feelings such as modesty or tranquillity, and in
the interaction between the utensils and the occasion as a whole. In a similar way,
the word kirei was used in the previous citation from Hosokawa Chanoyu no Sho:
for contrast to the poor and shabby wabi Tea person, or wabichadé, one should
promote the sense of beauty in the utensils chosen.

A wabi Tea person's house, the materials used and utensils are modest and
simple.*® To others, they might even look rough and rustic. However, poverty
and roughness are only one side of the matter; more important than material goods
is the state of mind that a person possesses in daily life. Spiritually this means that
first and foremost wabi means possessing the wabi heart as described in Chéan-
doki.*>* In Tea practice this means that a wabi Tea practitioner does everything by

rare delicacies instead of a simple and modest meal and leaves the house without eating. For
more details, see Section 4.5.

Nanpoéroku, p. 284.

Genrylichawa, p. 474. This passage describes the humbleness of a wabi tea-person's tea-
room.

452
453
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himself and that he is always on time, and if possible, ahead of time.*** These
examples show that it is not only the outer appearance but also the inner spirit that
is needed to be a true wabi person and to practise the true wabi style of Tea.

4.2.1.2. Wabi in tea utensils

Concerning the tea utensils, such as tea bowls, flower vases, or fresh-water con-
tainers, wabi seems to refer, according to the classics, to things of Japanese origin.
Wabi refers especially to the rough utensils having a strong sense of modesty and
rusticity, types of utensils that were quite different from the old Chinese or other
foreign utensils used in Tea during the time of the Great Tea Masters. The sense
of wabi in tea utensils is examined in this study through examples from classical
sources, mostly from Genryiichawa, which explains the difference between wabi
utensils and Chinese or other famous utensils by describing how tea utensils
were before and what kind of utensils the Great Tea Masters favoured. The first
example concerns incense containers used in chadé and the sense of wabi they
convey:

., FA WAIZESS,

E. H~FE, Bbo SR BT - HE - HE-Ee - FRZM
L, PR ABERIAVE - 5 - mEFR - LEHLOELLDIZE~L
b, BICFABRAILY, FfkfEaT - LBb & - X - SHEHEZEEZ D
e R (456

Question: What did the incense cases look like?

Answer: In the days of old, incense cases were Chinese such as tsuishu, tsuiko, tsuiu,
tsuishitsu,*>7 lacquer work with gold, or various kinds of mother-of-pearl work. Or,
they were Japanese cases, such as old metal ones, nashiji, takamakie, and works of
tokidashi*38 Because the above-mentioned utensils were not used in the wabi style of
Tea, Riky( also used Japanese ceramic incense cases such as Bizen, Shigaraki, Raku,
and Shino.

454 Chéandski, p. 375. See details in Section 2.2.1.
Chanoyu Ichieishdl, pp. 363, 394.
Genryiichawa, p. 415.

Tsuishu, tsuiko, tsuiu, tsuishitsu: all these are elaborately-coated lacquer ware with patterns
in relief. Tsuishu is red lacquer with patterns in relief. Tsuiké are lacquer ware which first
have elaborately-coated red lacquer and on the of that, several layers of black lacquer. When
the patterns are carved, the lower layers of red become visible again and the result is red-
and-black-coloured. Tsuiu refers to the lacquer ware with a bird pattern in relief and fsui-
shitsu is just any other kind of lacquer ware with patterns in relief.

48 Nashiji, takamakie, and tokidashi: these are different kinds of Japanese makie lacquer work.
Makie means lacquer work with gold and / or silver decorations. The technique varies in
these different kinds of makie work.
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Minutely decorated, carved lacquer Chinese objects (Plate 10b), as well as the
Japanese makie style of lacquer pieces (Plate 11b), with rich colours and a shine of
the dust of gold and silver, are masterpieces of art. Already, during these times,
they were too expensive for a poor wabi Tea person. To evoke the feeling and the
spirit of wabi, Rikyil started to use Japanese ceramics such as Bizen, Shigaraki,
Raku, and Shino, which all are rough and have an unfinished or unaffected feeling.
Their free form and unfinished style were considered to be expressive of the sense
of naturalness which was greatly admired during the time of the Great Tea
Masters. These utensils were, without a doubt, very different in spirit from those
used in the shoin style of Tea. Bizen, Shigaraki, and Shino are named according to
the location of kilns. The name Raku is a short form of Juraku, Hideyoshi's luxu-
rious mansion in Ky6to.**

The fresh-water containers, mizusashi, are used in Tea to refill the kettle with
fresh water if the water gets too hot and for rinsing the used tea bowls, but also for
showing 'the preparedness of heart' (Section 2.3.1) by refilling the kettle after
using it in order to set everything in readiness to welcome a guest who arrives
suddenly. In Genryiichawa, fresh-water containers are described as follows:

M. KRIEASVD SRS,

E. E~KRB ABEHEOE, BERABER AR FHOLLVEZTE
. RXMA - L2OCEZORARRI2ZRBOBUOLhE~], RiFEhH
ROBIZ, fEDTTITIC, BB, o KBEZEFIMHESh, FlkNE
T, BIEXAREZ bW ShiE, 40

Question: What were the fresh-water containers like?
Answer: In the days of old, the fresh-water containers were various metal ware from
China, Nanban dakioke,*6! or the formal style of teoke.462 Shuké started to use Bizen

439 Genshoku Chadé Daijiten, see s.v. Ameya, Chéjird, Raku, Sokei, and Sémi. Raku ceramics

are said to have been created by Ameya who was Chgjird's father. Chéjird became the first
generation of Raku; the present generation is the fourteenth. Ameya was supposedly of non-
Japanese origin, from China or Korea. Another story about the origins of Raku ceramics is
that it was named according to the golden seal with the carving of the Chinese character raku
(Z£, meaning "joy", "delight", "pleasure", "easy", "peaceful” among the others), which was
given by Hideyoshi to Tanaka Sokei who was a potter from the Muromachi period. Some-
times it is impossible to distinguish which was a work by Chgjirs, Sékei, or S6mi (Sékei's
eldest son).

a0 Genryiichawa, p. 416.

451 Literally, Nanban means Southern barbarians. In Tea-related text the word is used to refer to

the South-east Asian countries or southern parts of China. Dakioke is a sort of fresh-water

container made of copper, though it can also be ceramic.

462 Teoke is a sort of fresh-water container which was originally used to refill the fresh water

container in the mizuya (literally: "water room", meaning the preparation room, it is also
used for storage of utensils), to change water or clean the tsukubai (a stone water basin to
rinse one's hands and mouth before entering the tea-room; symbolically one purifies one's
heart, too), or to sprinkle water on the trees in the roji path. Tea masters started to use this as
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and Shigaraki. In order to evoke even more the feeling of wabi, J6-6 invented
isurube*®3 a fresh-water container and Riky( the magemono.*6* In the extreme wabi
[chads), katakuchi*®s is accepted.

This is a typical example in which the development toward the wabi style of
utensils is described as a historical process from the formal shoin style of Tea to
the extreme wabi style of Tea, indicating the development of chadé from Shuké to
J6-6 and all the way to RikyQ. In the shoin daisu style of Tea, the formal style of
Tea, the Chinese or foreign utensils were used and were usually mostly of old
bronze or lacquer ware. Shukd invented Bizen ware, J6-0, the bare wooden fsuru-
be (utility article for everyday use), and finally Riky(, the wooden magemono.
According to this example, not only certain Japanese ceramics such as Bizen,
Shigaraki, and Shino, but also bare wooden articles are described as possessing
the sense of wabi in their simplicity and naturalness. Besides the bare wooden
articles which were adapted to be used in chadé, an additional new influence was
the use of everyday utensils, such as tsurube, a wooden well bucket, that were
adapted for the wabi style of Tea. Some of the foreign pieces from Korea or
South-east Asia were everyday utensils not associated with tea in their home
countries as were the Japanese items which were adapted to be used in chadé in
spite of their original use.

In tea scoops (chashaku) bamboo (Plate 8b) displaced ivory in the wabi style:

. RNV S ICED,

B HE~KENARFICCEBLL, LHECBP>OR DY X, &
I TEFOBILIOLbOFhhiE, HICARTE - TR L L~
,5&466

Question: What were the tea scoops like?

Answer: In the days of old, tea scoops were ivory. But they were not suitable for use
with the wabi utensils, and therefore, Shukd copied the shape of the ivory scoop and
made it from bamboo. Now these tea scoops are known by the names of Asaji (cogon
[grass]) and /mo ([sweet] potato).

a fresh-water container inside the tea-room. The formal style of teoke means that the con-

tainer is lacquered, not bare wood.

463 Tvurube: this fresh water container was used by J6-6. Tsurube was originally used for draw-

ing water from a well. J6-6 favoured a bare wooden one, but lacquered and gold-copper
alloy ones are also used.

So4 Magemono is a wooden water container made from red cedar with a lid. This is used in

making Tea with Chinese utensils (karamono), performing the daitenmoku style of serving
tea with a tenmoku tea bowl and a special stand, or if doing the bondate style of serving tea
(style of preparing tea when karamono chaire, or another item is received from a superior, is
placed on the tray to show respect). Bare wood symbolises freshness and purity, therefore it
is also used, for example, when a new tea-room has its first gathering.

465 Katakuchi: a shallow pot with a spout that was originally used as an oil, sake, or soy sauce

container.

e Genryifichawa, p. 416.
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In this citation, the word wabi utensils, wabidogu, shows indisputably that
wabi is used in Tea-related classics to describe a special kind of rustic beauty
in tea utensils.*’ In the past, tea scoops (chashaku) were old Chinese medicine
scoops made from ivory and adapted for Tea. They were rare and expensive, and
they had a luxurious feeling because ivory has always been a rare material. Shuké
did not find them consistent with the sense of wabichadé for this reason. There-
fore, he copied the shape of the scoop and remade it from bamboo. Nowadays
chashakus are made from other woods as well, such as cherry, and they can be
lacquered and decorated, or made from silver, metal alloy (sahari), or they can
even be ceramic. Usually tea scoops are bare bamboo and they may be given
poetic names, such as 'Cogon Grass' or 'Sweet Potato' in the example above.
Anderson also mentions the progress of chashaku toward the most informal style
of Tea, which is called here the wabi Tea, but her focal point is in the placement
of the node. The first tea scoops did not have a node similar to ivory tea scoops,
and these are considered to be the most formal ones. In the semiformal style of the
tea scoop, the node is at the end of the scoop and in the informal, or wabi style,
the node is in the middle.*® The great change in tea scoops from formal to
informal wabi style was first of all in the change of the material from ivory to
bamboo (and other materials, t0o), and the use of the node and its place just gave a
final distinctive touch to the wabi style.

Flowers are placed in the fokonoma during the second half of the gathering
when thin tea is served. Genryiichawa describes the change in the styles of the
flower vases as follows:

B, FEEN WD s 2 ESD,

B, VWL, BENEYEOE, BEVXN KR LXE%KR - 2 5
D - BE, RAFE - 0L - MOFZ2H VKT, E Bz
£V, B, EXN NFR- LELE0RKRZ2HAE. FlkizTH
D, MCTRA—BEY - REYRx DA EERELNE 969

7 Suzuki claims in his study on Zen and Japanese Culture (see Introduction of this study) that

the special kind of beauty in Tea is called sabi in the Tea-related classics. Suzuki is right in
the sense that the spirit or style may be described as sabi (solitary) taste in Tea; however, the

outer features of tea utensils are described with the word wabi.

468 Anderson 1991, p. 189. Anderson writes that "J56 took the evolutionary process one step

further, innovating a scoop with a node at the base of the handle... Rikyi ultimately decided
to put the node in the middle of the chashaku..." This information is confirmed in Genshoku
Chadé Daijiten, s.v. chashaku. Concerning the theme, the following passage from the book
called Kaiki (CKZ 5,p. 151) is found: XK =i F S hEE /7 V), F=5 =%
M=7FTNE/F7Y, BEB~T KRN EFF 9 FKT BT H W
A, BFTHEHAN, FHEKIYUAATIE S &= E =~ JE X 'There are
chashakus without the node. These can be made either from ivory or bamboo. Before J5-6,
chashaku had no node; Rikyd was the first one to put the node in the middle of the cha-
shaku. Yet chashakus without a node were also used after Rikyd.'

46 Genryflichawa, pp. 416-417.
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Question: What were the flower vases like?

Answer: In the days of old, the flower vases were Chinese, various kinds of metal
vases, such as kabura-ari and kaburanashi, or nijitkabura, sorori, gyézutsu (the shape
of a sutra container), and various kinds of celadon vases such as kinuta or takenoko. 470
But since they were too precious for wabi, J6-6 took into use a basket, Iga, and Shiga-
raki types of flower vases. Riky( created Shakuhachi*’! and various kinds of bamboo
flower vases with one or two cut-out sections.

In the old times, referring here to the time of Shukd or earlier, the flower vases
were of metal, celadon, or blue-and-white Chinese porcelain, and they were used
in the formal style of Tea. The Chinese porcelain flower vases were beautifully
decorated and were rich in colours. The metal ones were also skillfully made with
minute details. From the same era, various kinds of blue and white porcelain as
well as celadon flower vases from the Song and Ming dynasties belong to the
formal style of vases. All of these are placed, in the formal style of Tea, on a black
lacquered board in the tokomoma. For wabichadd, J6-0 introduced a basket flower
vase which is placed into the fokonoma straight on the tatami or the wooden floor
without a board, emphasising the informal feeling and the sense of modest wabi in
Tea.

In the cited passage it does not say whether the baskets were Chinese or
Japanese, nevertheless, they were more informal in feeling than the old Chinese
metal or porcelain flower vases. One new Japanese style of ceramic, /ga, is also
mentioned here as being J6-0's influence on wabichadé (until now Japanese
ceramics like Bizen, Raku, Shigaraki, and Shino, are mentioned as possessing the
spirit of wabi in tea utensils). All the Japanese ceramic ware is placed on the bare
wooden board when displayed in the fokonoma. Rikyt favoured a bamboo flower
container, which is even more informal in feeling than the Japanese ceramic or

470 Chinese flower vases: kabura-ari, kaburanashi, nijikabura, sorori, gyézutsu (the shape of a

sutra container), and various kind of celadon vases such as kinuta or takenoko. Kabura-ari,
kaburanashi, and nijiikabura are named for the globular shape of a turnip. The vase has
quite a slender body and the mouth of the vase opens wide. It may have the globular (turnip)
shape in the middle, at the bottom, or even both. These flower vases can be ancient copper or
celadon. Sorori has a long slender neck and the body of the vase has a slight roundness. It
has usually no ornaments and it is made of ancient copper or metal alloy. Gyézutsu was
originally a cylinder-shaped sutra container that is used as a flower container in chadé. It is
made of copper, gold-copper, iron, or even ceramics.

Shakuhachi: This flower vase, made by Rikyt, is classified in the Omeibutsu: 'the great
famed utensils'. The name of the container probably refers to the bamboo flute, shakuhachi,
or to the length of the vase. The container is a piece of bamboo cut so that the knot of
bamboo is left just a little below mid-length. Shakuhachi has a little curved line. The bamboo
container with one or two cuttings means that the bamboo is cut just below a knot that makes
the bottom for the vase. Above this, in a good place, the stem of bamboo is cut in way remi-
niscent of a window, and on the top a ring of bamboo remains. A vase with one cut-off sec-
tion is called ichijigiri and with two cut-off sections, nijigiri. For pictures, see Sen no Rikyl
— The 400th Memorial, pp. 95-97.
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basket containers. In Yamanoue Séjiki*’? under the title "wabi flower vases" three
types of flower vases are introduced: Karamono basket (owned by J6-6), J6-0's
Bizen tsutsu (a tube-shaped flower vase), and RikyQ's Bizen takenoko (the shape of
a bamboo shoot). In this example, J6-6's basket is said to be a Chinese (karamono)
basket, which suggests the possibility that the basket flower vase mentioned in the
citation of Genryiichawa, might be a Chinese piece, t00.

One of the most famous flower vases invented is RikyQ's Shakuhachi, also
mentioned in the citation from Genryiichawa. Rikyll made this vase in 1590 dur-
ing the Odahara siege,*’* and presented it to Hideyoshi. The name Shakuhachi
comes from the poem by Ikkyd Sojun (1394-1481) who was a famous Zen master:

B PE: T 75 9E Sk It comes from both cut-off ends,

RAStRBEES through a shaku and eight sun, through past and present.
Wi EAE Whistling a tone of true heart of transcendent reality,
=SFBARHTT known three thousand leagues and beyond.

This poem is about the traditional Japanese end-blown flute, shakuhachi, and is
inscribed by Takuan S6hd (1573-1645) on the inner box of the vase.*”” An ac-
companying letter repeats the poem and explains that shakuhachi was named in
accordance with the words of the Zen Master Ikkyf and states that Riky wanted
to transcribe the poem and let the beauty of it be known three thousand leagues
and beyond. Perhaps he wished to express metaphorically his wish that the bam-
boo flower vase would become one of the most commonly known and frequently
used flower vases in chadé. The outer box bears the inscription of Kobori Enshil
(1579-1647), who was one of Rikyd's disciples. In the citation from Genryil-
chawa, Rikyi's basket flower vases were not mentioned (see Section 4.4.2)
but even today Rikyll's Katsurakago, a fisherman's basket, and Nata no Saya,
a hatchet-case basket for flowers, exist and are generally recognised as being
Rikyil's inventions in the wabi style of the Tea.t?

472
473
474

Yamanoue Séjiki, p. 89.
Sansom 1973, p. 412.

See Sen no Rikyd — The 400th Memorial, pp. 95, 297 for the original poem by Ikkyi and
also Kobori Enshi's poem on Shakuwhachi on the box. For details, see Kurasawa 1992b, p.
225, Translation is based on Hamamoto 1988, p. 53. Supposedly the name Shakuhachi refers
both to the Japanese style of flute and to the length of the container which, according to the
exhibition catalogue, is approximately 26.2 cm (one shaku is ca. 30.3 cm a sun is ca. 3.03; if
eight suns are subtracted from one shaku, we get 6.06 cm; if this is again subtracted from
one shaku, the total is 24.24 cm).

Usually tea utensils are kept in wooden boxes to protect them and precious utensils may
have two or three boxes inside one another like Russian dolls. The poetic name of the utensil
and the type of the piece is inscribed on the box. Sometimes even poems describing the
utensils are included.

For Riky('s basket flower vases, see Sen no Rikyl — The 400th Memorial, pp. 98-99.
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The waste-water containers, kensui, are needed in Tea for pouring the clean-
ing water of the tea bowls when rinsed inside the tea-room. Genryiichawa de-
scribes the sense of wabi in these objects as follows:

R, KZiE L mfilicf&=e,
B E~ZELNAEF B - EEIDOE DRSO TR R
Tz, B, E€0ETITICEES LOTHREYTT

Question: What were the waste-water containers like?

Answer: In the times of old, waste-water containers such as géshi, honehaki, Nanban
kamenofuta*7® were used. Besides these, to keep the spirit of wabi, J6-0 took into use
mentsii. 479

The waste-water containers, kensui, were also foreign pieces made of metal
(ancient bronze) or ceramics before the time of the Great Tea Masters. To evoke
the sense of wabi, J6-6 used the bare wooden piece called mentsi, which is a bent-
round bamboo. According to Genryiichawa,*®® the bare wooden mentsii was used
only once. This was supposedly to maintain the sense of purity and freshness
because the green colour of tea dyes the white wood green and causes a sense of
impurity. Mentsii was originally not a tea utensil, but a pilgrim's eating bowl that
J6-6 found suitable to be used in chadé. This shows that during the Momoyama
period new tea utensils, such as everyday utility pieces, were adapted from their
original use into chadé. The old Chinese metal and ceramic utensils were also not
made only for Tea but as daily utility utensils, such as honehaki or kamenofuta,
which were nevertheless highly ranked because of their material and origin. These
two are also rare examples because basically in Tea, unpleasant connotations such
as bones referring to death are avoided.

In the following, different kinds of mizutsugi, a pot with a spout for refilling
the fresh-water container (mizusashi) or the kettle (kama) with water, are defined
as follows:

477
478

Genryiichawa, p. 418.

Goshi (pronounced also gésu), honehaki, and Nanban kamenofuta are all non-Japanese
waste-water containers used in chadé. Géshi is originally a hot water container with a lid,
but in chadé it is used as a waste-water container without a lid. The most famous one is
called sahari kdshi (sahari means metal alloy). Honehaki was originally used in China as
daily tableware for the bones from food. Nenban kamenofuta was originally a lid of an umn
or jar. In chadé it is usually used as an ash-container, but as this example shows, also as
a waste-water container. Kamenofuta is a shallow and wide container, usually made of

ceramics.

419 Mentsii is also called mage kensui. This is J6-6's invention. Magemono was originally a

pilgrim's eating bowl but J6-6 got the idea of using it in the mizuya as a fresh-water
container. Later Riky( started using it inside the Tea-room. Magemono is usually made of
red cedar. Plain wooden ones as well as lacquered ones are used.

480 Genryfichawa, p. 418.
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B, o -k sicEe,

E, WiZL~, EFETeNKkEBE~KREZERIEFEEL, BORFEY DK
WILTEESLELBRBECOBICAFOZHEAE, Mot Aoo/hx 28
B, BEICAKEBIZAOZ LS S48

Question: What were Katakuchi and kokuchi like?

Answer: In the times of old, when water was added to the kettle or the fresh-water
container, containers for refilling water (mizutsugi) were Chinese (karamono) or
South-east Asian (nanban mono). For a wabi [style of Tea] J6-6 took into use kata-
kuchi;*82 the utensil called kokuchi is like katakuchi but is smaller... In making thin tea
or in extreme wabi [style of Tea] katakuchi is also accepted for use as a fresh-water
container.

Similar to earlier examples, mizutsugis were also originally old Chinese and
South-east Asian items made of metal or ceramics. However, for the wabi style of
Tea J6-6 used katakuchi, which was originally Japanese tableware for soy sauce or
sake. Even though katakuchi is not very large, in an extreme wabi (kokuwabi),
meaning a truly poor person owning hardly anything and who practises an ex-
tremely austere style of chadé, a small katakuchi type of container can also be
used as a fresh-water container. Nowadays, mizutsugis for refilling the fresh-water
container or the kettle with fresh water are beautifully decorated white porcelain
pieces or very modest-looking metal kettles resembling a Western style of coffee
pot. An interesting notion in this passage is the division between the ordinary
wabi style of Tea and the extreme wabi, which shows that there were also dif-
ferent levels and shades in the wabi style of Tea. This shows that one should be
careful not to generalise about the wabi style of Tea as meaning only one type of
rough and austere sense of beauty.

The charcoal scuttle, sumitori, is used when carrying the charcoal inside the
tea-room for making the fire to boil the water. Genryiichawa describes different
kinds of sumitoris as follows:

R, REAWVWD SITES,

ELORED, WELANEHOEBZTHER/ED., FAlARIVAFE S
NAY (RE) . FRNAELR, NS LKRZEAF -FIlZbBELT
W5 & h xS

Question: What did the charcoal scuttles look like?

481
482

Genrylichawa, p. 422-423.

Katakuchi and kokuchi: a shallow pitcher with a spout. Originally it was used as an oil, sake,
or soy sauce container. In kaiseki, pickled vegetables can also be served from katakuchi. In
the cited passage of Genryiichawa, katakuchi is said to be used to refill fresh water in the

little kettle or the fresh-water container, if the guests are either noble or elderly persons.

* Genryiichawa, p. 422.
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Answer: In olden times, the charcoal scuttles were Chinese medicine baskets. From
Rikyll's time on, with furo vegetable baskets were used, and with ro, fukube*84 was
used. In the wabi style of Tea, a charcoal scuttle called sashizumitori was allowed to be
used both with both furo and ro.

Originally, Chinese baskets for picking medicinal herbs were used as sumitori.
Rikyt preferred Japanese vegetable baskets which were much easier to obtain and
were also cheaper than the Chinese baskets. Usually larger baskets are used in the
ro season (meaning winter season), when the fireplace is cut into the tatami mat
like the irori fireplace in the old Japanese farmhouses. Ro, which is wide and
open, warms the tea-room more effectively than furo which keeps the warmth
inside and therefore is cooler to use during the hot summer season. In the summer
time furo, a brazier (fire stand) made of metal alloy, iron or ceramics, is used to
give the impression of coolness by being cold metal or light and small ceramic
braziers. The size of the charcoal and charcoal scuttles varies because in the
winter-time, bigger pieces of charcoal are needed in order to warm up the tea-
room more effectively while in summer-time smaller pieces of charcoal are
sufficient. However, a wabi Tea person, or in wabichadé, the sashizumitori basket
could be used in both seasons. Sashisumitori is a simple basket for replenishing
the charcoal in the fireplace without moving the kettle as is usually done when the
setting of the fire is performed according to the set manners (called sumitemae)
during the tea gathering. Literally fukube means a calabash, which were carved
empty and the skin was dried. Originally, calabash containers were used as water
or sake containers. Rikyl, however, adapted them to chadé to be used, for ex-
ample, as sumitori and flower vases. These convey a very natural and modest
feeling suitable for wabichadé.

The last question-answer example from Genryiichawa discusses the chains
used in hanging a kettle from the ceiling.

B, <Xy « BEA S VHSITES,
E.LKEWHEY  -BFEHETE, BEMNEDOLDZHT N
& 485

434 Furo, ro, and fukube. Furo and ro are names of fire places used in chadé. Furo is usually a

metallic (Chinese copper alloy or iron) or ceramic brazier used inside the tea-room. It is
always placed on a board; either wooden or ceramic depending on the fure used. Sometimes
the furo is placed on a shelf, like the daisu or on a special table if ryirei (Western style of
tea-room where tea is prepared on a special table and the guests are sitting on chairs) is used.
Ro is a square-shaped fire place which has a lacquered ring around ‘the mouth' cut into the
tatami. Fukube is a charcoal scuttle that has the shape of a calabash. From Riky('s time on,
these were used as charcoal scuttles but also as flower containers. Fresh calabashes are used
on special occasions like kuchikiri (opening the new tea jar for the coming year) or in the

first tea gathering when the ro is opened.

463 Genryilichawa, p. 423.
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Question: What were the chains (kusari) and the bamboo adjusters (jizaitake)*80 like?
Answer: The chains were from South-east Asia (Nanban mono) or from China (kara-
mono), but the bamboo adjuster (for hanging the kettle on the fireplace) was made for
the wabi [style of Tea].

The custom of hanging a kettle from chains in a tea-room comes most probably
from the old Japanese farmhouses where a cooking pot is hung above the irori
hearth. During the winter, the whole family gathered around the irori hearth to eat
and to keep themselves warm and for light when doing handicrafts. Having the
irori hearth (in some classical sources the word irori is used but nowadays it is
commonly known by the name ro**") and hanging kettle in the tea-room possesses
the spirit of wabi in itself and this aspect is emphasised by using a bamboo
adjuster instead of the Chinese or other foreign metal chains that were used for
hanging a kettle from the ceiling in the formal style of Tea. In this citation, the
irori hearth is not mentioned, but in the tea diaries the hanging kettle is mentioned
mostly with an irori hearth, rather than with the brazier, even though the latter is
possible. It does not say who created the bamboo adjuster, jizai, but in the tea
diaries, including Chadé Koten Zenshii, no mention that J6-6 used bamboo jizai is
found. However, Riky('s use of a bamboo adjuster, jizai, to hang the kettle is re-
corded in the classical sources.*?

Concerning the tea bowls, those possessing the spirit of wabi are separated
from the formal Chinese tea bowls. In Yamanoue Séjiki the following passage
explains:

HFER

EXT-—®EXERE. WER-REFE2H=F1, BAR=E). K BF
KBEAERBEAZY, Y EEERE, BEAB. B/ ARER
D, B ~EBE~NKFEREML,

Ido tea bowl:

This is one of the greatest Korean tea bowls on earth. This Korean bowl is my
discovery [Yamanoue Sji] and it is classified under the famed utensils (meibutsu).
Now it is owned by Hideyoshi. Concerning the tea bowls, nowadays [in wabi style of
chadd) instead of using Chinese bowls, Korean bowls, Sefo tea bowls, and other kinds
of present day ceramics are used. If a bowl has a good shape it can be included in the
suki utensils.

486 Kusari and Jjizaitake: The metal (sometimes beautifully decorated) chains for hanging a

kettle from the ceiling of the tea-room over the fire place is called kusari. Jizaitake is made
for the same purposes; it is an extension hook for hanging a kettle from the ceiling. It is
made from bamboo and is freely adjustable. For jizaitake, see picture in Kadokawa Chadé
Daijiten, s.v. jizai, and for kusari see picture in Genshoku Chad6 Daijiten, s.v. kusari.

For example, Sokyti Takaiki in Matsuyakaiki (CKZ 7, pp. 260, 305). In the first example the
word irori is used and in the second example the word ro.

See, for example, Sokyi Takaiki, p. 144. There is a record of the gathering Rikyt hosted on
the twelfth day of the eleventh month in 1568, and he used jizai for hanging the kettle.

‘Yamanoue Sojiki, p. 64.
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439
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The first tea bowls were also old Chinese, mostly fenmoku style of tea bowls,
but later, from the time of J6-6, Korean bowls, such as Ido, and Japanese bowls,
such as Seto and Shino, also came to be used in Tea. As shown in the passage
cited above, all the present-day style of ceramics are acceptable if the shape of the
bowl is good. Korean ceramics used in chadé were mostly everyday ware such as
rice or soup bowls. The Japanese ceramics of the time were specifically made as
tea bowls. They were not everyday utensils such as the Korean bowls, though the
other utensils, such as ftsurube (Plate 20a) and feoke fresh-water containers,
magemono waste-water containers, and katakuchi used for refilling the kettle with
water or as a fresh-water container in the extreme wabi style of chadé, were all
originally everyday utensils adapted to be used in Tea. However, Japanese tea
bowls are an exception: they were made and used as tea bowls.

To conclude, utensils used by a wabi Tea person or in the wabi style of chadé
are completely different from the old Chinese utensils or other foreign utensils,
which were usually magnificent in colour and were skillfully decorated. Utensils
suitable for wabichadé or used by a poor wabi person, i.e., utensils possessing the
spirit of wabi were, according to these examples from classical texts, Japanese
ceramics such as Bizen, Iga, Raku, Shigaraki, Shino, and Seto. They were often
bare wooden utensils without lacquer, or were made of bamboo. Some of the
utensils were everyday pieces adapted to chadé by the creative mind of the
Great Tea Masters. These utensils, possessing modest, simple and natural general
appearance, convey a sense of austerity or rusticity. Yet, on the other hand, they
also express a kind of masculinity and strength that the delicate Chinese utensils
do not possess.

4.2.1.3. Wabi utensils vs. suki utensils

In some passages, instead of the word wabi the word suki, and more precisely the
word 'suki utensils', sukidégu, is used in connection with the description of tea
utensils. For present purposes it is essential also to examine those passages de-
scribing suki utensils in order to understand better the sense of wabi in tea
utensils. I believe that in some cases the word sukidégu is used as a synonym for
the word wabidégu, wabi utensil, and that in some cases these words could even
be interchangeable. As already shown in the previous section, sometimes the word
suki is used in the meaning of 'possessing a suki heart'. In this sense, similar to the
word wabi, suki is used in tea classics explaining the philosophical aspects of the
wabi mind(heart) vs. the sense (spirit) of wabi in objects).**

490 gee Section 4.2.1.1 and there the passage cited from Nanpdroku starting with 1@ B / £l &
& v 3 % b--- 'Rikyl always said that, the tea utensils should be chosen so that they suit
the user...'
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First, I would like to address the meaning of the compound word wabisuki,

which needs to be clarified. In chadé related classical texts wabisuki usually refers
to the wabi Tea person or wabi style of Tea such as in the following examples
from Yamanoue Sojiki:

HoEE L, EH—. FH—., K=ZEFL BINLVITVEEFH

= 2491

__one who has devoted one's life to chadé, has creativity and has gained some merit, is
called a wabi style of Tea person, wabisukisha.

HEA/E, ZABEA=RTEN, ERA—BY~T v, EHFR NV
7 F—1454?
An old Master says: After one has become a Master of Tea (meijin), if one owns even

one utensil, first and foremost practising the wabi style of Tea (wabisuki) is the most
important.

In the latter passage 'even one utensil' the term 'utensil' refers to the karamono
(Chinese utensils) and meibutsu (famed utensils). After becoming a master of Tea,
if one owns even one of these famed utensils, one should practise the wabi style of
Tea. This passage also conveys the idea that when one has reached the state of
owning good utensils one has come up to the level of these utensils. One has
attained the level of the good tea utensils, and therefore one can to obtain them. It
can be assumed that the recommendation that the Tea masters owning even one
famed utensils should practise the wabi style of Tea, refers to the fact that these

491
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Yamanoue Séjiki, p. 53.

Yamanoue Séjiki, p. 97; Kuwata 1958, p. 165. Kuwata interprets the cited passage differ-
ently as: 'if one owns just one utensil, one can only practise the wabi style of Tea."! Kuwata
underlines that one should have at least one utensil even to do wabi style of Tea. The
problem is how Kuwata translates the word ddgu (utensil). In this study it is understood to
refer to the famed Chinese utensil as the word karamono (famed Chinese utensil) is used in
this citation. Kuwata also uses the same citation to show that dégu refers to the wabisuki for
a wabi style of Tea when one owns no utensils. He interprets wabi meaning poverty in outer
features, but richness in inner spirit. He explains wabi further with the term kanmi in another
example from Yamanoue Sojiki, p. 56: W EFE=7 . g, = HA. ®IiE =
VEM=FNE, L¥h, BKBRG) KT L ARTE R D This jar [Shoka] is so-
called "seiks"; Matsushima, Mikkatsuki, and Shéka, these three are famed utensils
(meibutsu). They are prestigious and it is said that even tea masters have been surprised at
the feeling of tranquillity the tea [inside them] possesses.

Here Kuwata proposes that the word kanmi (a synonym for kanjaku or kansef), which
means "quiet", "tranquil”, or "peaceful”, is used in the sense that this utensil has a spirit of
wabi in its appearance. If wabi should be understood as being something modest and tranquil
conveyed by the feeling of the objects, Kuwata's interpretation is correct, but in spite of the
similarities between the meaning of the words wabi and kanmi, is the word kanmi really used
as a synonym for the word wabi, as the word suki is seemingly used in some passages of the
Tea-related classics? Or, could it be understood rather as describing (in this context) the taste
of the tea leaves inside the large tea jars, such as Matsushima, Mikkatsuki, and Shéka.



154 WABI A4S AN AESTHETIC CONCEPT

masters of Tea who owned famed utensils should be even more careful not to
show them off and display them proudly as rare utensils, i.e., to practise Tea be-
cause of the utensils. Because of owning famous utensils, Tea masters should keep
their chadé modest and simple, in other words, to practise the wabi style of Tea.

Yamanoue Sojiki explains that the master of Tea is a person who has passed
beyond the state of being a Tea person (chanoyusha), which means someone who
has a skilled eye for utensils and leads one's life as a Tea teacher. And the wabi
style of Tea person (wabisukisha) is explained as someone who has devoted one's
life to chado, has creativity, and has gained some merit. After mastering these
states and owning famed utensils (meibutsu), one could be called a Master of Tea
(meijin):

BRl=TREGELTF BEF/ WHEIFVTHITELKEE L=, — 8
TR, BOREBE—. o —. FH—, =GR/ BWIALTEKF
Tx, EYFE. BAERBTLF, E=@e@Wle, —dE=FEF»
AANLTh - RBE ) BEENES 7B A DT, BRI 6B h 493

One who has a skilled eye for the advantages and disadvantages of utensils, is good in
chanoyu, and leads the life of a Tea teacher is called a Tea practitioner, chanoyusha.
One who does not own even one famed utensil, but has devoted one's life to chadd, has
creativity, and has gained some merit, is called a wabi style of Tea practitioner, wabi-
sukisha. One who owns Chinese utensils, has a skilled eye for utensils as well as being
good in chanoyu, and also possesses three of the above-mentioned qualities, as well as
profound aims and purposes in this Way is called a Master of Tea (meijin)... A person
who has gained the status of a Tea practitioner and a wabi Tea practitioner is called the
Master of Tea (meijin) in past and in present. Shuké, Insetsu, and J6-6 are called the
Masters of Tea.

This citation from Yamanoue Sgjiki brings up the question: Why do the Masters of
Tea have to own famous Chinese utensils? It seems to be against the essential
meaning of RikyQ's chadé. For example, Rikyl simplified the course of chanoyu
and its outer appearance from the tea-room to the utensils used and taught that in
the wabi style of Tea it is even better if one does not have enough utensils. (See
the conclusions in Section 4.4.2.1; see also sections 3.2.2 and 4.5.) Now, it must
be remembered that everything in Yamanoue Séjiki is not Rikyl's teachings: it
contains teachings of Shukd and Insetsu, which were rewritten by J6-6 and again
by Yamanoue S6ji. It might be possible that this rule, which is obviously against
Riky('s other teachings, was later written by one of his disciples. This is under-
stood in the use of the word meijin, the Master of Tea which is used twice in the
citation above: First it is used to mean that in Tea until J6-6, a Master of Tea must
own some famed utensils. The second time meijin is used, it refers to the chano-
yusha who are good in Tea and to the wabisukisha who do not own any famous
utensils. This is how Riky(i apparently understood wabisuki, because his name is

3 Yamanoue Sojiki, p. 52-53.
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not included in the Masters of Tea, such as Shukd, Insetsu and J6-6. In this later
context the word is not used to describe the quality of the term, but describing
certain Tea persons.

In the book called This Island of Japan, Rodrigues has already noted the ex-
istence of two different kinds of suki: genuine suki and wabisuki. According to
him, genuine suki is usually practised by rulers or rich and landed nobles owning
costly tea caddies in addition to some other foreign or Japanese items.** Wabisuki
means using inexpensive native items instead of the rare and expensive items.

WEE ) MBFENEOAA T XR=RY Y REEEL BELvR, A0,
XAEINE RES~B Hg=, FHEIEETTEAXANT

L3493

Concerning the present-day Tea, there is a tendency to avoid the use of Chinese
utensils. This is a very sad thing. For a wabi person preparing tea or charcoal, it is
already difficult. However, the wabi style of Tea where no Chinese utensils are used
can also be interesting.

For Riky(i, wabisuki meant not owning even one famous utensil but for J6-0 it
meant that one can own famed utensils. This is also supported by the passage cited
above from Bunrui Séjinmoku, which states that 'in the present-day suki, the
famous Chinese utensils are not needed and the wabisuki style of Tea where
Chinese utensils are not used is also interesting', conveying the idea that there
exist two kinds of suki: one where Chinese utensils are used and the other where
they are not used.

According to Hirota, suki implies the aesthetic taste or standard that forms the
basis of wabichadé, and the style of chanoyu developed by Shuké, J6-6 and
Rikyd. It came to mean a special "taste for chanoyu", a kind of enthusiasm for
Tea. Already before Rikyfl suki has been used as a synonym for chanoyu in
compound words, such as sukisha (a person of suki), one who is deeply involved
with Tea, but does not practise it professionally; or sukiya (suki style of house)
which refers to the architectural style associated with tea-rooms. Hirota states that
suki does not mean just any kind of tea-drinking, but it has a deeper meaning: it
incorporates religious aspiration and indicates devotion to refined sentiments
towards art and a tasteful style of life. In the concept of suki the artistic and
religious aspirations are one. Hirota cites Kamo no Chomei (ca. 1155-1216) in
Hosshinshi, where suki is described as "the spirit of artistic dedication” when

i Cooper 1973, p. 278. Kurasawa 1992a, p. 118. In more detail see Kurasawa 1992a., pp. 108-
120. Kurasawa also mentions two different kinds of suki: honsuki meaning that one owns at
least one famous utensil and wabisuki meaning that one need not own any famous utensils,
not even one.

Bunrui S6jinboku, pp. 25-26. This citation is also mentioned by Kurasawa 1992a, p. 113.
See also Sen 1998, p. 159 where a slightly different translation is given.
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"one is moved to deep compassion", and "one's heart and mind are lucid" in a way
that "one seeks above all to remain unstained by worldly defilements" 4%

Hirota defines the word suki as further implying the ideal of a modest way of
life, such as a hermit's life outside the mundane world, and aspiring toward the
Buddhahood. In addition, he cites the words of Jodo Rodrigues (1561-1633) in the
book This Island of Japan explaining the spirit of suki in chadé:

[Tea Masters of Miyako and Sakai] continued to improve this way of cha-no-yu more
and more, and partly changed the ancient method of Higashiyama Dono [Yoshimasa]
by reducing some less essential things and then adding some others which they thought
were opportune and in keeping with the purpose of the exercise. In this way, they
established another way which is called suki and is in current use; its teachers are
known as sukisha, the house where they entertain with cha as sukiya, and the items
used therein as sukidogu.497

498

Hirota™" gives another example from Rikyii Ichimai Kishémon, where it says that

BEEFLRSILRBRBE~HRBIIE~NTILIASHKONT b HEH9

However, suki means that when one just cleanses one's heart, all the other things shall
become inherently existing.

Everything that is considered important concerning the knowledge of utensils and
of manners lies in the purity of heart, which Hirota calls "the realisation of no-
self ", conveying the idea that "the selfless love of compassion is itself know-
ledge">® In this sense, suki comes to mean a mastery of manners and trained
appreciation of tea utensils as well as creative sensibility to life in general and
sensitivity to traditional forms.

As shown above, there exist similarities and connections among wabi, suki
and chad6.>®' Wabi and suki both can imply specific philosophical and aesthetic
values in chado, as well as describing a certain style of Tea. In addition, suki is
used as a synonym for Tea, suggesting a humble style similar to the wabi style of
Tea,” or in compound words describing a tea-house (sukiya) or tea utensils
(sukidogu). In the following, I would like to study the notion of suki in more detail
to indicate that suki may be considered as a synonym for the wabichadé, and more

4% Hirota 1995, pp. 106-111, 245 (see also notes 114, 115, 219, and 220). For more in detail,
see ibid., pp. 106-116.

497 Cooper 1973, p. 272.

498 Hirota 1995, pp. 107-116.

499 Rikyi Ichimai Kishomon, p. 494.

3% Hirota 1995, p. 112.

Similarities between the idea of wabi and suki in chads, are recognised by other scholars too,
such as Kumakura, Karaki, Kazue, and Hirota.

Kurasawa 1991, p. 212. Kurasawa also considers the word sukichanoyu to be as a synonym
to the later word wabichanoyu.
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precisely as the concept of wabi, that refers to the special state of mind, the spirit,
or the heart, such as described earlier as the wabi mind (Chapter 2).°® Moreover, I
would like to raise the question: Can wabi utensils, in some context, be used as a
synonym for suki utensils?

The Zencharoku® explains that Tea persons started to use the Chinese
character £F, which is pronounced suki, to indicate someone favouring or prefer-
ring (konomi) certain tea utensils. In Tea, however, the Chinese characters 3% %
[or ¥ %1,°% pronounced also suki, are used instead to describe a certain spirit or
beauty in Tea. In other words, suki refers to utensils favoured by the Tea masters;
the suki utensils (sukidogu) are chosen by the skilled eye or the creativity (mekiki)
of the tea masters, which can include Chinese utensils, famous utensils (meibutsu)
and utensils of Japanese origin.

Besides this ordinary meaning of the term suki, it has a philosophical mean-
ing which is explained in Zencharoku as follows:

AV EMEDELZFEVE, BECLTHORELITAERAL |
TRVEOBOERERZARL, A LTHIZEET, BITHERIZT.
WEAERLIF, FONEZLOTEILT, BL—FOBRA. ¥FH
EHY, %

Generally speaking, the character ki in suki means fraction [odd number], or remainder,
and as a whole it refers to the incompatibility [or irregularity] of things, which truly is

503 In the passage cited from Rikyii Ichimai Kishémon earlier in this section, suki is used in a

sense similar to the wabi mind(heart), which is equated to the immaculate pure world of the
Buddha where no worldly desires exist. When one's heart is cleansed from worldly defile-
ments, i.e., one attains freedom of the heart, the state of tranquil heart, all acts become
natural. This is said to be the state where the spirit of the Buddhahood comes to exist
naturally. Compare to the Nanpéroku, p. 264. This part of Nanpéroku is also cited in this
study, Section 2.3.6.

Zencharoku: Suki no Koto, p. 300.

The word suki is written in some sources with the Chinese characters #j #F as seen for
example in the above cited passage of the Rikyi Ichimai Kishomon. According to the
dictionary (Kangorin), su means literally "number", "reason”, "truth", "method". And ki
means literally "let one's heart go out to", "feel for something or somebody", "let come
near", "leave things as they are", and "being dependent on" among others. The combination
¥ % refers to the appreciation of the elegant taste of arts, chadé, and favouring things
(konomu). The combination ¥{ #F, on the other hand, means "misfortune" or "ill luck";
literally su in this combination means "fate" and ki "discrepancy", "difference", "disparity",
"rare", "odd", or "contrariety”. ¥ % and #f #F are phonetically equivalent and both can be
seen as used referring to special taste for chads, without discrimination of the differences in
literal meaning of the words. Hirota seems to prefer the combination #} & while, for
example, Kumakura (1987, p. 153) considers the combination %% % as being more logical.
Agreeing with Hirota, I also consider the combination ¥ % better suits the meaning of the
notion of suki in Tea. It emphasises the sense of one's personal and unique taste in selecting
utensils, even without a name or apart from their original use to be used in chadé. It also
emphasises the significance of combining utensils with taste.

Zencharoku: Suki no Koto, p. 301.
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an essential factor in chanoyu. One who does not feel like conforming in this world, is
not caught by desires, does not favour things well prepared or well-ordered, and can
enjoy [life] despite the insufficiency of material goods; the person who leads a life like
this, is called a suki person (sukisha).

This passage shows that descriptions of a suki person are quite similar to the
concept of a wabi person mentioned earlier in Zencharoku; the one who has a lack
of freedom; one whose life is not going in the way one wishes; one who lacks
money and lives in insufficiency; one who has not attained freedom of heart by
being free from the desires and temptations of the mundane world; one whose life
in general is ill-prepared or ill-ordered, but despite all of these hardships is satis-
fied with one's life as it is (Section 2.3.1).

Further, concerning the tea utensils in chadé, suki means being irregular in
form or being 'incompatible’ with other utensils, here meaning being opposite or at
least quite different from perfectly finished and minutely decorated Chinese uten-
sils. Japanese ceramics (Bizen, Iga, Raku, Shigaraki, and Shino) and bare wood or
bamboo utensils possessing irregular form, a free form, or having a feeling of
roughness and a rustic nature are very different from the feeling of beautifully
decorated utensils, such as Chinese and Japanese lacquer ware, These Japanese
pieces, irregular ceramics or bare bamboo pieces, are included in swki taste
(beauty), similar to the idea of the beauty of wabi as it is understood in most
studies. This citation from Zencharoku explains the concept of suki further-

BEFLIZ, ~BOEHsrrs]ic LTHAEISEAZNIE, BIL&nfEn
FLL, BEERD, ARERICE, 507

The idea of suki... when it means irregularity or incompatibility of objects, becomes
equivalent to the idea of wabi described earlier, i.e., having attained a tranquil heart
and enjoyment of life in poverty; it is like an admonition for controlling mundane
desires or avaricious feelings.

According to these examples, it is clear that the idea of suki in chadé is more than
just favouring or preferring some utensils. In the same way as the idea of wabi,
suki also has a profound philosophical meaning and refers to the inner spirit of
things: even if one is materially poor, one possesses the priceless jewel hidden in
one's heart.’®® The suki utensils may look unpretentious by being rough and ir-
regular in form. At first their roughness and rural naturalness may seem incompat-
ible with perfectly finished and beautifully decorated Chinese (and other foreign)
and Japanese utensils, but these suki utensils possess the inner spirit of calm. They
convey a modest and quiet sense of beauty. As already mentioned earlier in this
study, Rodrigues suggests that sukidogu is used as a synonym for tea utensils in

397 Zencharoku: Suki no Koto, p. 302.
08 gee Section 2.3.5, Shédéka, Chapter 3 Giishakushi in Zen no Goroku, p. 45.
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general. But in some cases, could sukidégu also be understood as a synonym for
wabi utensils, suggesting special kinds of utensils selected with the skillful eye of
a Tea master, such as J6-6°* and Rikyii? The combination wabisuki, referring to
the wabi style of chadé, contains aesthetic values as well (the beauty of poverty
and the sense of modesty and roughness in things), and suggests the validity of
this argument.

In the following, some examples of the use of the word sukidégu found in the
classics will be pointed out in order to show whether sukidégu could be synony-
mous with wabidégu, and whether these utensils could be called 'wabi utensils',
and if so what kind of wabi beauty they represent. The following citation is found
in Yamanoue Séjiki:

B &
EHEBENERTFY, k=FE/ A=LHT /EFEY, HHERM (€
¥F=tof, AEH, 30

Amagasaki stand.

This stand, on the right, is black lacquered. Inside the stand there is a mark (seal) of a

centipede with dark red lacquer. This is today's (present time) utensil; would it not suit
a wabi style of Tea (wabisuki), too?

The Fushinan and Sonkeikaku manuscripts of Yamanoue Sgjiki state that the
Amagasaki stand is the great famed utensil (6meidégu) of the time.’'! The ending
ikaga or ikan (0 {7]) can be translated in two ways: ikaga means a suggestive
question and ikan means denial that something is not suitable for something.
Tsutsui interprets the word as denial: The stand is not suitable for the wabi style of
chadé. Yet in another place in the same source, where the word ikaga or ikan is
used in the same way he interprets it as a suggestive question.’'?

Tsutsui bases his argument on the passages of Matsuyakaiki,’"? in which it
says that a tenmoku”'* tea bowl (originally a special kind of Chinese tea bowls) is

509 yamanoue Sojiki, p. 54. That text says that most of the utensils used in Tea today were
selected by J6-6 whose skillful eye distinguishes good utensils from bad.

Yamanoue Séjiki, p. 62. The word sukidégu was used a total of eleven times in Yamanoue
Séjiki, describing the spirit of the utensil.

510

511
512

Fushinan and Sonkeikaku manuscripts, p. 5.

Tsutsui 1987, pp. 110-114. See also Fushinan Yamanoue S6jiki, p. 5. For example in the
following citation, not included in CKZ version, Tsutsui interprets ikaga or ikan as a
suggestive, perhaps a little doubtful, question but not as denial: sL§E &Y A 5. /T W
LRIDE, HDVOE, fx, BRHbEAHL= "TRE KE XT=%%
v, ¥EH=,tnfi]. A{=TE, Tsutsuiinterprets this in modern Japanese as ...7c 72
bUMFOREIZIZIY > ThAHH, Meaning that 'wouldn't they suit the wabi style of
Tea also...'

See Hisamasa Kaiki, p. 3. The tea gathering is dated as Tebun eighth year (1539) the eighth
day of the new year (first month). In the notes for this tea gathering, the Amagasaki stand is
included in the group of kazunodai stands in the same way as in Séjinboku, p. 248.
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placed on the kazunodai stand. In Tenndjiyakaiki, ' the Amagasaki stand is
described as being a beautiful, new stand. Tsutsui sees here a contrast between a
kazunodai stand and an Amagasaki stand; according to these examples, he sees
that Amagasaki stands were not included in the group of famous Chinese stands,
called kazunodai as explained in Séjinboku.>'® According to Tsutsui, kazunodai
most probably refers to those ten Chinese stands that belonged to the Kenninji
temple in Kyéto. Through the ages, three of them were lost and the remaining
seven were found by Néami and became famous utensils. Tsutsui considers this to
be the reason for the different use of the words Amagasaki and kazunodai stands
in the classics, but concludes that both of these were old famous utensils and were
therefore highly valued. However, this discussion does not propose to answer
whether the Amagasaki stands can be considered to be suki utensils or not.

At the time Yamanoue Séjiki was written, 'present day' or 'new' utensils were
usually utensils of Japanese origin: ceramics such as Bizen and Shigaraki, or bam-
boo pieces. They refer to so-called wabi utensils as opposed to the Chinese and
other foreign utensils (as described above with examples from Genryiichawa).
According to Sjinboku,’'” Tenndjiya S6haku (father of Sétatsu who lived in the
early Edo period) had an Amagasaki stand made in China and it was shipped to
the Amagasaki harbour (present Hydgo prefecture) and named for that harbour.
The Amagasaki stand seems to be one of those tea utensils ordered from China to
be used in chadé and also to suit the taste of the Japanese Tea practitioners. Based
on these facts, it is possible that Yamanoue Sdjiki suggests the Amagasaki stand
should be included in the classification of suki utensils, also to be used in wabi-
chadé. If we look at the picture of this stand,’'® it has a blackish lacquer without
any striking decorations, unlike much of the old Chinese lacquer ware of that
time, conveying well the idea of wabi in its simplicity and calmness (Section
6.2.3).

314 Qullivan 1984, pp. 175-176. Tenmoku: Chinese T"ien-mu tea bowl, Named for the mountain

T'ien-mu near Hangchow from where these bowls were shipped to Japan. The glaze is usu-
ally dark brown, verging on black and thick and oily glaze runs to big drops at the foot. The
glaze is often streaked with blue or steel grey, producing marks known as 'hare's fur, or
bluish 'oil spots'. Other variations in the colour of the glaze are possible. Tenmoku tea bowls
were made as early as thel0th century.

See Sotatsu Chanoyu Nikki (Takaiki) in Tenndjiyakaiki (CKZ 7), p. 63: tea gathering is
dated in Kgji fourth year (1558) twenty-sixth day of the tenth month. See also Tennéjiya-
kaiki, pp. 131-132: tea gathering dated in Eiroku tenth year (1567) ninth day of the tenth
month. The CKZ version of Tenndjiyakaiki used in this study does not contain the passage
Tsutsui cites in his book. Because the other manuscripts of the Tenndjiyakaiki are not
available for this study, Tsutsui's citation of the passage cannot be confirmed. The CKZ
manuscript says only that the Amagasaki stand was used, giving no other descriptions.

316 Ssjinboku, p. 248.
17 Ssjinboku, p. 248 (see note 3).
518 yamanoue Séjiki: Exhibition catalogue, p. 52.
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The following example is also found in Yamanoue Sojiki concerning waste-
water containers that can be included in the suki utensils:

BREEYNY TR, BEREGNDE/ E RHF VIR, EEiEan/
SF. IX XYL HIEVMLERTELML

J6-0's Bizen mentsii, Mozuya'sS20 Bizen kamenofuta, Steki's takotsubo,52! Sokyd's
Bizen goshi, and Mikitaya's bonosaki®?2 — these five [waste-water containers] are all
suki utensils.

The above-mentioned five types of waste-water containers, kensui, are called suki-
dégu, favoured and selected for use as tea utensils by the tea masters mentioned. It
is unlikely that the word sukidégu is used to mean tea utensil in this context
because it is obvious that they are all tea utensils. Therefore, I believe rather that
sukidégu refers in this passage to a certain quality of the items as being acceptably
included in the group of wabi utensils, wabidégu. It is shown in Section 4.2.1.2,
through examples from Genryiichawa, that Bizen is one type of Japanese ceramics
that possesses the wabi spirit. Three of those mentioned are Bizen ceramics. There
is no information on the material used for RikyQ's kensui called takotsubo, but it is
presumably of unglazed ceramics and conveys well Riky('s ascetic and austere
idea of wabi in utensils having no glaze or other decorations. The bdnosaki-
type of waste-water containers are usually of old bronze or some other metal, and
therefore, considered as a formal type of kensui (see also examples from Genryii-
chawa cited above where all the metal utensils were usually of Chinese origin and
were given as being opposite to the wabi style of utensils). Even though utensils
of old bronze were in most cases used in the formal style of Tea (shoin), this
citation proves that some of them can possess the spirit of wabi in their simplicity,
modesty and calmness, and therefore, they could be considered to be wabi uten-
sils. >

Yamanoue S6jiki, p. 67.
520

521

Mozuya Sdan was a merchant from Sakai city and Rikyi's son-in-low.

Séeki is another name for RikyQ and fakotsubo is his favoured waste-water container. It
looks like an octopus trap.

2 Presumably referring to the person called Mikitaya who owned a special bonosaki waste-

water container. The waste-water container is named after the golden pole of the palanquin,
because the shape of the container is similar to it. Bénosaki has the shape of a truncated cone
with the sides slightly rounded at the bottom. This is one of the seven (basic) shapes of
waste-water containers used in chadé. One of the most famous ones is Sahari bonosaki
which is made of a metal alloy. Originally a metal combination (alloy) called sahari was
used in China, Korea, and South-east Asia. Presumably this bénosaki is metal, too. For a

picture, see Chanoyu no Utsuwa, p. 33.

523 gee above in this section also the citation from Zencharoku describing suki expressing the

tranquil heart and modesty in Tea.
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In the next citation, the old bronze flower vase called Hanging Boat is in-
cluded in the category of wabi utensils, too.

babiis
AMEEEY, YitEESE /. (A, M AEHEER, KEFE
Hipy A

Tsurifune:323 Tsurifune (Hanging Boat) flower vases are many. In the present time they
are not used so much. Yet this tsurifune is admired (appreciated) by Rikyii and is in-
cluded with the suki utensils.

Tsurifune, a hanging boat-shaped flower vase, was originally made of metal. In
modern times, however, several kinds exist, including some made of bamboo or
ceramics. Metal pieces are usually used in the formal style of chadd, but Rikyt
liked this special piece, and therefore it is included in the group of sukidégu. Here
sukidogu refers to the utensils favoured by Rikyl and it also means that this
utensil is suitable for wabichadé, and further, as being also suitable to be included
in the category of wabi utensils. This spirit of wabi they possess arises from the
peaceful and quiet feeling that these simple metal items without any decorations
evoke (see Section 6.2.3).

In Fushinan and Sénkeikaku®*® this citation is combined with the explanation
of the famous hanging-boat shape flower vase called kateki. The vase was named
for the shipmaker called Kateki (£ %k), who is said to have made the first boat in
ancient China during the regime of the legendary emperor Kotei (& 7). This
vase is classified as a meibutsu (famed utensil) and it is one of the oldest hanging
flower vases.®® Another explanation concerning the flower vase called kateki
(Hanging Boat) is found in the CKZ manuscript of Yamanoue Séjiki in its own
separate paragraph. It says that Kateki was owned by a Tea practitioner called
Takekuraya Joteki (who lived during the Sengoku period and is said to be a
disciple of Shukd), who was a famous master of flowers. There are special ways
of putting flowers into the vase which were passed on orally, and there is also a
secret teaching concerning the vase. The special way of putting flowers into it and
the secret teaching may be the reasons why this flower vase is not used so much at
the present time. The katekifune flower vase was originally a piece of kitchenware
from South-east Asia and it belongs to the group of tea utensils adapted to chads

524 Yamanoue Sojiki, p. 80.
e Tsurifune is a hanging flower vase which has the shape of a boat. In the note 6 of the original
text, this fsurifune is said to be metal and it is hung from the ceiling with chains. Other
hanging flower vases can also be made from metal alloy, ceramics, or bamboo. They can
have the shape of a boat, moon, crocodile's mouth, or the shape of santoku which was

favoured by Gengenzai, eleventh Grand Tea Master of Urasenke who lived 1810-1877.
Fushinan and Sonkeikaku unpublished manuscripts, p. 14.
For the explanation of the name Kateki, see Yamanoue Séjiki, p. 80, note 6.
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outside their original use (see Appendix, List of J6-6's Tea Utensils: flower vases).
It may be presumed that the hanging flower vase admired by Riky( was this kate-
kifune. Today this flower vase is included in the Sen family collection of famous
utensils.”

In the following, the spirit of wabi in ceramic tea-caddies for thick tea,
chaire, can be examined:

3 2 g T
ANTHEEFREA, SENEFH, BEH—FEIL N, —BREFEER
. KB, BVbvavEmAaEHn

Enza katasuki (tea-caddy for thick tea): Originally it was owned by Shimotsuma
Hydgo. It has a case (of brocade) called Tsuma donsu. The container was chosen by a
skilled eye and creative mind (meaki) [of Shimotsuma Hydgo], it is considered to be a
suki utensil. It is to be placed in the tokonoma. The shape of the tea-caddy (tsubo) is
splendid and fascinating.

TV Y EMEOKAFEL L, NS R ER

Mozuya katatsuki: Interesting piece of sukidégu. Owned by the Lord Maeda from
Kaga-kuni, Kanazawa.

The above examples show that Chinese items, as these thick-tea containers most
probably were, could also be included in the group of suki utensils. This means
that they were favoured by a Tea practitioner and chosen to be used in Tea for
other reasons, not just because they were famous Chinese items. If the word suki
is used in some texts as a synonym for wabi, this leads us to question whether
these Chinese items could also be considered to possess the wabi spirit.
Tsutsui's®®' interpretation of Mozuya katatsuki differs from the one given
above: "Mozuya katatsuki as a wabiddgu, this is a very interesting piece of suki-
dogu." He interprets sukidogu, as referring to the wabidégu and uses this word in
his interpretation even though it is not mentioned in the original text. According to
Tsutsui, there exists a difference between the interpretation of wabidégu and
sukidégu: in general wabidégu belongs to the larger group of sukidégu which also
contains other kinds of utensils, not only wabi utensils. The word sukidégu also
refers strongly to the idea that someone favours the utensil, which is also one
characteristics of wabidégu, but in this context, it seems to refer to a tea utensil.

528
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Sen no Riky( — The 400th Memorial, p. 44.

Yamanoue S6jiki, p. 81. See Fushinan (or Sonkeikaku) unpublished manuscript, p. 14. In the

Fushinan manuscript it says at this time (moment) this chaire is owned by Rikyf.

330 yamanoue Sojiki, p. 81. The name Mozuya katatsuki refers to the family named Mozuya.

This piece of katatsuki chaire (a tea-caddy with shoulders for thick tea) belonged originally
to someone of the Mozuya family, such as Séan (d. 1594) who was Rikyi's son-in-law, his
father, Rydji, or even his grand-father Yazé, or Déan (a Tea practitioner from Sakai who
lived in the Sengoku period). Kaga-kuni is in the present Ishikawa prefecture.

31 Tsutsui 1987, p. 227.
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everyday utensils in chads, such as a well bucket (tsurube), as a fresh-water con-
tainer. According to the classics, some of the famous Chinese utensils, such as
Chinese baskets, were also said to convey the sense of wabi which is the combina-
tion of the outer feature and an inner spirit the object evokes, such as tranquillity

and modesty. This entire second group of things are simple in form and in decora-
tion.

4.2.2. Tea-house

In the Tea-related classical literature used for this study, the word wabi is found in
various combinations when describing the tea-room. In Nanpéroku, combinations
such as wabi zashiki (a wabi tea-room), wabi kozashiki (a little wabi tea-room),
séan (no) wabi (wabi of the thatched hut), or séan wabi zashiki (wabi of the
thatched-hut tea-room) can be found. Furthermore, in S6jinboku the combination
of wabi no séoku (wabi of the thatched room) is used, and in Genryiichawa the
word wabi is used to describe the feeling or appearance of the thatched hut with
the structure: booku sukiya no wabitary keiki (the sense of wabi of the thatched-
hut tea-room). 534

These examples show that the wabi style of tea-house has a thatched roof and
the room itself is small. A small room usually means a tea-room smaller than four-
and-a-half-mats (a ten foot square) that is considered to be the standard sjze of the
tea-room determined in the Sutra of Vikramdditya. This sutra contains a story of
Vikramaditya, who welcomes Boddhisattva Mafijusri and eighty-four thousand
disciples of Buddha in a room of this size. Okakura explains that this story is "an
allegory based on the theory of the non-existence of space to the truly enlight-
ened",>* which is true. The story teaches that space and time are unlimited for
those who have attained the ultimate state of absolute freedom of the mind, the
Buddha-mind (see Section 2.3.9).

Japanese tea-rooms are not ostentatious in appearance; they may seem to
have no decorations, yet the most minute detail has been carefully considered.
Even though they are poor men'’s humble huts, they are costly to build (Plate 1).
Okakura writes about the tea-room in The Book of Tea as follows:

The tea-room is unimpressive in appearance. It is smaller than the smallest of Japanese
houses, while the materials used in its construction are intended to give the suggestion
of refined poverty. Yet we must remember that all this is the result of profound artistic
forethought, and that the details have been worked out with care perhaps even greater
than that expended on the building of the richest palaces and temples. A good tea-room

334 Nanpéroku, pp. 6, 353; with particle no, p. 412; without a particle no, p. 422, and Sb; inboku,

p- 219, and Genryiichawa, p. 406.
335 Okakura 1989, p. 80.

>34 Yamanoue S&jiki, p. 86.
333 yamanoue S6jiki,p. 101 ERE =4 ERE=50 L L L.
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is more costly than an ordinary mansion, for the selection of its materials, as well as its
workmanship, requires immense care and precision. Indeed the carpenters employed
by the tea-masters form a district and highly honoured class among artisans, their work
being no less delicate than that of the makers of lacquer cabinets.536

Okakura describes tea-rooms as being "the Abode of Vacancy" (devoid of orna-
mentation) or "the Abode of the Unsymmetrical" (because it worships the imper-
fect) and stated that they are built with a poetic impulse. He says that in tea-
rooms, something is always left unfinished for the imagination to complete.>*”

I agree with Okakura on the nature of the tea-room: they truly are abodes of
vacancy since they should be places outside this secular world, places for one's
true nature, to allow the Buddha nature to emerge (Section 2.3.6). This is also true
in the exterior features of the tea-room, which are plain and simple in construction
but not yet, perhaps 'an abode of the asymmetrical' since the construction is bal-
anced and its harmony is based on the size of a tatami. Or, perhaps Okakura refers
with this term to the use of contrasting elements in tea-room construction, which
brings out the vitality and sense of energy to balance the spirit of tranquillity that
is present in the tea-room.

Chawashigetsushii describes the sense of roughness and modesty in wabi tea-
houses as following:

M EBRESER/ FORATNARZLUEEDIOL, LB 5 E
FLLT., KRR AEEREOE, Mt 25 fE& LALE

...A tea-house (sukiya)>3? is similar to a mountain cottage with a straw thatched roof
and a brushwood door. One should emphasise the wabi mind(heart), [the wabi spirit in
Tea] and choose a Zen saying for a hanging scroll instead of a picture and put some
long-lasting flowers into a tube-shaped flower vase.

The word sukiya, translated here as a tea-house, is described as being subdued and
unostentatious in architecture, yet consisting of many details and elements from
the Tale of Genji. In Tea-related literature, sukiya is used as a synonym in general
for the word tea-room or tea-house. Sukiya includes a variety of tea-rooms from
the most humble wabi style to the formal shoin style.’*® The tea-house is similar

536 Okakura 1989, pp. 77-78.
337 Okakura 1989, pp. 75-76.
538 Chawashigetsusha, p. 209.

Sukiya: See Mason 1993, p. 216 and Genshoku Chadé Daijiten, s.v. sukiya. According to the
Genshoku Chadé Daijiten, the word sukiya was combined with the idea of tea-room for the
first time in Bunrui Séjinboku, which was written in 1564, where the combination suki-
zashiki can be found (Bunrui Séjinboku, p. 50.). It is said that Rikyi started calling tea-
rooms by the name sukiya. In some cases the word sukiya is used as a synonym for the word
a little tea-room' (kozashiki); yet there is also an example in the tea classics called Chafu
(written in the late Edo period), where it says that, in the Riky(l style of chadd the word
sukiya is not used for the small tea-room, kozashiki.
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to a mountain hut having a thatched roof and earthen walls, which make them
look like very modest dwellings. Tea-houses are also hidden deep in the roji path,
similar to the mountain huts. Here wabi refers to a special state of mind of a
Tea person (Chapter 2): the wabi mind. Modest surroundings indicate natural and
simple beauty and one's humble attitude to life as an unsophisticated behaviour.

The following paragraph from Sekishii Sanbyakukajé describes the idea of
naturalness and the use of contrasting elements appreciated in Tea, as well as their
necessity in the idea of wabi in architecture.

h+AR BBSVEBNIL, SEFLEd "bLES

KBABREDUOTWIET, MFELEERY, Rhi, zoxE%
LY. BROABRESIETHEEIEAREY, I FELEF
BEOIhbRLYEYE, BELDUOEIFRE2AVES, FEEEL
DEEXETOLUVDOEERZ) LREEBEEVEZLVSH, BEOANIC
MERAMEALLEERER TS~ 2F/RBEO L, Blo k& KEE
BEI~NT~T, DOODEKBREFDLSEZEALERLEVWRRYD, XD
TEHIXBROER th, ENLEBZFE~LORY, ZLibhEED
TCHERTSAHIL, FEENABICT2EFEHL, 4

Chapter 96: In chanoyu, having serenity [naturally] is good, but making things serene
[artificially] is bad.

The foundation of chanoyu lies in the sense of wabi in appearance, and for this reason
the tea-room (sukiya) should be a thatched hut (séan). However, so that this essence [of
chanoyu, i.e., wabi spirit] is not lost, one should pay attention even to the trees and
stones in the roji path: to put together modest plants and trees, and to choose stepping
stones from the field that are not the best ones. The ingredients for the meal should also
be modest. If new and old, as well as good and bad are combined, the true meaning of
wabi will not be lost, and this is called [natural] serenity (sabitaru). In this modest séan
tea-room, if fine clothes are worn3*2 and many kinds of excellent utensils are put
together, if the kaiseki-meal is full of delicacies, and if there are carefully selected good
trees and stones planted in the roji path, this all is against the true meaning of wabi and
causes the feeling of artificial serenity (sabashitaru). Sabitaru means doing things

40 Engel 1964, p. 369. Shoin style refers to the warrior's residence with large rooms. The idea

of tokonoma seems to have its origins here, too, since one part of the main hall (called jédan)
was elevated one step with a shallow recess for the hanging scrolls, shelving recess, and a
study place. On the other hand, a Zen priest's study room is also called shoin. In the Zen
Buddhist hall, tokonoma, had the role of being a place of art and meditation and presumably
from this connection, tokonoma obtained its additional meaning as being an honored guest's
place (this will be studied later in this section). In Tea, tokonoma is the most honored place
in the tea-room, mainly for hanging a scroll, flowers, or displaying rare utensils.

341 Sekishd Sanbyakukajé, p. 232.

342 Nankin: See Genshoku Chadd Daijiten, s.v. nankin. Here nankin is explained to be Chinese

early Qing dynasty celadon porcelain. It is enameled porcelain on whose white base are
drawings of landscapes, human beings, birds, and flowers in mostly a dark red colour, but
also other colours are used. Nankin porcelain is highly valued in chadé. Another explana-
tion, which is used in this study, is that nankin is used in the sense "to wear" being a com-
pound from the emphasiser nan used in classical literature and a verb kiru, to wear. Inter-
preted like this, the meaning of the sentence changes to mean to wear Japanese brocade
(nishiki) or other fine cloths.
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naturally and sabashitaru means doing things artificially. Insufficiency is part of
serenity (sabitaru), and according to this state of mind, it is vital to do things so that
the result covers seven or eight out of the total.

The idea of naturalness, natural serenity (see also sections 3.1.3.3 and 3.2.3), and
the balance between two contrasting ideas is emphasised in the architectural
appearance of the tea-house and the roji path. The idea of natural serenity contains
the balance between old and new, good and bad. Using only precious ingredients
or rare and famous utensils in the thatched-hut tea-house disturbs the sense of
serenity; one becomes aware of the place and the utensils and this causes formality
and excess attentiveness to the occasion. On the other hand, the lack of objects,
the insufficiency, is appropriate as well as leaving space for the imperfect. Leav-
ing things unfinished with taste is more fascinating. One does not have to attempt
to make things absolutely perfect. In this context, perfection contains the idea of
the artificial and imperfect, as well as the idea of leaving things unfinished, the
idea of the natural.*** One should not choose the best ingredients available, but
those available in nature.

During the time of Shukd, tea-rooms were large, usually six-mats or even
more, and were in the shoin style, a formal style of tea-rooms, where the daisu
shelf with several Chinese hanging scrolls with pictures, and an arrangement of
three tables in front of these for flowers and incense were displayed.’** Even
though tea-rooms are quite simple, at least to Western eyes, they still have beauti-
ful details and decorations, such as different styles of the ceilings used in the same
room, the front pillar of the fokonoma, or the shiji-windows with skillfully ar-
ranged splits of bamboo components, which promote the formal or even noble
feeling. The transformation from the large tea-room toward a small tea-room
proceeded gradually from the time of Shukd until Riky who created a tea-room
in the size of one-and-half-tatami mats. Sekishii Sanbyakukajé describes this
transformation as follows:

BHBN NRUBRSANEZ LAY, RANANER, BB EHEB¥ %
R, AEN—BELW~EEORFNEE—BRL TAFART

During the time of Ashikaga Yoshimasa, tea-rooms were eight-mat rooms. Shuké used
a six-mat room and J6-6 a four-and-a-half-mat room. Rikyl used a one-and-a-half-mat
room where the size of the guests' place was no more than a one-fatami mat.

—BEERLTOGETIE - -Rh—BENEOEREIZT, -6

%3 The same idea is found in Kenké's Tsurezuregusa, pp. 143-144 (Chapter no. 82), as well as

pp- 231-235 (Chapter no. 137).
Kazue 1985, p. 16. For details, see Kazue 1985, pp. 16-18.

545 Sekishil Sanbyakukajs, p. 314.
546

544

Sekishu Sanbyakukajo, p. 341. See also Genryfichawa, p. 404. In this source the develop-
ment of the tea-rooms is explained in a way similar to a way that Yoshimasa preferred:
eight-tatami rooms with a formal daisu shelf and a picture of Gyokukan (% 75 fA]) in the



170 WABI 48 AN AESTHETIC CONCEPT

There is a secret oral transmission concerning the one-and-a-half-mat room... Never-
theless, a one-and-half-mat room expresses the extreme wabi...

Nowadays, a small tea-room means a tea-room smaller than four-and-half-mats:
tea-rooms in size of three or two-mats, or even one-mat-and-daime size tea-rooms.
A four-and-half-mat room is the orthodox size, and six-fatami mats or even more
are called large tea-rooms. However, in the classics the word kozashiki, a small
tea-room, is sometimes also used as a common word for tea-rooms in general®¥’ in
the same way as the word sukiya is used. Yet information concerning the small
tea-room seems to be quite inconsistent in the sources. To cite an example, ac-
cording to the following passage, Shuké enjoyed the four-and-half-mat room:

DNRLNARFICEM LEINEBEXCETENMVRBHEESZ, 5. ¥
HEDOEBIEZDICHVERBWEL, HELF - FEIRDLI DI
BEL2bU0ERD L, ) O/PERICIZEFREE & T#

...In the times of old, [Shuko's] the tea-room had a frieze rail (nageshi) and wallpaper.
It was a four-and-half mat room and the daisu shelf was used. But Rikyii teaches that
the essence of Tea lies in the sense of wabi, and according to this resolution, he
replaced the wallpaper with the rust-tarnish walls (sabikabe)5? and put in a bamboo
ceiling. In this kind of small tea-room the daisu shelf was not used.

This four-and-a-half-mat room refers to Shuké's genuine, formal style of tea-room
and it can be considered to be a small tea-room compared to the other tea-rooms
used during Shukd's time. The citation shows that a four-and-half-mat room is the
orthodox size and it could be used for the formal style of serving tea with daisu
shelf. Within the same size of tea-rooms there are differences in style and in ap-
pearance: they can be built in the formal style using wall paper and a frieze rail, or
they can have earthen walls and a bamboo ceiling and be very informal in ap-
pearance and structure, such as Riky('s four-and-a-half-mat tea-room.*** The for-

fokonoma. J6-0 used four-and-a-half-mat rooms, and Rikyfi liked three-rarami or two-tatami
rooms and a daime style, or even one-mat-and-a-daime style of tea-room. Every room had its

own occasion to be used in a most proper way.

%7 Genshoku Chadd Daijiten, s.v. kozashiki.

548 Chawashigetsushd, pp. 209-210.

549 Sabikabe: means an earth wall that is painted with a special mixture of iron content or scrap

iron that is kept in soy sauce for purification. The rusty red of the iron will cause speckles on
the wall and this is considered to indicate classical elegance in the architecture. The result is
dark reddish brown and extremely humble.

Nanpéroku, p. 409. In the reference books to Nanpdroku a similar passage can be found and
similarities in these passages prove that the four-and-a-half-mat tea-room described in
Chawashigetsushii can be considered to be Shukd's tea-room. The following passage is more
detailed than the passage from Chawashigetsushi. The idea of formality and informality of
these two tea-rooms was brought out already in this passage, but instead of Riky(, J6-6 is
mentioned here as the one who made changes to Shukd's formal tea-room.

HRAROEEKIT, WE¥XCZT, MiE- EWEY . SIXH - ROFOBE
2, — HK2Y, BEFELHED, RIK- PRICTH, K2 RDHD, &I
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mality of the four-and-a-half-mat tea-room is emphasised in the following pas-
sage, in which it says that if one owns even one Chinese utensil, a four-and-a-half-
mat room should be used. This points out the formal feeling of an orthodox size
tea-room compared to those of smaller tea-rooms.

SEMAEE ReTEEEERTE— =X, —M=TbLEVFF/
AN B = RS
A three-mat room was used commonly, until J6-6's times, by the wabi Tea persons who

owned no [famed utensils or Chinese] utensils. A person who owns even one Chinese
utensil, should use a four-and-a-half-mat room.

A three-mat room is, without a doubt, a small tea-room and in the above citation it
is used by a wabi Tea practitioner who owns no valuable utensils. If one owns
even one Chinese or famous utensil, the four-and-a-half-mat room should be used.
It seems, according to these examples, that the size of the room and the utensils
used have a connection. On the other hand, during Shuké's time a four-and-a-half-

551

CRAGOEREV T, ¥WHOEENT. RETENSVATRAERYT. M
BrosEfzbT, HEY 2EY, LrBLT, BfELEIIL, K&
FHAIC LD, A, REROERICH LT, BBOEOEKRL~D
'Shuké's genuine (formal) tea-room has four-and-a-half-mats, a slat thatch roof, and it is built
with the best manner and materials. The ceiling is so-called kagami tenjé (the wooden slats
are set flat side by side like a mirror). The walls are covered with white paper with drawings
of little birds. Tokonoma is the size of a one-tatami mat (ikkantoko). In this tea-room daisu,
nagaita, or nakaita can be used for preparing tea. And further, there is a hearth (ro), in the
size of shaku rokusun (about 48.5 cm per side), where the hankumo type of kettle can be
hung, and a kyidaisu shelf can be used for preparing tea. J6-0 followed basically these old
rules, he made a tea-room four-and-a-half-mats but he made some omissions such as, chang-
ing the wall paper to earthen walls, and also changing the wooden lattice at the window to
bamboo lattice. People say that compared to Shuké's formal style of tea-room, J&-0's tea-
room is informal in style.'

Explanations of Daisu, kyiidaisu, nagaita, and nakaita: See Genshoku Chadd Daijiten,
s.v. daisu, nagaita, or nakaita. Daisu is usually a black lacquered shelf, about a quarter of
the size of a fatami used in the formal style of Tea in the large tea-room. The furo (brazier),
fresh-water container, the ladle-stand (hishakutate) with a ladle (hishaku) and chopsticks for
charcoal (hibashi) inside, a waste-water container (kensui) with the lid-rest (futaoki) inside,
are placed on the lower board of the shelf. A tea-caddy (natsume) is put on top of the daisu
shelf. The origins of the daisu-shelf are Chinese and it was originally used in Zen temples.
There are different variations of it, such as kyidaisu. Kyidaisu can be lacquered (Rikyl's
favoured) or wooden. The distinctive feature of this daisu is in two pillars between the upper
and lower boards, which broadens at the ends to the shape of a cloud. The origins of
kyiidaisu are in the Song dynasty China, where those who passed the civil-service exam
passed through a special gate. The image of the shape of the gate was adapted and made into
the kytidaisu. Nagaita is the shape of the upper board of daisu and its size varies a little
between summer time and winter time. The arrangement of utensils is the same as with daisu
above. This can be lacquered or plain wood. Nakaita is a wooden tatami (board) between the
host tatami and guests tatami. The width of nakaita is shaku yonsun (about 42,40 cm) and if
the hearth is used, it is cut to the wooden board. Hankumo kettle: 'a half spider-shape of
kettle'. For picture, see Genshoku Chadé Daijiten, s.v. kama.

Yamanoue Sjiki, pp. 100-101.
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mat room was a small room compared to the large tea-rooms popular during that
time, and being of the orthodox size of a tea-room, it could also be used for the
formal style of Tea.

Further, in the following example, the two-and-a-half-mat room is described
as being a wabi style of tea-room (a tea-room used in wabichads).

BN, BB/ R, RT=—Y, WAHERFEVA, BB/ % F
WHAN/ FA=HTRBT I €T Vo=l Hh - —B% B, RA
BAR, R—9 = BEHLFR, KANER, 2

In J6-6's times, there existed only one two-and-a-half-mat room. Yamamoto Sukegord,
who was a disciple of J6-6 owned it. J6-0 also liked this tea-room because of Sukegord
and once when Sukegord served tea [in this room] to J6-6, it was really a wabi style of
suki tea gathering... The two-mat room was used only by a noble, or by a poor wabi
Tea person owning no utensils.

According to these citations, it is clear that tea-rooms smaller than a four-and-a-
half-mats were used only by wabi Tea persons owning no Chinese or famous
utensils. Even though in chadé, wabi contains the meaning of a poor person own-
ing no utensils, or it refers to the wabi style of Tea, practising Tea in a modest tea-
room with a humble attitude, in these passages above the idea of poverty is not
emphasised. An interesting detail is that a two-mat room is also recommended to
be used if the person is a noble, even though earlier noble persons were practising
Tea in large tea-rooms. This suggests the idea that for noble persons there are no
set rules, and therefore, they can practise whatever style of Tea they prefer. The
idea of poverty arises in this context again and it is vital to consider what is meant
by the word poor: does it mean only the reality of being truly a poor person, or
does it describe the outer features of a humble tea-room? Or is it an affirmative
concept possessing philosophical values rather than being a fact of reality?

Engel interprets the sense of wabi, in tea-rooms and in chadé in general, as
being an expression of an affirmation of poverty; for him wabi expresses "noble
poverty". He believes that the idea of wabi was more "a fashionable entertainment
and amusing pastime than a deep awareness of the tragic beauty of poverty".
Therefore, for him, the true meaning of wabi was a continual fight against pover-
ty.>>> Engel's ideas about wabi are interesting. But, I think that he adapts the
meaning of wabi in poetry as the same as its meanings in chadé. Is the meaning of
wabi in Tea really constantly fighting against poverty, or is it rather accepting
insufficiency of material goods through attaining an absolute freedom of the heart

552 Yamanoue Sojiki, p. 101. The first part of the citation refers to the drawing of the tea-room
described in the citation on p. 101, and the second part to the picture on p. 102. For more
detailed drawings on the tea-rooms, see Chakimeibutsush, p. 496. The best drawings can be
found in the book called Cha no Bi published by Tokyd National Museum. Unfortunately,

this book was not available for this study.
333 Engel 1964, pp. 282-283.
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as explained in Chapter 2 of this study? In other words, one does not fight against
insufficiency but accepts the state of things and circumstances as they are because
one is no longer affected by the affairs of the mundane world. For this reason,
there are also no elements of "tragic beauty" in the idea of wabi because one is
satisfied with life as it is; one does not feel a failure in one's life or dissatisfaction
with what one possesses. Also the statement that wabi style of Tea was "a fash-
ionable entertainment and amusing pastime" stands against the information on
wabi as a philosophical concept (chapters 2 and 3) since it has been shown in
earlier chapters of this study that to understand the true meaning of wabi in chada,
one must first of all possess the wabi mind, i.e., to find once again the essential
nature of the self, the Buddha nature.

It seems that Engel probably suggests with this argument the tea parties with
lavish servings and entertainment which took place during the 14th century (cha-
yoriai, see Introduction). But in chadd, according to the Great Tea Masters, the
meaning of wabi is different; it indicates the state of mind where one is satisfied
with the insufficiency of things; one accepts that things do not always go as one
wishes, and one accepts things as they are. This state of mind is called the abso-
lute freedom of the mind. Wabi is not "noble poverty", nor is it an admiration of
poverty. Wabi is an impression of beauty beyond the idea of poverty where the
duality of poverty and non-poverty does not exist. The idea of poverty in wabi
style of Tea or in tea-rooms is not the value nor the aim as such. It is more about
living a quiet and modest life in solitude; it is an unfeigned beauty in its desire for
naturalness and modesty in all acts and on every occasion. If wabi contains these
philosophical values, it is unlikely that the wabi style of Tea could be called a
fashionable entertainment and amusing pastime, at least it did not appear to be like
that during the time of the Great Tea Masters Shukd, J6-0 and Rikyf.

Next, some distinctive features of wabi in tea-rooms will be discussed in
more detail. Tea-rooms are unimpressive in appearance even though they are care-
fully designed and every minute detail is considered with great care. The follow-
ing passage from Genryiichawa considers the ceiling of the tea-room as follows:

fl. H52RFOTERL, F, BEEED I ~, BRERZTE, <3L»
bEHE=ER,

. D, KBIZRHFRZVRIZ, KOS5~ LEOL - - EEBDO L%
BEOT, FHEZELE. €ETRRIBLRLEARER, TEXABFO
haie i TS

Question: In the tea-houses, where the underside of the roof is visible over the ro-
fireplace and utensil tatami, doesn't it look somber?

Answer: Of course, in the tea-room the ceiling should be placed over the fokonoma,
over the upper (honoured) satami of the room, and over the utensil tatami, in order to

Pt Genryiichawa, p. 436.
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avoid the feeling of impurity, which is prohibited. The underside of the roof, consistent
with the feeling of wabi, can be left visible in the lower part of the room and also in the
preparation room (katte)353.

entrance

A ceiling is above this

Above this, A ceiling is
the underside of above this
the roof is visible

Tokonoma

Nijiriguchi Crawl-through doorway

Here the word wabite refers to the outer appearance of the underside of the roof
without the ceiling; the sense of roughness and naturalness in its unfinished state
are expressions of the sense of wabi. Japanese tea-rooms are divided into two
parts: the upper or the honoured part and the lower or the host area. The ceiling
should be placed over the honoured seats, but the underside of the roof can be left
visible from the lower parts of the room and from the mizuya (‘kitchen' or prepara-
tion room). Humility and modesty are also respected virtues in Japanese culture,
and according to tea etiquette as well, one should lower oneself in front of others.
This is one way of showing respect and being polite. One is offering the best one
can for the guests, but is satisfied with less for oneself. This state of mind truly
contains the idea of absolute freedom of the mind as was explained in Chapter 2.
The wooden tokonoma, meaning fokonoma with wooden flooring instead of a
tatami mat, is considered to have the sense of wabi because it refers to the idea of
minimalising the number of utensils used and to the effective use of space in the
small tea-room. Sekishii Sanbyakukajé describes a wooden tokonoma as follows:

h REOI
- MEBOREANMEDOER Y, RKICHE EBESE, 5%

3335 Katte: Here katte means a preparation room, referring to the mizuya of the tea-room.

556 Sekishii Sanbyakukaj6, p. 150.
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Chapter 9: The wooden tokonoma
The wooden tokonoma in the tea-house possesses the sense of wabi and tea utensils can
be placed there.

Minimalising the number of the utensils used means that a tray beneath the flower
vase is not needed in the wooden tokonoma, making the feeling more informal. In
chadé all the utensils, and things in general, are divided into three classes: formal,
semi-formal, and informal (so-called shin-kyo6-so-system). For example, if the
floor of the tokonoma is tatami matting, beneath the formal and semi-formal flow-
er vases, formal and semi-formal boards are required. Yet the informal vases are
placed directly on the tatami mat. But when a wooden fokonoma is used, all the
vases, despite their degree of formality, are placed in the fokonoma without a tray.
In other words, all the utensils are treated equally and enjoy the same prestige.

Moreover, the wooden tokonoma expresses the effective use of space. This
suggests an old custom, where the guests who arrive the last are shown a place in
the tokonoma that will serve as an ascetic sitting place. This happens if the tea-
room is a small tea-room, smaller than a four-and-a-half-mat room,’s’ and if more
guests arrive for the gathering than can be seated comfortably in the tea-room.
A thin matting may be used, but no matting is used during the summer and if the
guests are young (see 4.2.1.1; in wabi style of Tea no woollen blankets are
used...). A wooden tokonoma is certainly not a pleasant place to sit; it is dark, in
winter it is cold, in summer it is hot, and it is hard to sit straight on one's heel's
(seiza) several hours on the wooden floor. This reflects the ascetic form of life of
the wabi Tea person.

In the following citation it is claimed that a distorted middle pillar in the tea-
room possesses no sense of wabi but is rather placed there for practical reasons.

Bl., REIZOBRIEZHIBEN, FTBE - BFEBOMEL2EKICT
=,

B, TERITON I HIIEA, Bl AfEEZ Lob i3I0 d
LT, BEREN (KBELLE) . BEAOX-LDE3 SHKEE S,
BEIZhEY HohUE~Z, HHEHE LV LEK, A% EEE

Sugiki Fusai Densho, p. 178. This is explained in the following passage of the mentioned
book: —EMAZEDNELET, WEILE, ENZAETEIERRL G,
EALHY LT, BAOERP~THUSS, WEDI T~V AL LET
FELB2bE0L, ERENERLY, bhx Aid NRIZEDE S L
T & < #&, 'In the two-mat little tea-room wooden tokomona is appropriate. A suitable
number of guests is no more than three persons, but there are cases where five guests have
arrived. Since it is not suitable to send back guests who arrive last [those guests more than
three for whom there is actually no place to sit], a thin matting can be placed on the wooden
tokonoma and this will serve as a humble sitting place. During the summer, depending on the
line-up of the guests, the youngest guests should sit on the wooden tokonoma without
matting,.'
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BOMEARBIC L2 N3 T, A3 LLEERE, EH0W
BITHEHARICLY, dRIFEL bEAELALE, 58

Question: If a distorted pillar is chosen for the daime tatami>>® tea-room, does it
strengthen the sense of wabi of a thatched-hut tea-room?

Answer: A distorted pillar in the tea-room is not chosen to promote the sense of wabi.
The tatami for utensils is called daime tatami. If the utensils, from which the noble
persons are going to have their tea, are placed directly on the tatami, the purity will
vanish. The pillar is also set there to keep guests from stepping on the utensil tatami
[daime tatami]. This is called the middle pillar. Using a distorted pillar with bark on, or
even just a distorted pillar, is not necessary.

According to this passage, a middle pillar is set into the tea-room for practical
reasons (Plate 13); to promote the feeling of purity of the utensils in use and also
to prevent guests from stepping on the utensil tatami. The sense of purity is
promoted because the middle pillar separates the host place from the guests,
giving an impression that it is not just an ordinary place to prepare tea. It is a
special and purified place just for this occasion. On the other hand, in the small
tea-room the middle pillar is also used for protecting the utensils when guests are
moving inside the tea-room. Placing a middle pillar in the small tea-room for
practical reasons is understandable, but if it does not make any difference whether
a distorted pillar or just a straight and polished pillar is used, then why go to all
the trouble to choose an interesting looking distorted pillar and not just an ordinal
straight and polished pillar?

According to the cited text, both straight and distorted pillars are used in tea-
rooms. However, a tea-room with daime tatami usually suggests a small tea-room,
such as in the passage above. Therefore, it could be assumed that if the distorted
pillar is used, it is because it strengthens the feeling of wabi of the small thatched-
hut tea-room. This is in accord with a quite rural and informal feeling of these tea-
rooms, compared to the formal style of large tea-rooms. The distorted pillars,
especially with the bark still on, possess the sense of wabi in their roughness and
undisturbed naturalness that might sometimes even seem grotesque. Distorted
pillars convey the sense of strength, vitality, and masculinity which all belong to
the distinctive features of wabi as beauty. Straight and polished pillars may look
solid but they do not have the vitality (movement), masculinity, nor roughness and

538 Genryfichawa, p. 406.

559 Daime tatami: See Genshoku Chadd Daijiten, s.v. daime tatami, and Sadler 1962, pp. 11-12.
The utensil tatami is called daime tatami and it is about one quarter smaller than the usual
size of the tatami. This size is the same as the size of the daisu shelf used in the formal style
of Tea. Therefore, the word daime is said to come from the size of the daisu. Another
explanation for the origin of the word is that it was used at Sakai by druggists for three-
quarters of a pound of drugs: the greater part. Daime is usually attached to two- or three-
tatami rooms and so the daime cut of the tatami was developed when the hearth came to be
used instead of the daisu shelf. With daime tatami, the middle pillar is erected by the hearth
of the daime.
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the sense of freedom that distorted pillars possess. The straight and polished
pillars convey a formal feeling because their shape is controlled and polished.
For these reasons, against the information given in this passage, I believe that it
does matter what kind of pillar is chosen for a little tea-room. A distorted pillar,
whether a middle pillar or the tokonoma pillar, suits a wabi style small tea-room,
whereas straight and polished pillars are better suited to large and formal style tea-
rooms.

The lattice outside the window is discussed in the following examples from
Chanoyu Ichieishii and Chawashigetsushii. These two citations indicate what to
do when the lattice outside the window grows old: should every piece be renewed,
or only some of them?

BOETF - ABEFOEIL - OB, wohbHFH=Fkir~L. &
=N LT BPWBE=FREk, RE~nEF+ED L, — =K
BNV EDTEL, MO %5k 5 5 h 560

The bamboo lattice outside the window (renji mado), the wooden frames of the paper
sliding screens (shdji), and the bamboo of the hanging shelf, all these should be chang-
ed to green bamboo. In the wabi style of Tea, it is not necessary to renew them all. For
example, concerning the bamboo lattice of the window, renewing two or three pieces
of bamboo out of ten is enough. Yet the bamboo of the hanging shelf must always be
renewed.

The passage above says that in the wabi style of Tea it is enough if only parts
(two, three pieces out of ten) of the bamboo lattice outside the window are re-
newed, yet the bamboo of the hanging shelf should always be changed. However,
the following passage contains an opposite opinion.

XHB2AN BFRON, [xTHd %, PE, bhi k., F5R
EETAZBLLADDLT AL, AATHRI0OH, BHEBI X
Lo, Fr~ANBEBFHRLELIZ, FAML~TIL, S 2< Iy
Kev~B~L, ELEBAZHEICN, WOLTHLERMAD B E
Yy, 561

One Tea person had renewed the bamboo lattice of the window only here and there.
Rikyll saw this and pointed to Shéan32 saying: "Look at that! He has combined old
and new just to make it look interesting. These kinds of acts are not appropriate in wabi
style of Tea. For example, either all of the bamboo of the latticed window should be
renewed, or none at all. If a noble person visits you, it is good to renew all the bamboo
[lattice of the window]."

%80 Chanoyu Ichieishd, p. 353.
el Chawashigetsushi, pp. 218-219,

Shéan: Sen no Shéan who lived on 1546-1614, is the second generation of Sen family Grand
Tea Masters. Shoan was RikyQ's adapted heir. For further information see Genshoku Chadd
Daijiten, s.v. Sen Shéan.



178 WABI A4S AN AESTHETIC CONCEPT

In this example, Rikyl teaches his grandson Shoéan that renewing the bamboo
lattice outside the window only here and there is not appropriate in the wabi style
of Tea. This is to arouse people's interest. If the lattice is changed, every piece
should be changed, or let them remain as they are. Since the latter source is older
and based on Sétan's (Rikyi's grandson) notes, one may think that the information
it gives is more correct. But, on the other hand, Charnoyu Ichieishii is, along with
Nanpéroku and Yamanoue Sojiki, one of the most respected books of Tea, and
speaks for the validity of the first citation but it also represents Ii Naosuke's view
on Tea. Both passages have their points about the sense of wabi: renewing only a
part strengthens the feeling of humble wabi, but also promotes a striking contrast.
Renewing all at one time does not spare the cost, which is not in accordance with
the idea of wabi in Tea, but the result conveys more tranquillity than renewing
only some of the bamboo lattice. In this case, the idea of contrasting elements is
carried out in a wider sense having, new lattice at the window in an old earthen
wall. Renewing the bamboo lattice depends on the occasion and should be con-
sidered carefully each time.

The renewing of the old not only concerns the bamboo lattice of the window,
but also the tatami matting of the tea-room. The following passage in Chanoyu
Ichieishii suggests renewing only some of the fatami mats, not all of them.

cfE=, KECEREEZ A~ X, BREBEPY DO H. BED
— ¥ 72 1 563

...In the wabi style of chadé, the tokonoma tatami and utensil tatami shall be renewed.
And further, in the extreme wabi style, only the utensil tatami shall be renewed.

The idea of renewing only parts but not all is fascinating and it is acceptable if
only parts of the tatami matting are suddenly spoilt. But if fatami mats have be-
come old and worn out, it may be better, even in the wabi style, to renew them all
at the same time rather than renewing only one or two fatami mats. Changing only
parts of the fatami matting makes the contrast between the new and old quite
striking, even though the idea of having a contrast is appreciated in chadd, such as
in Shuké's in Kokoro no Fumi,”* in which the idea of combining old with new is
explained through the combination of Chinese and Japanese utensils in Tea.
During this time, Chinese utensils were those of old, and Japanese utensils were
new and modern. This is an important factor in Tea, but one should avoid the
feeling of artificiality.

The Great Tea Master, Riky1, also emphasised the importance of contrasting
ideas by saying that Tea is like combining mustard with chestnuts, that an old man
should use new and beautiful items and a young man may use rough and modest

563 Chanoyu Ichieishd, p. 353.
564 Shuké Furuichi Harima Hoshi Ate Isshi, p. 3.
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ones (sections 4.2.1.1 and 4.5). Rikyl also emphasised the idea of mind in con-
trasting ideas by saying that one should stand against one's teacher and forget the
rules, set oneself free from the boundaries of rules and regulations in order to at-
tain the absolute freedom, through which it becomes possible to create something
interesting (Section 3.2.4).

So, in Tea the contrast of opposite elements is favoured, and therefore, it
would be natural to think that renewing only parts of an aged bamboo lattice or
tatami matting that really need to be changed, would be in accordance with the
sense of wabi. There is no need to renew all if the matting is basically in good
condition, except, for example, if the host drops coals on his mats while preparing
the fire, or a guest pushes over the tea-caddy while admiring its beauty and the
powdered tea spreads all over the fatami.

Changing the fatami mats depends on the occasion and should be considered
carefully each time, but concerning the bamboo lattice outside the window, it
would be better to renew them all or let them be as they are. This is because there
is already enough contrast between the aged earthen walls and the white window
screen paper, or between the thatched roof and the fresh green bamboo lattice of
the window. It is not likely that one could harm or damage only parts of the lattice
of the window such as explained with the tatami matting, and therefore, renewing
it all is considered as expressing the sense of wabi in this matter. The contrast
between new green bamboo and old bamboo is also quite striking, but the host
should use his own discretion in each situation. Any sense of artificiality should
be avoided.

Contrasting ideas play an essential role in Tea, concerning not only tea uten-
sils or tea-rooms, but also the changes of light inside the tea-room. Even during
the daytime, the light in the tea-room is subdued. The earthen walls and small
windows with bamboo lattice outside strengthen the feeling of dimness or subtle
darkness. Chanoyu Ichieishii describes the changes of light as follows:

Wi, FIENE, BEABH, Larh~, FIEAZ L2 TR E M
., BHFOBEYNMTA, SHFh<<bHY, XBH=XWTE~, Ik
HBH~TEHL, BEABIZLT, ThziEoL,. BE=X Y T
FLTNLBE, el L3 HELA L4565

As a rule, the first half of the gathering (shoza) is dark (yir) and the latter half (goza)3%¢
is light (yang). This means that during the first half all windows are covered with a
bamboo [rattan] blind (sudare). The light of the tea-room should be adjusted according
to the weather; if it is sunny or cloudy, and also according to the time of the gathering.
During the latter half of the gathering, the feeling of light is emphasised: The bamboo
[rattan] blinds (sudare) are taken away and depending on the time, the paper sliding
screens (shoji) can be opened a little. The sense of brightness is appropriate.

365
566

Chanoyu Ichieishu, p. 352.
See Section 1.6 on details of the course of the gathering.
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According to the passage above, the light of the first half (shoza) should be
subdued, but the latter half (goza) should be bright. During the first half, the kai-
seki meal is served and a hanging scroll with Zen proverbs is placed in the toko-
noma. The subtle darkness of the room emphasises calm and a profound feeling in
the room, and therefore, it reminds the guests about the philosophical meaning of
wabi in chad6.>®” The latter half (goza) is bright and livelier. Some conversation
concerning the meal and utensils used in the gathering, as well as on Tea in gener-
al, is encouraged. This symbolises the aesthetic values and also the social aspects
of Tea. This is Tea as an entertainment in a positive sense. People who gather
together share a common interest in works of art, such as the calligraphy on the
hanging scroll, ceramics (e.g., tea bowls and tea-caddies for thick tea), as well as
bamboo work (e.g., tea scoops or flower vases), lacquer work (tea-caddies for thin
tea or trays) and metal work (e.g., lid-rests or kettles), and setting of flowers in the
tokonoma.

In midnight gatherings the best light is the full moon, but if it is not enough,
lamps are needed. These special lamps for tea-rooms are described in Genryi-
chawa as follows:

., S - 74 -HBE AODSITES.
E, 8% -4 -HBE, FLRRELSICAY., WIIL~E%1IE
e TEREDL, ~fEOBITHAETHTIrNERZN A4 LBEE, -4
A2 E8%EIAKG I =B, HBESRXBEET. BB K- EBK
el o/NENR, SROBHFREEICH- 58

Question: What were tea-room lamps, such as tankei, chikkei, and kaketédai>®? like?

367 Tanizaki 1975, pp. 24-30. In the book called In'ei Raisan (In Praise of Shadows, translated

by Seidensticker), Tanizaki writes about the beauty of shadows in Japanese style houses
whose roof is like an umbrella (in Western houses it is like a hat) covering it well from wind
and rain, but hardly any sunshine is let inside. According to Tanizaki, the beauty of Japanese
houses is in the shadows, dark earthen walls and in the shine of the wooden floor in dim
corridors.

Genryiichawa, p. 425.

589 Tankei, chikkei, and kaketédai: See Sadler 1962, pp. 11-12; Genshoku Chadé Daijiten, s.v.
tankei, chikkei, and kaketédai. Tankei lamps used in the tea-room are simple; there is a stand,
either wood or bamboo, to which a horizontal wooden pillar is attached. On top of the pillar
is a round hole, and little below the hole, a metal ring is attached. A Raku ceramic saucer is
placed on this ring. The same kind of saucer, but a little, saucer is placed on the stand. The
wick thread goes from the oil saucer, through the hole, all the way behind the pillar to the
stand. Vegetable oil is used. The most common one is called tankei and has several varia-
tions. Chikkei is a simplified model of tankei. It is a cut piece of bamboo. Kaketddai is a
hanging lamp, originally used in the preparation room (mizuya) or in the corridor. This is
made of wood or bamboo. The wooden one has a long slender back pillar to which a lattice
holder (kumote meaning "a spider's hand', a crisscross netting) made of wood is attached. A
hanging lamp of bamboo is just a piece of bamboo cut in such a way that the knot part
makes the bottom.
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Answer: Tankei, chikkei, and kaketédai are used in evening gatherings. In the times of
old, tankei lamps were Chinese... For the wabi style of Tea, the lamps were made of
bamboo and these are called chikkei... RikyQ favoured the type of tankei that is used
today. Kaketddai is used in the extreme wabi style of Tea, or in the little tea-rooms
such as a one-tatami mat with daime or in the two-tatami room, where there is no place
to put the rankei style of lamp.

As with all other utensils, lamps were also originally Chinese. Then, to promote
the feeling of wabi in chadé, Japanese Tea masters started to make simple lamps
from bamboo that were elegant in an unpretentious way. In the extreme wabi,
referring here to the wabi Tea of the small thatched hut practised by a really poor
person, a hanging mizuya lamp could be used. This was for purely practical rea-
sons: in a small tea-room there is no space for the standing lamp, and on the other
hand, a poor wabi Tea person might not have money to get two different kinds of
lamps: one for the tea-room and one for the mizuya. The mizuya lamp is definitely
needed and therefore this can be used in a tea-room.

As mentioned earlier in this section, even though a wabi Tea person is poor,
one should always pay attention that clothes should at least be clean, if not new,
and that one should always use new green bamboo and fresh wood. Cleanliness
and purity are emphasised in wabichadé. Similarly, the cleaning of the tea-room is
very important in the Tea studies. Okakura writes in The Book of Tea that the tea-
room is so clean that even a touch of dust cannot be found in the darkest corner,
and if any exist the host is not a master of Tea.’”® According to the Chanoyu Ichi-
eishi, the cleaning of the tea-room is the first thing that a Tea practitioner has to
learn properly.

RBREZEFEOETIZLT, B3~0bF, k8 —=, BROKE
EEOALERY B, KOBOWELL N, BEBLXEITLEEY
T, REH~x®m,

Cleaning is an everyday act for a Tea practitioner and should not be neglected... First
of all, the methods of cleaning are taught, and then, if one is willing to devote oneself
to the Way of Tea, one should, with great care and wholeheartedly clean and purify
every last corner of the room.

The citation continues with detailed instructions of how and in what order the
cleaning should be done. This is reminiscent of Ddgen's instructions for Zen
monks regulating acts of everyday life in Dogen's Shobdgenzé Zuimonki. Tea-
houses resemble the Zen temples in their simple architecture and humble appear-
ance. A Tea practitioners life has similarities to a Zen monk's life in the following
of the precepts of everyday activities and in an understanding of poverty. For
Dogen, following the precepts and daily practices is like concentrated zazen.572

370 Okakura 1989, p. 83.
3" Chanoyu Icheisht, pp. 341-342.
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Similarly, Tea should be practised with a concentrated mind, calmly and naturally.
In other words, the origins of the idea of wabi in utensils and in tea-houses lies in
Zen, too, as mentioned in Okakura's The Book of Tea:

The simplicity of the tea-room and its freedom from vulgarity make it truly a sanctuary
from the vexations of the outer world. There and there alone can one concentrate
oneself on undisturbed adoration of the beautiful 373

In the above, the tea-room is described as a place of sanctuary outside the mun-
dane world where one can concentrate on the adoration of the beautiful, meaning
that true beauty can be understood only in this absolute or higher state of mind
that occurs outside the mundane world (Chapter 2). A tea-room is not, however, a
holy place in any religious sense, that is to say a sacred place, such as a temple or
a church, because it is not the tea-room physically, but within one's mind and in
one's attitude, that the tea-room becomes place outside of the secular world.

To conclude, the sense of wabi in tea-rooms emerges from the small thatched-
hut tea-house with earthen walls and bamboo lattice outside the windows. Inside
the rooms, the feeling of wabi can be strengthened by using a distorted middle
pillar, a wooden fokonoma, or by leaving the underside of the roof visible above
the host fatami and in the mizuya. Further, in renewing the bamboo or tatami of
the tea-room, one should use one's own discretion whether to renew all or only a
portion. However, renewing all of it is recommended in this study, even though, in
some cases it might be even better to renew only parts of the rarami matting
instead of renewing them all. The subdued light of the shoza (first half of the
gathering) and the tranquil feeling in it refers to the philosophical values of wabi-
chadé. Opposing this, the brightness of the goza (the latter half) refers to the aes-
thetic and social aspects of Tea, in other words, Tea as an Art.

4.2.3. Roji Path

In this study, roji is not considered to be just any kind of garden-like path leading
to the tea-room, nor to symbolise strictly religious practices toward religious
goals. I believe that roji symbolises a 'path outside of this world' that indicates
attainment of the ultimate state of mind, where all acts become natural in the way

i Masunaga 1971, pp. 6-8, 78-79. Dogen writes: "In studying the Way, the first thing you

must do is to understand poverty. If you cast aside fame and profit, curry favour with no one,
and discard all things, you will certainly become a good monk." About concentrated zazen
Dégen writes as follows: "For a Zen monk the primary prerequisite for improvement is the
practice of concentrated zazen. Without arguing about who is clever and who inept, who is
wise and who foolish, just do zazen. You will then naturally improve."

573 Okakura 1989, p. 91.
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they are in the pure world of the Buddha. In roji, one comes together with nature,
and through it with the entire universe and universal mind.

Roji is not considered to be a path to religion, because chadé is not consid-
ered to be a religion, and therefore, religious realisation is not the aim of passing
through the roji. Rather, the journey is to the absolute state of mind, the absolute
freedom of the mind, similar to the Buddha mind. This is a state of mind one
searches for inside oneself, not an external 'outside power' which would lead one
to salvation. Here one must set apart the idea of Buddhist enlightenment, even
though the final, absolute state of mind seems to be identical to enlightenment.
Hence, in chadé, Zen and other Buddhist ideas are used to describe the central
ideas of Tea: they are used metaphorically, not in a literal sense. In Buddhism
concepts already existed to describe the principal themes, and these themes were
adapted into chadé. In Tea, they were expected to be used as guidelines for one's
practices, not as the final truth. The ultimate state of absolute freedom of the heart
is not parallel with the Buddhist safori as such, because these practices were not
established to understand the essence of Buddhism, but to understand the essence
of chadé.

In previous studies, roji has been examined either in a concrete way (Furuta
and Yoshimura)’™ or by focusing on philosophical values (Hisamatsu). To give
some examples, Furuta writes about the roji in an essayist's style, using only a few
citations from the classics. From the Zencharoku's chapter called Roji he finds two
definitions of roji: roji as an alternative name for the tea-room and roji as a place
for spiritual practices (ddj6). Furuta does not further describe roji in any specific
terms, but tries to explain it through feelings and subjective ideas.?”

On the other hand, Yoshimura mentions the spiritual meaning of roji signi-
fying, as he says, a path to religion and courtesy in behaviour, yet it does not
always have to be a trial of spiritual tribulation.’” Yoshimura does not emphasise
the philosophical meaning of the roji, but admits that it cannot be overlooked.5?”

374 See also Sadler 1962, pp. 19-25; Engel 1964, pp. 292, 297. Sadler introduces the question of

roji at a concrete and general level describing what roji consists of, and how it is constructed
with several illustrative drawings without discussing what is the sense of wabi in roji in
detail. Engel introduces roji in mostly a concrete meaning as being "the first act in this
drama". From there on, he introduces roji as seen with guest's eyes when they pass through
roji into the tea-room. Regarding the philosophical meaning of the roji, Engel states its being
an atmosphere through which Tea seeks the spiritual elevation of man. Further, roji is a pre-
paratory step both psychologically and physically, for the pure experience of art and beauty.
Furuta 1967, pp. 31-41.

Yoshimura 1984, pp. 133-150.

He explores this question through Nanpéroku's section called Roji that is included in the
reference books. This text is not used in this study of roji as a primary source because it is

from reference books that did not belong to the original version of the Nampéroku, and
moreover because similar and reliable information is available in Zencharoku.

575
576
577
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He points out the customs, how to behave and the historical development of roji,
and sees roji as an ordinary garden path. Therefore, he gives examples for de-
scribing roji, e.g., Saihdji, a famous moss temple in Kyoto, and Katsura Rikyii
Imperial Villa, whose gardens are among the most beautiful in Japan.

However, can these gardens really be considered to be the most representa-
tive examples describing the sense of wabi in roji? The gardens of Saihdji and
Katsura Rikyii are quite large and the roji is usually small and narrow. On the
other hand, Saihdji and Katsura Rikyii represent the shoin style of architecture, not
the wabi style of architecture, even though wabi is a central theme of Yoshimura's
book. The difference between these two is that shoin style means a formal style
where the garden is made so that it looks best when seen from a certain point
(usually) inside the house, but wabi style tea gardens are at their best when one
enters the garden path physically and enjoys the beauty of it by looking, smelling,
and hearing.

Hisamatsu's approach to the roji path is different from other studies in that it
is philosophical. He approaches the question through the word roji and its mean-
ing as an absolute state indicating Buddhist nirvdna, the perfect satori, or the pure
world of the Buddha, where there exist no earthly passions nor depravity of the
heart. Hisamatsu, unlike Furuta, emphasises that roji is not made just to be ob-
served from 'outside' as the gardens in shoin architecture (gardens were admired
from the houses or veranda, one did not enter them), but to feel them 'inside' with
all the six senses when one passes through it. This recalls the idea of the eight
consciousnesses in Buddhism: the six consciousnesses consisting sight, hearing,
smell, taste, touch, and the conscious mind plus the two consciousnesses of
"manas-consciousness" and the "store-consciousness".*’® Hisamatsu also discuss-
es roji and the sense of wabi it expresses stating that: wabi in roji is not using the
insufficiency of things as they are, but rather in making insufficiency sufficient
(2.3.1).

Hisamatsu's discussion on the white roji (byaku roji) goes even deeper in its
philosophy; he compares the idea of the white roji, the word used in the Nanpé-
roku and the Zencharoku as well, to the word 'white ox' (byakugo) used in the
Lotus Sutra where the word roji has its roots. According to Hisamatsu, white roji
indicates the pure world of the Buddha and the white ox of the Buddha who lives
in that world. In other words, they are one and the same thing indicating the state
of mind, the heart's satori, where one feels freedom from all anxieties, which be-
comes possible in the state where 'not a single thing exits'.*” Hisamatsu apparent-

578 Miyasaka, Schiffer and Gillman 1971, p. 11. Manas-consciousness means, in short, the mind

behind the scenes; it is a mental world whose existence we cannot perceive. The store-
consciousness refers to the universal will that has the root of existence of all things in the
universe. For further information, see Miyasaka, Schiffer and Gillman 1971, pp. 11-17.

37 Hisamatsu 1973, pp. 129-134, 250-252.
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ly expresses it as the site where 'not a single thing exists', signifying the absolute
state of the mind, similar to the meanings used in this study.

I would now like to study in more detail the idea of roji as a path leading to
the tea-room. The word roji (& #t) indicating a garden related to the tea-house,
consists of two Chinese characters: ro meaning fsuyu, "dew", and ji meaning
"ground" or "a place". Another meaning for ro is "frank" or "open" (state of mind).
Roji is not actually a garden in the Western sense but a path with stepping
stones* leading to the tea-house and it consists of a middle gate, a waiting arbour
(koshikake machiai), where guests relax before the host comes to welcome them
and again after the first half of the gathering, guests have a brief interlude there. It
also has a stone water basin (fsukubai; see Plate 3) where the guests rinse their
mouth and hands before entering the tea-room.®!

The word roji has not always been written with the above mentioned Chinese
characters. Of the sources available at the moment, Nanpdroku is the oldest where
the characters §& Hfi were used. However, in other sources, like Yamanoue Sojiki
and Sojinboku, roji is written with the Chinese characters ¥ #i1,%%? in Chéandoki
and Sekishii Sanbyakukajé with the Chinese characters ¥ ¥&,%® and in Késhin-
gegaki®®* roji is written with the Chinese characters $& 18.°% In Sugiki Fusai
Densho, the Chinese characters 4§ Hb *36 are used for roji. Even though different

#e Stepping stones have been used in roji since Ashikaga Yoshimasa (1435-1490) to lead the
guest to the tea-house and to protect a guest's feet from dirt. In more detail, see Chdandéki,
p. 362. See also Engel 1964, p. 292. According to Engel, stepping stones are placed for the
leisurely walk. Their rather small size demands direct attention to the ground rather than to
the roji as a whole. Some larger stones invite a person to slow his walk and have an overall
look around the garden. Engel writes that roji guides a guest's mind to be liberated from
the entanglements of everyday life, such as in "a captivating theater play". Engel's choice of
words emphasises his idea of rgji being an act in the play of Tea rather than the profound
philosophical meanings that it has for the true realization of the essence of chads and the
spirit of wabi, too.

Al Nowadays roji is divided into the outer roji and inner roji, such as in Zencharoku (Zencha-

roku: Roji no Koto, p. 304). However, originally this division into two did not exist. See
Sekishii Sanbyakukajd, p. 236. Chapter 6 is titled as "In the times of old, there was no outer
roji". In this chapter it is explained that Riky{i made this division, apparently without any
specific reason, when he served tea to the Tokugawa Hidetada (1579-1632). See also Sugiki
Fusai Densho, p. 156. Here it says that in Riky('s style of Tea 'the single roji’ is used. It is
assumed here that a 'single roji’ means roji that is not divided into inner and outer roji.

For example, in Yamanoue Sgjiki, p. 93, and in Sdjinboku, p. 154.
For example, in Chéandéki, p. 362, and in Sekishii Sanbyakukajd, p. 147.

Kashingegaki in CKZ 10. This book was known originally by the name Hégensai Gegaki
(Hogensai Koshinsosa, 1613-1671). It contains two chapters which transmit S6tan's writings
on Rikyi's teachings. The original book is in Omotesenke. The book is dated 1662.

For example, in Késhingegaki, p. 94.
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586 For example, in Sugiki Fusai Densho, p. 163. The first Chinese character is without the

"tree” (7<) radical but this character was not available to me.
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styles of writing roji exist, they all mean the same: a path-like garden leading into
the tea-house.

It can be argued that because the Chinese characters §& H (roji) were chosen
instead of the many other choices, they must contain some special meaning. In the
reference book of Nanpiroku, the word roji is said to come from the Lotus Sutra
where these Chinese characters are used meaning "dewy ground"*®” which is true
according to its dictionary meaning.** Hisamatsu does not agree with the simple
answer that the Chinese character for ro refers to dew (fsuyu), but emphasises a
deeper philosophical meaning of the roji path. Hisamatsu defines the word roji in
a sense that makes it comparable to the idea of the Buddhist nirvéina, complete
extinction (parinirvdna), or even the pure world of the Buddha (jédo). In other
words, it refers to the state when a person has exceeded the ultimate state of the
mind. The meaning of roji in chadé is purely Zen-related and it comes to mean the
essential, true state of mind of the human being. According to Hisamatsu, in this
essential state of mind, no earthly desires or delusions exist.’®® Hisamatsu's ex-
planations make sense. As has been shown earlier in this study (Chapter 2), the
essential nature of the self means the same as the Buddha-mind, which is similar
to the wabi mind in Tea. Roji and tea-room®”° come to mean a place where the
mind becomes frank and open, a place where the Buddha-mind, i.e., the essential
nature of the self, which is in this study called the wabi mind, exists.

[ found five qualities describing roji in Zencharoku®®': Roji as an alternative
name for the tea-house, roji indicating barren soil, roji symbolising the idea of the
Four Noble Truths, roji as a site of enlightenment, and finally, roji in the meaning
of 'another world'. The discussion of the philosophical aspects of the roji path is
based on these five characteristics of roji mentioned in the Zencharoku, which
show that the meaning of roji is more philosophical than just referring to a place
where early dew glitters on the green, although this also suggests the idea of
impermanence and purity.’%

387 Nanpéroku, p. 414. See also Sadler (1962, p. 19) who cites the passage from the Lotus Sutra:
"Escaping from the fire-stricken habitations of the Three Phenomenal Worlds, they take their

seats on dewy ground". This is mentioned also by Furuta 1967, pp. 34-35.

88 The meaning "farming fields" found in the Modern Reader's Japanese-English Character

Dictionary 1988, s.v. roji, is not so clear. Andrew Nelson apparently takes the literal mean-
ing 'dewy ground' as a metaphor for watered land, which, in Japan, may refer to farming
fields. This is a quite extraordinary choice for the only meaning given for roji in the
dictionary, since more common connotations for the word would be a 'path-like garden
leading to a tea-house' or a 'narrow street'.

Hisamatsu 1973, p. 130.

590 Nanporoku, p. 264: 7 {E / &FE~, - 'And furthermore the essence of wabi...' See
section 2.3.2 in this study.

Zencharoku: Roji no Koto, pp. 304-305. For a translation of the whole text, see Hirota 1995,
pp. 281-283, or Ikeda 1988, pp. 55-57.
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First of all, Zencharoku™ explains that ro means frank or open (arawaru)®*
and ji means heart or mind (kokoro). Therefore, the word roji actually refers to the
true nature of the self, it means refining and purifying one's heart from earthly
desires or passions. As a result of this, the true nature of the self, the true form, the
Buddha nature of all things, shall appear. Zencharoku defines this further, that roji
is an alternative name for a tea-room:

B, KEO—L B

Roji is another name for the tea-room

Before this statement, Zencharoku explains roji as indicating the true nature, the
Buddha nature, which is pure from all worldly desires and passions. It also says
that roji could be written as a 'white roji' where the word 'white' signifies purity.**®
Therefore, when roji is said to be another name for a tea-room, tea-room also
comes to mean a place manifesting one's true nature, the Buddha nature that
appears in the pure and immaculate world of the Buddha. From this world of the
Buddha emerges the Buddha mind (Buddha spirit) which can also be called the
true nature of the self, and moreover the wabi mind. Just as the world of the
Buddha and the true nature of the self are ultimate states, in the meaning of attain-
ing the state of mind existing beyond this world and referring to the idea of being
pure from all desires and blind passions, the tea-room and the roji also become
ultimate places. In other words, in this roji path that leads to the séan style of tea-
house, one should cleanse 'worldly dust' from one's mind.

The idea of roji being another name for the tea-room comes close to the idea
of the roji indicating 'the other world' which is explained in Zencharoku as
follows:

22 Nanporoku, p. 5; Chanoyu Ichieishi, p. 350. These two sources contain passages describing

the roji being sprinkled with water three times during the gathering: once before the guests
arrive, once during the brief interlude (nakadachi) between the first half and the second half
of the gathering, and the last time when the guests are leaving. This act has no connection
with the meaning of rgji as a word; it rather symbolises the balance between fire and water.
During the tea gathering, fire is made three times, and water is sprinkled three times on the
roji. Sprinkling the water on the roji symbolises to the renewing of roji during the gathering,

393 Zencharoku: Roji no Koto, p. 304.

594 The Chinese character ro possesses also a Japanese reading arawarw. Since this word is
written with hiragana characters, it is supposed here that it refers to the Chinese character ro,
given in the text, having a Japanese reading of arawa(re)ru meaning something that is
"frank", "open", or even "candid" but also something which is "public" or "plain". See also
Hirota 1995, p. 281.

Zencharoku: Roji no Koto, p. 304.

Zencharoku: Roji no Koto, p. 304: --- RN E MO EM ZET#Hic, B L 05,
X, BE#EELR, BRERRLIETY
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X, REZHERRER 7, RVBELEHLEY, Bic, HREEH
F(—), REMRLE, REFEmARLIRBZ L, Y7

And furthermore, the tea-room is called ‘another world' which is also a metaphor for
the essential nature of the self>*3 [the Buddha nature of the self]. In the Diamond Sutra
it says: "The world is no-world, and therefore it is called the world." One should "truly
avoid attachment, but maintain the spirit of the essential heart."

As already indicated above, roji is another name for the tea-room, and therefore,
they both refer to the idea of 'the other world'. The other world again suggests the
true nature of the self which can be called the Buddha nature, and as has been
shown earlier, the Buddha nature is a synonym for the idea of the wabi mind in
Tea. 'The other world' is explained with the words of the Diamond Sutra, which
uses negation, and the affirmation following the negation, in pointing out a higher
state of mind.” Therefore, the affirmation can indicate the complete (absolute)
affirmation. In Zencharoku's passage, too, both the 'world' and the 'non-world'
(A and —A) are needed to attain the ultimate world, and in this ultimate world the
true nature of the self will be revealed, i.e., the Buddha nature, which is "neither A
nor non-A" (see Section 2.3.1). Further, to attain the ultimate state, one should
attain freedom of the heart from the attachment without loosing the essential self.
Earlier in this study (Section 2.3.1), this was called the 'absolute freedom of the
heart', meaning that the essential mind should be like water: when it is poured into
the round container it adopts the round form. If it is poured into the square
container it takes the square form without loosing its essential property of still
being water (see also Section 2.3.6).6%

In Nanpéroku, a poem by Rikyi also illustrates the idea of roji as being a
place in the other world:

BEHE N H Since roji is only

A e a path that lies

EF= outside the mundane world.
>/ BT Then why scatter

fFZ =5 2060 dust of the heart there?
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Zencharoku: Roji no Koto, p. 305.

Jishin: Zencharoku: Roji no Koto, p. 306, note 6. The word is explained by suggesting the
idea of the absolute mind(heart), or the state of satori. It does not refer to the idea of the
mind(heart) in its simple sense, but rather to the idea of the Buddha nature.

See also Hirota 1988, p. 37. Hirota explains "the world is not the world" referring to all
objects as essentially empty or nonexistent. Therefore the world arises from the world of
impermanence and passions, yet it is penetrated by its own negation. Hirota sees, too, that
'the world' has two meanings: referring to nirvdna and to the realm of the idea of wabi.

599

890 Bukkydjiten, s.v. émushojiinishogoshin.
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The poem criticises those who scatter the dust of the heart (earthly passions
and desires) on the roji because it is a place outside this world, and therefore one
should approach it already with a clean heart (mind). This is similar to the first
lines of Nanporoku's Oboegaki,’®* where it says that 'chanoyu is first of all fol-
lowing the teachings of the Buddha, devoting oneself to ascetic training in order to
attain the Way' (Section 2.3.6). This conveys the meaning that one should cleanse
one's mind from worldly affairs and maintain spiritual training in order to attain
the absolute state of the heart, which in Tea refers to the true mastery and in Bud-
dhism to the site of enlightenment. Therefore, it is reasonable to ask why one
scatters the dust of the mind on the roji path when the mind should already be
cleansed before entering the roji path or tea-room. This spiritual training in Tea
means living one's life by keeping the teachings of the Buddha in one's mind and
leading a simple and modest life where every act becomes part of the Tea practice.

Another interpretation is that the roji is the place where, at last, one should
cleanse one's mind before entering the tea-room, the path from the secular world
to the other world. In the passage of Metsugo in Nanpéroku®® it says that the
essence of wabi lies in a crystal clear (immaculate), pure world of the Buddha, and
therefore, when one enters the roji path and little tea-room, one should sweep the
earthly dust away. This passage shows that roji, which leads all the way to the tea-
room, is the place to clean one's mind(heart). This suggests the idea that roji is a
path to the other world consisting of an outer roji that exists in this mundane
world and the an inner roji that exists in the other world, and these two worlds
are separated by the middle-gate (this is a typical construction of the roji path).
However, this latter explanation seems to better suit the idea of Tea as a Way.
This theme is examined more closely below when the idea of the Four Noble
Truths is introduced.

Another definition of the roji is 'barren soil' which can be explained by re-
ferring to the plants in the roji path as well as by the roji being a place of the 'not a
single thing' (mu ichi motsu). The Zencharoku describes this

FEOFRMOEEIZ L TRERDI 2L, B L B3, ™

The pure and immaculate barren soil of the vast land is called the roji.

Usually green plants bearing no fruit and no strong-smelling flowers®® are used in
the roji. The green plants calm one's mind and senses rather than stimulating

601 Nanpdroku, p. 319. Different variations of the translation of this poem can be found in the

following sources: Suzuki 1988, p. 282; Sadler 1962, p. 106; Tsutsui 1980, p. 39; Hisamatsu
1993, p. 20.

Nanpéroku, p. 3.
Nanpéroku, p. 264.
Zencharoku: Roji no Koto, p. 304.
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them, as flowers and various exciting scents would do, and therefore, the expres-
sion 'barren soil' can be explained as a metaphor for the 'barren flora' of the roji.
According to Chawashigetsushii, Riky( describes the sense of the roji to Kuwa-
yama Sakin (a Tea practitioner) with this poem by Jien (1155-1225):

BoED The leaves of the oak
HbAHRLRNLIZ with no turning to autumn colours
SRR R drift away into high piles.
BiLFD On this lonely road

B OV L X606 to a distant mountain temple.

The poem well illustrates the feeling in roji, a tea-house existing in a lonely and
distant place, hidden deep at the end of the roji, and it is given as an example in
several studies. In this study, the poem is not only used to illustrate the sense of
roji in general, but more specifically, to illustrate the metaphor of 'barren soil'
used in the Zencharoku. The feeling of 'barren soil' is emphasised with leaves of
the oak tree that scatter without turning to the autumn colours, i.e., the soil being
so 'barren' that it cannot even bear the beautiful colours of the autumn and causes
leaves simply to become withered and drop. A distant mountain temple is a meta-
phor for the tea-house that is usually located in a hidden place, even if built inside
the city. The word 'lonely' (sabishii) refers here to the feelings that grow from the
general atmosphere of the scene as a whole. Earlier in this section, roji is shown
as being another name for the tea-house, which is described in Jien's poem above
with the image of a 'distant mountain temple'. Another definition for the roji was,

o0 Sugiki Fusai Densho, p. 163. In this source, trees suitable to roji are: a pine tree, a maple, a

species of oak (such as white oak), an oleaster, a Japanese persimmon and chestnut trees, a
gardenia, a Japanese laurel, a winged spindle tree, a wax tree, and a bamboo. One should
avoid using trees that makes fruit or trees that have a strong smell, and rare plants in general.
See also Genryiichawa, p. 476. In this source it says that Riky@ favoured the paulownia tree
the most and had it planted on his roji path. There is also a poem connected to this statement:
'Leaves of paulownia / hard to find a way through them / have already fallen thick. / Even
though I am not / waiting for anyone to visitme.' f§ D $H H I bt /=< gz #V
b3 NE FE TR & . (Note: In this poem the ending keri is written with
katakana even though it is written with a Chinese character in the source used. Unfortunate-
ly, this character was not available to me. See, for example, Kangorin, character no. 9130.
The ending keri is written with katakana also in some other sources, such as Chadd Taikan:
Jokan 1933, p. 87.) Thinking about Tea, not the original meaning of the poem, this poem
suggests in metaphors that a tea-house is in a lonely place, hidden far from this world and
therefore it is difficult to find. Yet there is a positive hope that perhaps someday, after all,
someone will find one's way there. A host should always be prepared to welcome guests.
The poem emphasises simplicity, quietness, and naturalness about the roji itself; even the
fallen leaves are left as they are on the ground.

L Chawashigetsushd, p. 208. In the note to the book it says that this poem is originally in

Sankashi and was written by Saigyd (1118-1190). This information is incorrect and this is
also noted by other scholars. The poem above was written by Jien (1155-1225) and is found
in Shiigyokushii (1346). For another translation of the poem, see Suzuki 1988, p. 322.
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on the other hand, its signifying the ultimate state, i.e., the other world or the pure
world of the Buddha. Therefore, this poem illustrates the spirit of roji in that it
signifies the other world beyond the secular world with its earthly affairs and
WOrTies.

This ultimate state can also be explained using the saying, 'not a single thing'
(mu ichi motsu), describing a state where the essential, true nature of the self
emerges as described in Teika's poem (see Section 2.3.6).

RESIE When I look around

FELEDL there are no flowers

RHMR0ITY and no crimson leaves;
HWOLERD Only a thatched hut at the seashore
£k 47 607 in the dusk of autumn evening.

To repeat the explanation for the poem found in Nanpéroku,*®® a 'thatched hut at
the seashore' (ura no tomaya) points to a solitary dwelling and this evokes the ulti-
mate state where 'not a single thing' exists. Even though this poem by Teika has
been cited frequently in previous studies to illustrate the sense of wabi in chadé,
I would like to reconsider its meaning and how it describes the spirit of the roji.

Reconsidering Teika's poem above and what its metaphors might reveal
about the roji; many of the distinctive features connected with roji can be read in
the poem. First of all, the idea of a 'barren soil' can be read in the lines 'there are
no flowers and no crimson leaves'. In the roji, too, there are no blooming flowers
and no maple trees, at least not in large numbers (a few can be planted in such a
way that they do not disturb the feeling of calmness that roji is supposed to con-
vey). Earlier in Jien's poem the idea of barren soil was expressed in a similar way,
using the words that 'the withered leaves of the oak scatter away without turning
to autumn colours'. In Teika's poem a 'thatched hut at the seashore', and a 'distant
mountain temple' in Jien's poem, both refer to the ultimate state of 'not a single
thing' which can be understood as a metaphor referring to another world. Not a
single thing' also suggests a solitary, barren place where plants and trees bear no
flowers or berries. In Teika's poem the feeling of this kind of chill (hie) solitude is
expressed with 'the dusk of the autumn evening', and similarly in Jien's poem with
the image of a lonely road leading to a distant mountain temple, having hardly any
visitors, only the leaves of oak piling high without turning into the bright autumn
colours. The main structure of both poems is similar and by combining these
ideas, another definition of the roji as 'a barren land', the ultimate state of the 'not
a single thing' can be found.

Ber Nanpéroku, p. 16.

608 Nanpéroku, pp. 16-17.
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The idea of 'not a single thing' that exists in 'the other world' from which the
essential nature of the true self emerges are related to the following description of
roji, the idea of the Four Noble Truths, that is introduced in Zencharoku:

BV IR, RECR~TD2Y, BEOEIL, U<HEPAF by o OF
i B8
Furthermore, when this is compared and combined with the idea of the essential nature

of the self, in the commentary of the Lotus Sutra it says: the four roads crossing is a
metaphor for the Four Noble Truths.

In Zencharoku, roji is described as being a path to enlightenment by maintaining
the Four Noble Truths.®!® Therefore, passing through the roji one should under-
stand the cause of all suffering and change one's attitude toward these Four Noble
Truths by having the right view of one's daily life, which means living in harmony
with all the circumstances that life might bring, even with the suffering and insuf-
ficiency of everyday life. Rikyd's poem, "since roji is only..." could also be inter-
preted to mean that since roji is a path to the enlightenment, one should not scatter
the dust of the heart (earthly desires) along the path. One should rather cleanse
one's mind, not by extinguishing all the 'dust of the heart', but rather by keeping in
one's mind the Eightfold Path of the right way and living in harmony with the
'dust of the heart'. By preserving these precepts in one's daily life it becomes pos-
sible to attain the Buddha-mind, i.e., the absolute state of mind, which in chadé is
also called the wabi mind.

As understood from the explanation above, the Four Noble Truths lead to the
site of enlightenment that is also the last definition of the roji found in Zen-
charoku:

609 Zencharoku: Roji no Koto, p. 304. In the original text this passage follows the passage: =~ &

OFRBOEREIZLTERZ 2% 5, &#h L &3 ' The pure and immaculate barren
soil of the vast land is called the roji.' I interpret this passage in the sense that something
which is pure and immaculate is an image of the true nature of the self, which again can be
explained with the cited passage of the Lorus Sutra. Unfortunately, it was impossible to re-
produce the Chinese character ku meaning a "crossroads" in the combination of shiku, 'four
roads crossing' for typographical reasons, as well as the Chinese character fafoeru, meaning
"to use someone's words/things for explaining something", "to use a metaphor", "to com-
pare." This character also has a reading of tatoe meaning "to understand", "to attain satori",
or "a metaphor".

On the Four noble Truths and the Eightfold Path, see Miyasaka, Schiffer and Gillman 1971,
pp- 183-194; Matsunaga and Matsunaga 1974, p. 42. The Four Noble truths are mentioned in
the Lotus Sutra and they are as follows: the Truth of Suffering (kutai), the Truth of Cause
(jittai), the Truth of Extinction (mettai), and the Truth of the Path (ddtai). The Eightfold
Path means the right view, right thinking, right speech, right action, right living, right
endeavor, right memory, and right meditation.

610
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EHE=D L, B RE MO

The site for enlightenment also becomes a synonym for the word roji.

‘The site for enlightenment' means a place for spiritual training, a place for culti-
vating one's self in order to attain the state of enlightenment in Buddhism, or true
mastery in traditional arts like N6 or chadé, or in martial arts such as kends. This
is a natural conclusion for the rationale presented to this point: that roji means
another world, the state of 'not a single thing', or roji expressing the true nature of
the essential self emerging by maintaining the Four Noble Truths whose aims are
spiritual awakening, i.e., the state of enlightenment. On the other hand, the state of
'not a single thing' or the other world, a state from which the true nature of the
essential self emerges, are all descriptions of the place for spiritual training. The
word dojé literally means a place where the Buddha attained enlightenment. In a
broad sense, it is used to signify a place where one practises ascetic (containing
also spiritual) training to attain enlightenment. When combined with the idea of
roji, both of these meanings are included: passing through roji means spiritual
training in order to attain satori (see sections 2.3.5-2.3.7). Spiritually roji refers to
the idea of leaving this world, just as monks leave their homes in order to enter a
monastery. Furthermore, it means throwing away one's old mind, way of thinking
and valuing things, in order to attain the essential true self.

Nanpéroku®'? illustrates the same idea with the passage in which the essence
of wabi emerges from the crystal clear (immaculate), pure world of the Buddha.
When one enters the roji path leading into a little tea-room (séan), one should
sweep all the earthly dust away, meaning that roji and Tea practices as such are
the place for spiritual training, and therefore, in chadé as well as in one's daily
life, one should preserve the teachings of the Buddha and maintain the Eightfold
Path of the Right Way of the living.

In the poems of "miwataseba..." and "kashinohano..." introduced earlier in
this section to illustrate the sense of the roji, the site of enlightenment is suggested
in the metaphors, 'distant mountain temple' and a 'a thatched hut at the seashore.'
According to Nanpdroku, 'a thatched hut at the seashore' refers to the state of 'not
a single thing', and therefore, it can be argued that similarly a 'distant mountain
temple' can be interpreted in the same way, describing the site of enlightenment,
i.e., the Buddha-mind that in chadé is called the wabi mind. The feeling of soli-
tude that is expressed in Jien's poem ("kashinohano"), which is usually given in
most of studies as an example of the sense of roji, also conveys the idea of
solitude in this Way, which extends to the awareness that the Truth of Suffering

811 Zencharoku: Roji no Koto, p. 304. The word ddjé is interpreted quite freely above, but it

also holds a meaning "the Way of the Buddha" (Bukkyédjiten, s.v. ddjé). However, the
original Sanskrit word bodhi-manda means literally the essence of enlightenment, satori.

2 Nanpéroku, p. 264.
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cannot be ignored, but one should rather try to accept it as such, free oneself from
the roots of suffering, and live in harmony with them.

The Chinese characters used for writing roji (& 1) show that roji is not only
a kind of garden but that it possesses philosophical values indicated by the se-
lected Chinese characters in the word roji. From this philosophical meaning of the
roji, referring in the end to the place for spiritual training from which the Buddha-
mind, i.e., the wabi mind or the true nature of the self emerges, I continue to
examine the sense of wabi in roji on a more concrete level by describing some
characteristics of wabi in the roji path.

As mentioned earlier in this section, roji has primarily green plants and trees
and the general appearance is calm and natural without any stimulating multi-
coloured flowers, whose tempting scents demand one's attention. Naturalness
emerges from the selected trees, plants and stones which have their natural form
as they would have in nature, without someone re-forming their shape to please
one's own taste. Actually these two terms, naturalness and calmness, are closely
related to each other — for one to become true the other is also needed. According
to Sekishil Sanbyakukajé,%" in the roji the trees, plants and stones should be ar-
ranged as they would be found in their natural surroundings. The selected mate-
rials do not have to be the best available, but rather one should be concerned that
the general appearance is modest. Artificiality has no place in the roji path. The
sense of naturalness gives rise to the feeling of calmness and tranquillity. Insuf-
ficiency is part of serenity, meaning that one is in harmony with the idea of
insufficiency in life. A natural effect without a human effort is not possible in Tea
and artificiality is one side of the idea of beauty in chadé as explained in Sekishii
Sanbyakukajé (Section 4.2.2) that 70-80% out of the total should be natural. These
proportions suggest the fact that the remainder (approximately 20-30%) allows for
human effort. In roji it is also essential that the construction as well as the plants
and trees used suit one's purposes. A wabi Tea practitioner's roji should be humble
and modest, and though it may seem insufficient to others, one should be satisfied
with it as such and try not to make things look artificially better or finer than they
actually are, because artificiality breaks the feeling of serenity, harmony, and
naturalness.

In the construction of roji, contrasts are desirable. From the combinations of
old and new, having something fine and something modest, emerges the sense of
wabi in roji. This means that the general appearance should be naturally serene,
i.e., the construction and the feeling in roji should create an image of nature itself
in its calmness and harmony. In roji, there are no blooming flowers, consistent
with the idea of insufficiency in Tea. The minimalist way of putting flowers into

613 gekisha Sanbyakukajo, p. 232. See the citation and the translation in Section 4.2.2 of this

study where this it was cited to explain the tea-room.
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the tokonoma of the tea-room compels the observer to look and to appreciate the
beauty of a single flower. Having no flowers in roji also promotes the feeling of
calm and tranquillity; having numerous beautiful flowers in different colours and
in different scents stimulates one's senses and in a way that opposes the idea of
wabi in roji. Rather, roji should give the impression of a lonely road to a distant
mountain temple, not a garden full of beautiful flowers. When one enters the roji
one should not feel that one enters a garden, but that one is entering the Way, as it
exists in all of nature.

The idea of calmness and harmony with regard to using things suitable for

one's own style of Tea is expressed in the following passage of the Genryiichawa
which deals with the middle gate of the roji.

Flk N — MR ZBIZEY . RBZRAE N MELZICHY EHEL, X%
BZLOBD, BHOMNE~ABLVL~ARCHMBEZELL, PTEHORE L
BrirobhnE, 5@ - BMHLFIKORZMPNE~E L, kitEC
L DEERNIT, H®ABL S, BEHARMHAELE~LREY,
X, F/)RENERANE, TRFHXRBEN2ET, RED4HERDE
slIhBEANE, LEDIEARERZAN, BEHAFL S0, =M
W, REFEATF - BERZLVOT, BICE Y 2 0 HFKICL
~bh, BH5AL, RAWH L CTHEORFL, EALEMORIRET,
FBNLLBLOANGEE, ErEBI<ALID & D8I THE, M

Riky( followed wholly Shukd's idea of Tea and understood that the appearance of cha-
noyu is based on the spirit of wabi. The arrangements of the tea-room and the construc-
tion of the rgji path earnestly express the profound meaning of tranquillity [calmness],
and therefore, he used the sarudo-gate as a middle gate in the roji. Oribe and Ensh®13
also respected Riky('s style, but as they both were daimyds, Oribe chose the naka-
guguri-gate and Enshd the chiimon style of gate. Further, Sen Sétan was a wabi Tea
practitioner and he used a sudo gate or sekichiku style of fence; each of these men used
the gates that naturally fit their own worlds. However, an inexperienced person could
say that in the Oribe style of Tea a nakakuguri gate is used, in the Enshi style of Tea
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Genrytichawa, p. 401.

Oribe and Enshii: Genshoku Chadé Daijiten, s.v. Furuta Oribe and Kobori Enshii. Oribe and
Enshi are said to be two Great Tea Masters after Rikyl. Furuta Oribe (1544-1615) was a
Tea master, a poet, and daimyd. Oribe was born in the Mino prefecture and one style of
Mino ceramics carries his name (Oribeyaki). He is said to be one of the seven disciples of
Rikyi. Kobori Enshii (1579-1647) was born in the Omi prefecture (now the Shiga prefec-
ture) and he was a daimyé and well-educated man. Enshil was also a Great Tea Master
knowing poetry, Zen and calligraphy. He had a sense of architecture and the art of design.
Enshii was especially famous for giving poetic names for tea utensils, and was gifted in
ceramics. His kiln is one of the seven famous kilns in Japan. He was fond of painting,
especially the Kané school of painting (originally warrior-class painters from the Momo-
yama period) and he used pictures in the tokonoma even though Zen scrolls were more
common in tea-rooms. The Enshil style is quite aristocratic and his Tea is called "beautiful
sabi" (kirei sabi) which is a combination of the idea of yrigen from the Ochd-period (refers
to the Nara and Heian periods, but sometimes only to the Heian period) and the idea of wabi
from the Japanese middle ages (Kamakura-Muromachi period). For further information, see
Sadler 1962, pp. 77-79; Tkeda 1988, p. 21.
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the chimon and in the Sétan style of Tea the sudo or sarudo®!6 are used. One should
understand that there are differences in different styles of Tea; yet a wealthy person
should not practise Tea in the Sotan style by emphasising the spirit of wabi, and a wabi
person should not practise a graceful style of Tea in Enshil's style. Both of these show
that one has no true understanding of Tea (chadd).

First of all, the concrete meaning of the roji path is to deepen one's heart and to
convey profound calm and tranquil feelings. The sense of tranquillity also con-
tains the idea of harmony, meaning that each person should make the best of what
they have and use things that naturally fit into their world. It is not a rule that
different schools of Tea should only prefer the kind of gates used in their style of
Tea. However, a poor wabi Tea practitioner should not try to practise the costly
and beautiful Enshd style of Tea because he cannot afford it, and therefore the
result will look artificial as well as cheap. Also, those having money should not
try to practise the wabi style on purpose because it is not natural for them and the
result is shabby and 'just poor' being far away from the original meaning of wabi.
Every style of Tea has its own beauty and one should try to practise Tea so that
this beauty is successfully conveyed. It is most important to practise Tea in a
manner that fits one's world naturally.

The spirit of wabi concerns not only the style of the gate, but also how the old
gates are renewed. The following passage from Chanoyu Ichieishii deals with re-
newing the bamboo of the sudo style of gate, which in the passage above was
noted as possessing the sense of wabi.

Ts&- -ME, Fh=®~L, fE=, EME=FLFNME LA,
TRt Hdiedsb, HMRFH2 b oW, LELRAK, BrEt~
L. 617

The bamboo of the sudo style of gate and the fence (around the tea-house and garden)
should be renewed with new green bamboo. In the wabi style of Tea, the old bamboo
of the fence can be renewed here and there with new green bamboo, and further,
renewing also the supporting pillars of bamboo becomes an interesting detail to view.
In the brushwood fence, the supporting pillars of bamboo are also renewed.

816 Gates: see Genshoku Chadé Daijiten, s.v. nakakuguri, chimon, sarudo, sudo. Nakakuguri

(see picture in the book) is a wall-like middle gate that resembles the earthen wall of the tea-
house with a crawl-in entrance (nijiriguchi). This style of gate has a roof. The Enshi style of
chumon is a simplified version of Oribe's gate. It is a wooden gate with a roof, yet the en-
trance is a normal doorway, not a crawl-in entrance. Sarudo is a wooden gate where within
two pillars a door is hung. The door is built so that it has a supporting paling or only vertical
supporting pillars of bamboo, to which the door panel is attached. Sudo is the simplest kind
of gate that resembles a wicket. It is made of bamboo and it has two quite low and light
pillars within which the bamboo fence-like door is hung. This gate does not obstruct the
view to the other side of the garden, as do the three others (for picture, see Genshoku Chadé
Daijiten, pp. 416, 422). No further information is available on the sekichiku kind of fence
which is supposedly a simple bamboo fence. See pictures of different kinds of gates in Sen,
Murata and Kitamura 1959, pp. 32-35.

817 Chanoyu Ichieishu, p. 343.
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In general, the author of Chanoyu Ichieishii, Ii Naosuke (1815-1860), seems to
like the style in which only parts of the bamboo of the gate are renewed. Earlier in
this study, a similar passage concerning the bamboo lattice of the window and
tatami mats was discussed (Section 4.2.2), and, concerning the tea-room, it was
suggested that each occasion should be considered carefully to be appropriate for
the circumstances. Here again, it is difficult to say if this combination of old and
new possesses the sense of wabi. If only parts of the bamboo lattice of the tea-
room or the bamboo of the sudo gate are renewed, the contrast of old and new
might be too striking. They may lose the feeling of naturalness and become artifi-
cial and even further, they will seem to have been purposely made to look inter-
esting to possess the sense of wabi. Following the same reasoning, all the bamboo
of the sudo gate or the brushwood fence should be renewed at the same time.

The following passage contains Rikyi's criticism of those who create the
sense of wabi in a forced and artificial way. Everything that looks old and modest
does not automatically possess the spirit of wabi. Wabi is an inbomn spirit in an
object, some have it naturally and some will never possess it. Similar to the idea
that a person may possess a wabi mind(heart), an object may also possess the wabi
spirit.

OYORES, 25, S3EOhe~, TXBBOREZELRVEL
bhvicho, BHOGTEIZLDIEMFEFHV Y, REEUTTEDLL
AElfEEDBNiZ, B, Dbho s EFEET, HATHEEBERALSF
LIFEFNL, WhAELRREZ, S TEEEUFIVRELERSD
FHhobh. TOARZEOHRABORIMPBEI~L, Tt~ EDLRBAN,
BEFE~Y®E, WhKHHEERZEFMELALE VAR, FE.
ERIHN, BREORLS SHARTWELEVWLEALVWOTHER
5%, TOESHAYVTIZIVCTHBLEEATL, D50 &iC
T, EADEKBIHRZHED

At the time of kuchikiri, Rikyii visited one wabi Tea person with Mozuya no Séan. In
the roji there was an old sarudo style of gate as a middle gate. S6an said that the old,
aged gate looked very interesting, to which Rikyi replied: "I do not believe that is an
old, aged gate. I rather believe that it is a very fine gate. And why do I think so? It was
surely ordered somewhere from a distant mountain temple and has been brought here.
One should now consider all the trouble and expense this causes; for instance, a person
possessing a wabi mind(heart) would go straight to the door-makers shop and ask for a
very modest sarudo-gate. To which the door-shop keeper would answer: I shall put it
together using the waste pieces of pine and [Japanese] cedar and make a gate. This gate
should be hung just as it is and it will truly have the aged, tarnished feeling within it.
Doing it this way, illustrates a person's sense of chanoyu."

618 Mozuya: The old Chinese character for mozu, "a shrike", was not available to me, therefore

katakana syllables are used instead. See, for example, Kangorin, character no. 9172.

Chawashigetsushii, pp. 227-228. The same story explained in slightly different words can
also be found in Genryfichawa, p. 428.

619
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Objects possessing the sense of wabi possess it naturally as they are. These objects
are not made to look aged and modest skillfully with great effort and cost. A Tea
person who does this is not a true wabi Tea person and his gate does not possess
the true wabi spirit. True wabi objects are made skillfully at low cost, and there-
fore they possess the spirit of wabi naturally — not artificially. Here the spirit of
wabi is opposite to that which is fine, carefully finished to the last detail, and
made from the best material available without worrying about the cost. Wabi
means using whatever material is available, even waste pieces, and making the
best out of it at low cost. To be able to do this, a skillful eye is needed to recognise
the advantages and disadvantages of the objects and the beauty beyond them. Of
course, it is easier to have good taste if one has a lot of money and everything is
possible. However, without money one needs creativity and good taste to create
something interesting and modestly elegant out of nothing.

At the tea gatherings held in the late evenings or even at midnight, lamps are
needed in the roji for the guests to find their way through the roji into the tea-
house. The following passage from the Genryiichawa discusses the sense of wabi
that the lamps used in the roji possess.

B, EMIALT, BL - BALVEFH/BIZTEADA=HLAE, Vi
S TR,

E, BBRSEN, FHEEAR~L L. AANDR. KE2ZRED
BRIZLT, BehEx@BLVWELE=, BHRZRE6, BRICITS L
KV HEEEORBRIIPRATRE=XY, FRIKAFE I 55 288
B, EE, BN NEROERZL N, HLTRALOLAY bAFE=
B~lb, AR - BRFRAVWHSICERS, BL T, FHLHARE
N, FRAOBIC A F 2 %620

Question: In the Enshil school of Tea, in the evening and midnight tea-gatherings, the
host shall come out to welcome the guests in the roji carrying the portable candlestick
(teshoku)®2!. What should we think about this custom?

Answer: Until the times of J6-6, the portable candlestick was used. The atmosphere of
the evening and midnight tea-gatherings of Tea should be calm and express profound
feelings, but the portable candlestick gives a frightening feeling and it does not fit into
the sense of wabi. Therefore, Rikyl started to use the tedérd522 instead of the portable
candlestick (teshoku). However, Enshi, who was a wealthy person and had prestige,
thought it was important to have changes in different kinds of tea-gatherings; one

620 Genryilichawa, pp. 433-434; see also p. 426. The passage explains that in the roji path paper-

enclosed oil lamps (anden) can be used in the evening and midnight gatherings. The so-
called kakiawasenuri (the colour is blackish or red-ochre rouge lacquer on top of puckered
persimmon-coloured lacquer) is said to contain the sense of wabi in this kind of lamp. The
andon-style of lamp can be used inside the tea-room, as well as in the roji path.

621 Genshoku Chadé Daijiten, s.v. teshoku. A portable candle stand made of metal. It contains a
little metal saucer which has a spike to hold a candle. Below the saucer there are two feet and
the handle also serves as a foot to balance the candle stand if it is placed on the ground.

622

Tedéré means a portable lantern where the candle is protected against wind and rain. These
can be made from bamboo, wood, or metal. No description of this object has been preserved.
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should consider carefully what kind of lamp to use if the wind is strong, or if it is rain-
ing or snowing. An inexperienced person should, however, use a portable candlestick.

In the passage above we read that portable candlesticks do not possess the sense of
wabi because they cause frightening shadows which disturb the peaceful and calm
feeling of the roji. Therefore, Rikytl invented the tedord style of covered portable
lantern that softened shadows and was proof against wind and snow. In this
passage of Genryiichawa, as discussed earlier in this study concerning the middle
pillar of the tea-room, it can be claimed that the fedéré is favoured more for prac-
tical reasons. If only the sense of wabi is emphasised, a simple portable candle-
stick in its simplicity and humbleness would be a natural choice as a wabi item.
There is usually a standing stone lantern giving light to the roji path, and portable
candlesticks are used to give some extra light if needed. During the evening and
midnight gatherings these lamps in the roji possess an aesthetic value, referring to
the idea of contrasting of dark and light (yin/yang) appreciated in chadé.

Again, similar to the tea-rooms, the cleaning of the roji, and especially clean-
ing of the toilet (sefchin) in the waiting arbour, plays an important role in the gen-
eral feeling. The following passage from Chanoyu Ichieishii emphasises the spirit-
ual meaning behind the cleaning, which is considered to be an indicator of the
host's state of mind. It shows how sincerely the host is devoted to the Way of Tea.

EEN, LB AEEDOZILIZT, E=Tb, RAX LD, ¥
Bl EEEM, K2, EFRLLERONEZUDALE, E1T
DLEHE—2Y)  EEF ABELEMN, RXOTRELHEELE?

The toilet should be new and fresh. Even in the wabi style of Tea, it should be as new
and as pure as possible; this is an old custom... According to this, a host and the guests
shall, first of all, look inside the toilet, in order to understand the state of the mind of
spiritual training [of the host]. An ancient master says: "Wabisuki means putting one's
whole heart to cleaning and repeating it several times."

Looking at the toilet reveals the state of mind in which spiritual training has been
carried out. Further, in a wabi style of Tea one should pay special attention to the
careful cleaning of the toilet. Here the word shugyd, ascetic or spiritual training, is
used to emphasise the spiritual meaning of the cleaning. There is also a passage in
Nanpéroku®®* in which the cleaning of the toilet is described as having an endless

bl Chanoyu Ichieishd, p. 346. See also Sugiki Fusai Densho, p. 163. There is also a passage that

deals with the importance of cleaning the roji path. The passage says that Rikyl's style of
Tea emphasises the roji path and further, especially wabi Tea persons should keep the roji
path clean as everything else. Yet the result of excessive cleaning lacks artistic effect and is
no longer interesting. Note that the word hie (chill) is not used here with aesthetic values
similar to those used in poetry or in chads, but in the meaning of susamashii, meaning

"lacking artistic taste" or "sadness because of insufficiency".

624 Nanpéroku, p. 279; see also pp. 281-282. This passage explains how white sand should be

used in the setchin and how it indicates purity.
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number of rules similar to the many rules concerning to the cleaning in Zen
monasteries. The passage continues to explain that even if the sense of wabi is
strongly emphasised with the selected materials in the roji path, such as old pillars
and old bamboo, everything concerning the toilet has to be extremely clean.
However, even though the cleaning of the toilet is strongly emphasised in the
classics, the toilet in the roji, the setchin, is actually not even used. Cleaning
symbolises a host's state of mind, how the ascetic (spiritual) training is carried out
and the guests should regard the sefchin with the same spirit, meaning keeping in
mind the heart of the spiritual training.%”> There is another toilet in roji called
shitabarasetchin ('abdomen toilet')®?® for guests' natural use.

The cleaning of the roji and how it is done has an important effect on the
general feeling of the roji. The cleaning is not only spiritual training but also an
expression of art. The following story from Chawashigetsushii is about Rikyd,
who was invited to a morning tea gathering.

SOHOHEBE, AKREFOA TSRS, HEIKCEOEEL Y
DL T, BREOBERLOLUHKOLLT, kb L Eh~Y I, [TY
BLLALIE., SheZTExEDRhiZ, T8I TEDOALN
B, HADZEL . BOAVRK—FEbLRL, FOR, kK, BLTER
DR, BHOERLAN, BiIZiZhE, BROLA A, ZOB BHLIE
DOLBHbEFDOE S RANLFTEM L N~y 627

One morning, Rikyi arrived at the moming gathering with a companion. On that very
morning a storm occurred, and scattered leaves piled up on the roji. The scene of the
roji, gave a feeling of a mountain forest. Rikyi looked at the roji once again and said:
"The feeling of the whole roji is very fascinating. However, since the host is not a
gifted Tea man, he will certainly clean all the leaves away." Just as expected when they
were leaving there was not a single leaf left. Seeing this, Rikyd said: "The cleaning of
the roji should be done so that, if the guests arrive in the morning, the roji is cleaned
the evening before. If they arrive at noon the cleaning should be finished the same
morning. The leaves scattering after cleaning should be left as they are. This is an act
of a gifted Tea person."”

The passage shows the importance of naturalness, which in chadé means letting
things be and accepting them as they are. Too much human effort breaks the feel-
ing of naturalness and the result is artificial. However, naturalness without human
effort is not preferred either. As shown above, a gifted Tea practitioner will clean
the roji path very carefully, but will not overdo it, and this should be done the

625
626
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Nanpéroku, p. 279.
Shitabarasetchin: Chanoyu Ichieishd, p. 347.

Chawashigetsushd, p. 204. In the original text used for this study the words 'evening' and
'noon’ were written with the old characters, which were not available to me. The same pas-
sage can be also found in Genryrichawa with a few variations, such as the tree, which is not
identified in the passage above, is said to be an oak, and in Genryiichawa, the oak leaves
were scattered on the stepping stones. For details, see Genryfichawa, p. 465.
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evening or morning before the gathering. If some leaves scatter after that, they
should be left as they are, thus conveying the idea of creative impulse. The idea of
tranquillity (serenity) is also part of the concept of naturalness. Concerning the
roji, this is emphasised by making it resemble an image of a peaceful mountain
path deep in the forest, an image which was disturbed in the passage cited above
when the host cleaned the roji during the gathering.

QOkakura calls the knowledge of how to clean, sweep, dust, and wash as "the
art of cleaning". He illustrates his statement with the story about Riky1, in which
Rikyii was watching his son Soan cleaning the roji, and no matter how carefully
Soan cleaned, Riky(i was not satisfied. Finally, Séan got desperate and asked what
was wrong; he had already cleaned every corner of the whole roji several times
and he himself could not find anything more that could be done. Riky(i scolded
Soan for being such a fool and for not understanding that the true meaning behind
the cleaning lies not in how the roji should be swept, but that it should be done
with the heart so the result is beautiful and natural. Thereupon, Rikyl shook the
trees and let the golden autumn leaves scatter all around the roji.%

Hisamatsu comments on the idea of naturalness, stating that an intent or a
motif for doing something (sakui)®® exists in every act and cannot be avoided.
This becomes the same as the idea of creativity which he calls being "self-
consciously creative".®*? In other words, in naturalness 'artificiality' always exists,
which comes to mean creativity in the realisation of the self. One example of the
creative impulse in naturalness is the story in Chanoyu Ichieishi®! that illustrates
the beauty of the pine needles and their use in decorating roji. Only the best
needles are selected, and they are washed and scattered on the ground just as they
would scatter there naturally. It could be said that one polishes or completes the
beauty of nature that nature could not finish by itself, which is called creativity in
naturalness.

The significance of this discussion about the idea of roji is twofold: first roji
is approached through its philosophical meaning and then in its concrete appear-
ance. These examples illustrate the feeling of naturalness in roji, and possess the
idea of letting things be just as they would be in nature, creating the feeling of
natural calmness. As shown in the examples, the idea of naturalness without
human effort is impossible in Japanese philosophy and this effort is called
creativity, or a creative impulse.

628 Okakura 1989, p. 84.

629 This sakui is written with the two characters #E & , meaning literally "to create a heart or

taste” and its dictionary meaning is "a central theme", "a motif ", "a creative impulse”; in
contrast the other sakui of ¥E 7% , which is a compound of two characters of "for the sake of
making something", i.e., artificiality.

Hisamatsu 1973, p. 356.

Chanoyu Ichieishi, p. 342.

630
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4.3. JO-O'S SENSE OF WABI IN CHADO
THROUGH DIARIES OF TEA GATHERINGS

In this section, I shall focus discussion on J8-6's and Rikyi's sense of wabi re-
flected in the tea-diaries (chakaiki), such as Matsuyakaiki and Tenndjiyakaiki. For
the purposes of this study the emphasis is on the sense of wabi in the outer appear-
ance of the tea gatherings in general: the utensils used, tea-rooms, or in the style
of the roji connected to the tea-rooms. The content of the tea-diaries varies a great
deal. Sometimes only a few items used are mentioned, but sometimes they contain
more information on the meal served, naming even ingredients used for the meal,
or discussion carried out during the gathering in the tea-room. It is also understood
from the sources that shoza, the first half and goza, the second half existed then as
they do today.

J6-0's tea gatherings (chakai) that are known today were recorded between
the years 1542-1555. Altogether, 13 gatherings that J6-6 hosted himself or to
which he was invited as a guest could be found in the classics used for this study.
In this section, J6-0's sense of wabi is approached through tea gatherings by
comparing his first and last tea gatherings. This illustrates how J&-0's tea changed
from the luxurious (hanakéyoé) toward the cold, lean, and withered (karekashikete
samukare) that was the ultimate goal of J6-0's sense of wabi. A detailed list of the
tea utensils known to be owned, used, or appreciated by J6-6, according to the
classical sources used, is included as an appendix to this study, supporting the
information and discussion based on J6-0's tea gatherings. In this section, tea
utensils are not discussed from the historical/archaeological point of view with
detailed information concerning the origins of the utensils. Rather, this approach
focuses on introducing J6-6's sense of wabi in tea gatherings by examining what
type of tea utensils he used, owned, and admired. Based on this information,
conclusions concerning J6-8's taste of wabi in chadé are set forth and examined.

4.3.1. The Master's Reflection on His Choice of Tea Utensils

A oAy

As shown earlier in this study, J6-6's philosophical ideas about the wabi style of
Tea were strongly influenced by Eigataigai. From this source he adapted and
revised certain ideas of poetry suitable for chadé (see sections 3.1.1 and 3.1.2).
J6-6 also used Shinkei's expression to illustrate his ultimate goal of Tea: that it
should contain the sense of the cold, lean, and withered (karekashikete samukare)
in style and in the appearance of chad6.5*? For J6-0, the basis of understanding

632 Yamanoue S6jiki, p. 97: K IS BT EEK / BEE ., BRI I TEIL M E,
KT REEMZ Y X BB E == b 'Renga master Shinkei says, renga poetry
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beauty seems to be in the 'old style'®>> — what he calls a proper style (shdfiitei)*3*.
J6-6 emphasises that before one is able to create something new and use one's
creativity in selecting new tea utensils, or even making them oneself, one needs to
study the proper style thoroughly to understand their beauty. In chadd, this means
studying old tea utensils that were mostly Chinese (karamono) masterpieces or old
famed utensils. After mastering this, it becomes possible to move toward the wabi
style of Tea and create something new and original. The proper style, shéfiitei,
represented something luxurious for J6-6, but in contrast shdfiitei, the creative
wabi style should give an impression of modesty in feeling and appearance®**
(see Section 3.1).

In Yamanoue Séjiki it says that J6-0 died at the age of fifty-four when the
practice of the 'proper style' (shdfiitei) was flourishing in his chadé:

BEAE+N=FEIT. BB NERERY =FEH, B=F b~
=B BRI BT. ETB, /B, LE=fY, 66

Jo-0 passed away at the age of fifty-four when the proper style (shdfiitei) was flour-
ishing in his chanoyu. To illustrate his [shdfiitei] in concrete examples; it is like the
time when the full bloom of the cherry blossoms in Yoshino is over, when the summer
has passed, it is like the image of the autumn moon and crimson leaves.

This passage shows that J6-0's proper style did not mean something vigorously
luxurious such as the image of the cherry blossoms in full bloom in the beautifully
glittering spring sunshine, nor the beauty of the summer when nature itself is in
full bloom and the energy and vitality of the summer can be sensed everywhere.
Even though the crimson leaves are rich in colours they convey the idea of

should be cold and withered; in the same way J06-6 has always said that chanoyu should
become like this in the end.’

Eikataigai, p. 493:ff IZF L EEFU TR &2 L, WIZBEEE2LUTHY~L. A
EITHERE D EZEDOFIITE S5 < L, 'Let your mind accept the new but use words of
old. General appearance, learn from the superior songs of the old great masters."

633

634 yamanoue Séjiki, p. 93. See also another version of this in J6-6 Ibun: Mata Jittei no Koto,

pp. 28-29: TE AL {& F /Lo~ B & %% B £ 7] #& 'The correct way of doing this is appropriate
every day and all the time.'

J6-6 Ibun: Mata Jittei no Koto, p.27: Bl HREBEEOZERFEH, BIZTRA
BOYOEEZRS, ANOTRIBOHBELEL LLEFIIATHE, ¥

' Connoisseurship / It does not concern only tea utensils. It is an ability to distinguish [to
know] what is good or bad in all kinds of things that might come to our eye, as well as meek-
ly [unassumingly] using things others have presented as favoured utensils and enjoying
them. These qualities are essential. See also Yamanoue Sojiki, p. 93: B ¥ & F fif -~ + B
=—EIZEN, APUBFTEIHE/ RNAZETNEETRBSHAF R
tHh, 7 AT EM = R=x /¥ 7 =2, H— H 'One should not display rare
things more than two or three times out of ten. A young host who owns famed utensils can
increase the number of gatherings to three or four where rare utensils are used. It is most

important to arrange objects so that they look very modest.'

636 yamanoue Sajiki, p. 99.



204 WABI 48 AN AESTHETIC CONCEPT

withering away and scattering, and therefore, they lack the vitality and energy
which the image of spring contains. The feeling in autumn is more stable and
calm. Moreover, in the light of the dim autumn moon, colours of the crimson
leaves lose their power and they look soft and convey calm and even a modest
feeling. This kind of image describing J5-6's sense of beauty is similar to the idea
of yiigen of his time: the profound beauty of luxury, charm, and elegance contain-
ing something mysterious that arises from a calm dimness. It could be called the
beauty of subtle darkness. The word yiigen is explained in various ways® and its
meaning has changed over the ages, but according to Hisamatsu, in chadé and Zen
aesthetics, it means a "subtle profundity” or "deep reserve", or "calm darkness."638
J6-0's proper style comes to mean the luxury and grace steeped in the calm dark-
ness that also conveys the feeling of loneliness such as in Teika's poem " miwata-
seba...", which is given in Nanmpéroku to illustrate J6-0's sense of wabi in
chads.*°

J6-6 emphasised the significance of understanding the beauty of the 'proper
style' in chadé, meaning that understanding the beauty of the old Chinese utensils
is essential, and therefore, he also owned many of these tea utensils. In Yamanoue
S6jiki we read:

RERFREBAEANL, 2%/ BRATREFTHER, 640

Takeno J6-6 became a great master of Tea. He owned more than sixty famed tea
utensils.

Even though J6-6 was gifted in chadé as being a master of Tea with the skilled
eye for distinguishing good items from bad, he was also blessed by a wealthy
family. Both of these qualities made it possible for him to be able to buy rare or
famed tea utensils. Despite this, the old masters, such as J6-6 and Riky(, have
emphasised the idea of modesty and simplicity in Tea as follows:

637 Ramirez-Christensen 1994, pp. 51, 168, 216, 248, 266. Ramirez-Christensen calls yigen in
poetic tradition an aura of feelings, aesthetic beauty, ineffable depth of feeling, thought
beyond the realm of both art and thought. She also finds aspects of a romantic mood and
being steeped in charm and grace. In yrigen there is something mysterious and it has a con-
nection to the feeling of sabi (austere loneliness). For the beauty of yigen, see Izutsu and
Izutsu 1981, p. 28: "The beauty of yiigen is faint, delicate, suggestive because it is based on
the awareness of insubstantiality and delimitation of the human existential field. It is a
beauty of spiritual aspiration and yearning motivated by the desire to have sensuous images
of the non-articulated, non-sensuous reality of eternal silence and enigma in the midst of the
phenomenal world."

38 Hisamatsu 1971, pp. 33-34.
639

640

Nanporoku, p. 16.

Yamanoue S6jiki, p. 97. In this paragraph the famed utensils J6-6 owned are not identified.
For more details, see the list of J5-8's utensils in the Appendix of this study which covers all
the classical sources used.
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An old master says: After one has become a master of Tea (mejjin), if one owns even
one utensil, first and foremost doing wabi style of Tea (wabisuki) is the most impor-
tant.

'An old master' refers to Rikyf, whose disciple S&ji was, or to J6-6 who was a
teacher of Riky#d, or even to Shukd.5*? This passage coheres with J6-0's idea of
Tea where famed utensils as a base for understanding wabi beauty is emphasised.
J6-6 also saw that it was essential to attain freedom from the desire of owning
more and more famous tea utensils. The passage above could also refer to Rikyd,
who admired the austere style of Tea, or to Shukd who is known by the saying
that 'it is appropriate to tie a praised horse to a thatched hut'. Therefore, in order to
keep things modest, even if one owns one famed utensil one should engage in the
wabi style of Tea. As mentioned above, J6-6 admonished against a lack of care in
judging tea utensils for their fame or name.

A similar idea of modesty in judging tea utensils is included in the following
passage of Yamanoue Séjiki:

EORY /) BT=972, HE=%5HELTLH =, ~SRFTH
JEENERE/ BHATUTHEB M, 643

The old Chinese utensils (karamono) should not be judged by their high or low price;
all the utensils that are placed in the tokonoma can be called famed utensils... Most

utensils of the present time are chosen by J6-6, who had a skilled eye for art (who was
a connoisseur of art).644

Most of the Chinese utensils (karamono) were so-called 'famed utensils' (mei-
butsu) or 'the great famed utensils' (6meibutsu). However, according to this pas-
sage, all utensils that were placed in the tokonoma should be considered to be
'famed utensils' despite their cost or origin. The passage also suggests the idea that
J6-0, who had a skilled eye for art pieces, chose a lot of new utensils to be used in
Tea. The utensils J6-6 owned or admired were of various kinds: Chinese, Nanban
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and Japanese, as the list of J6-0's utensils in the Appendix shows.

‘Yamanoue Séjiki, p. 97.
642

643
644

Sen 1998, p. 152. According to Sen, 'old master’ refers in this context specifically to J§-6.
Yamanoue Séjiki, p. 54.

Concerning the last sentence saying that most utensils of the present time are the ones that
16-6 chose with his 'skilled eye' as the utensils to be used in chads, see the unpublished
manuscripts: Fushinan Yamanoue Séjiki, p. 2, and Sonkeikaku Yamanoue Sojiki, p. 2. In
both of these sources this passage is given in a different part of the text. It is almost the
same: 'most of the utensils of the present day, even the tiniest utensils, are the ones that J6-6
chose with his skilled eye and they became favoured utensils."
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4.3.2. Comparison of Two Tea Gatherings Hosted by J6-0

In the records of the tea gatherings, six gatherings that J6-6 hosted himself can be
found, and within these the first and the last recorded gatherings will be examined
here. According to the records of tea gatherings used for this study, J6-6 held his
first tea gathering at the age of forty-one (we can presume that he had had tea
gatherings before that, too, but they were either not recorded or not found) and the
last at the age of fifty-four, just twenty-seven days before his death. In this sec-
tion, these two tea gatherings of J6-6 are discussed in order to explain the change
in his Tea and utensils used. In the comments at the end of this section, I will
discuss in more detail the general atmosphere and the nature of J6-0's wabi chadé
based on the information in the list of J6-6's tea utensils found in the Appendix of
this study. The first recorded tea gathering (chakai) of J6-6 is found in Hisamasa
Chakaiki which is included in Matsuyakaiki.

(Rxx+—%)

EHINA=H

— FBE~ NFYXER AB PHEZ=A

¥ /B
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WEBT. BB

(On Tenbun eleventh year, 1542)

Fourth month third day

[Hosted by] J6-0 from Sakai [Guests] Hachiya Gord, Hisamasa, and Shései
Nami no e [hanging scroll: "Picture of Waves" by Gyokukan (E 7% )66 who
lived during the Southern Song dynasty].

Shinnari kettle, Shimekiri fresh-water container, Bonosaki [waste-water container]
Tenmoku tea bowl with a stand647

Enza katatsuki [tea-caddy for thick tea (chaire): 'shouldered' style of ceramic called
Enza, Round Seat.]%8 Placed on the square tray.

After tea was served: Matsushima tsubo [a large tea jar was set out.]64

645 Hisamasa Chakaiki in Matsuyakaiki, p. 4. The record of the gathering contains detailed

information about the size of the utensils, the clay, the glaze, brocade bags of the chaire and
tsubo, as well as food and sweets served on that day. This information has been left out of
the citation because it is not considered relevant to the result illustrated with this citation.

E % (Gyokukan). The latter Chinese character has ishi () as a radical, but this character
was not available to me.

Shinnari style of kettle: see picture in Genshoku Chad6 Daijiten, p. 219. The shimekiri style
of fresh-water container has a bag shape with a tightened mouth. Usually this style of con-
tainer is Nanban ware used for either cold water or waste-water containers. Bénosaki: usual-
ly metal, waste-water container; see picture in Chanoyu no Utsuwa, p. 33. Tenmoku tea bowl
and a stand: originally Chinese tea bowls with a stand used in the most formal styles of
serving tea. See picture "/naba Tenmoku" in Genshoku Chadé Daijiten, p. 74.

646

647
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At the end of the record there is a note that on the previous evening, J6-0's
servant visited the guest's houses. The guests wished to see either the Picture of
Waves or the famous large jar for tea leaves, called matsushima. Since the guests
could not agree which one they would prefer to see most, they asked would it be
possible to see them both. J6-6 was delighted and highly pleased to set both out to
see.("*g

This gathering has a formal feeling and is representative of J6-6's proper
style, shdfiitei. The hanging scroll is a famous Chinese piece, the kettle is also a
formal style of kettle, as is the tenmoku tea bowl with a stand. The Enza katatsuki
tea-caddy for thick tea is placed on the tray, not straight on the tatami, empha-
sising the formal feeling of the gathering. After the tea was served, J6-6 displayed
the famous large jar called Matsushima. Usually, large jars are displayed in formal
gatherings and above all, in the kuchikiri chakai, 'opening of the mouth' of the tea
Jar, the first gathering in the new year when the fresh tea leaves are used for the
first time. This gathering is, without a doubt, very formal in feeling and in style.
Six out of seven utensils were of Chinese origin or famed utensils. Only the
shimekiri fresh-water container, which is a Nanban ware from South-east Asia, is
a wabi style of utensil adapted to be used in Tea outside of its original use.
However, the waste-water container, bénosaki, could be Chinese, Korean or even
South-east Asian and because of its calm and modest spirit it could be included
among the wabi utensils. In the formal style of Tea, the fresh-water container,
waste-water container and a stand for shashaku (water scoop) and hibashi (metal
chopsticks for handling charcoal) were originally Chinese bronze,*®® and there-
fore, utensils of metal or old bronze, are considered to be more formal in nature
than ceramic ones, even if they are not of Chinese origin. Though, the bénosaki
might be Chinese and old bronze, which is usually considered to be formal, it is
also quite simple in form and is quiet and modest in feeling, all of which is
consistent with descriptions of the sense of wabi in utensils (see Chapter 6).

The last recorded tea gathering, chakai, of J6-6 is found in Imai Sékyii Cha-
noyu Nikki Nukigaki %' 1t is dated just few weeks before J6-6's death.

88 Enza katatsuki tea-caddy for thick tea; See Yamanoue Sojiki, p. 82. According to Yamanoue

Sojiki, one Enza katatsuki style of chaire was owned by J6-6. Unfortunately, it does not exist
anymore, but for an illustration of the shape of the chaire, see Riky('s Enza katatsuki chaire
from the Sen no Rikyd — The 400th Memorial, p. 105.

%49 Hisamasa Chakaiki, p. 4.
550" See picture in Sen no Rikyf — The 400th Memorial, p. 124.
551 Imai Sky@ Chanoyu Nikki Nukigaki in CKZ 10,
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Same year [1555], the second day of the tenth month Hosted by aged J6-6 and
the guests were Sékyi [Imai Sokyi] and S&ji [Yamanoue S6ji].

— irori%%3 [a sunken hearth], thin chains, koarare kettle ['little hail' type of the kettle]
contains about two masu [containers] of water, [the kettle is] hung over the hearth
[with thin chains].

— in the tokonoma Teika's shikishi called Amanohara, the picture below is a moon. The
scroll is taken away during the middle interlude.

— Tsuchi®36 style of flower vase old bronze, no decorations on a square tray, holds narcissus.

— Enza katatsuki chaire [ceramic tea-caddy for thick tea explained in the previous tea
gathering; there is a drawing in the diary], Imogashira®57 fresh-water container

— Shinoteabowl  Bizen mentsii [waste-water container].58

In this last recorded tea gathering of J6-8, the general atmosphere is more informal

A oAy

than in the first recorded gathering, and it is exemplary of J6-0's preference for the

652

653

657

658

Onaji refers to the Tenbun twenty-fourth year mentioned earlier, that is the year 1555. This
can also be called the beginning of the K¢ji era that changed in the same year and in the
tenth month, too.

The Chinese character for the word arare, which means "hail", was not available to me.
Koarare kettle: See Genshoku Chadd Daijiten, p. 35, which has a picture of a regular size of
the arare style of the kettle. The one mentioned in the diary text is a similar kind but smaller.

Imai S6kyii Chanoyu Nikki Nukigaki, p. 6.
Irori: A sunken hearth used in old farm houses was a model for the ro style of hearth. In
J6-0's tea gatherings the name ro was not yet used.

Imai Sokyl Chanoyu Nikki Nukigaki, p. 6. See drawing of the flower vase and the chaire.
The record contains information on the size of the chaire which has been omitted because it
is considered irrelevant.

Imogashira: See picture in Chanoyu no Utsuwa, p. 65. See also Genshoku Chadd Daijiten,
s.v. imogashira. A 'potato head' shape of container, which can be either a fresh-water con-
tainer as in this case, or is also used for a chaire (tea-caddy for thick tea). Nanban imo-
gashira is one of the famed utensils (meibutsu) and the most famous one. Yet the shape is
also used for a blue-and-white China porcelain (sometsuke) fresh-water container, often hav-
ing landscape drawing as decoration (sansui), and for a Seto ceramic chaire.

Shino tea bowl: Genshoku Chadd Daijiten, s.v. Shino chawan and Shino yaki. Shino chawan:
originally a Chinese tea bowl that appears in the tea diaries during the years 1532-1592. It is
named according for a person called Shino and the bowl was presumably white or blue
celadon. The shape of the bowl is not known for sure but it is supposed to have been a
tenmoku style of bowl. Nowadays, if a Shino bowl is mentioned, it refers to the Japanese
Shino, the rough and simple style of ceramics that had been influenced by Oribe ceramics.
The origins of the Japanese Shino are in the Mino prefecture and it has been made since
Rikyf's times. The glaze is basically whitish but it has shades of pink, grey, black, or brown.
Glaze is quite thick and this type of item may be with or without decorations (drawings). It is
uncertain which Shino is mentioned here in the text.
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style of chill, lean, and withered in his Tea. First of all, the fireplace is the so-
called irori hearth which has a rustic feeling. The kettle is small, conveying more
the spirit of wabi than large and massive kettles used in the large tea-room
containing enough water for many guests, and it is hung over the fireplace on
chains as the kettles in the old Japanese farmhouses, strengthening the sense of
rural austerity. In the tokonoma there is a Japanese scroll instead of a famed Chi-
nese one, having a poem by Abe no Nakamaro known by the name Amanohara,
Fields of Heaven (the real name of the poem is 'looking at the moon in China and
composing a poem..."), and it was inscribed on the shikishi by the poet Fujiwara
Teika with a drawing of the moon. The fresh-water container is potato-shaped,
imogashira (Plate 20c), and supposedly a Nanban ware which is the most famous
of this type of fresh-water container. The waste-water container is Japanese Bizen
mentsi, which transmits the spirit of wabi in every sense by being a rough
Japanese style of ceramics. The shape of the utensil is adapted from a pilgrim's
eating bowl. As this shows, objects possessing the austere sense of wabi have
notably increased in his later years compared with the first tea gathering cited
above.

Utensils belonging to the group of Chinese pieces or famed utensils include a
tsuchi flower vase of old bronze, Enza katatsuki tea-caddy for thick tea, which was
used in the previously cited gathering, too, and a shino tea bowl, which is most
probably a Chinese celadon type of bowl similar to Shukd's celadon. However,
each of these utensils do not represent the Chinese or famed utensils in the tradi-
tional sense. The fsuchi flower vase, even though it is old bronze and placed on
the tray, did not have any decorations (according to the drawing®*® of the flower
vase included in the record of this gathering), and therefore, it has a calm and
modest feeling (see Section 6.2.3). An interesting notion is that the Enza katatsuki
tea-caddy for thick tea, even though it is a Chinese piece, is used this time without
a tray, placing it straight on the tarami, making its use more informal compared to
J6-0's first cited gathering. The tea bowl called shino, whose origins are uncertain,
is assumed to be a white or blue celadon type of bowl with the shape of a tenmoku
bowl. Perhaps it looked quite similar to Shukd's celadon bowls. This study con-
siders this explanation to be closer to the truth than other claims, such as those
made by Narukawa, Kazue (see Appendix: shino tea bowl utensil no. 52), and
Kuwata,%° that the shino tea bowl would be a Japanese Mino type of bowl, but
I do not deny the possibility of this explanation either. If this shino bowl is a
Chinese item similar to a fenmoku bowl, it is used in J6-0's gathering cited above
in a very informal way — without a stand. This leads to the conclusion that two out
of the three Chinese pieces used in this gathering were used in an informal way

659
660

Imai Sokyi Chanoyu Nikki Nukigaki, p. 6.
Kuwata 1987, p. 77.
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and one of them, the fsuchi flower vase, was used in the formal style with a tray,
even though the piece itself possessed a calm and modest spirit of wabi.

A shino tea bowl is also mentioned in Sétatsu Takaiki in Tenndjiyakaiki®®!
where descriptions of J6-0's tea gathering in 1553, twelfth month ninth day, can be
found. J6-0 used daitenmoku (tenmoku tea bowl with a stand) and at the end of the
diary text it says that the tea bowl was shino and the chasen (tea whisk) and the
chashaku (tea scoop) were placed inside the bowl. It can be understood from the
record that during the first half of the gathering (so-called shoza when the kaiseki
meal is served) the thick-tea container called nasubitsubo was displayed on the
tray in the tokonoma. This suggests that the chaire is a very precious and rare
piece. During the second half, two separate bowls were used: a shino type of bowl
and a daitenmoku, meaning that both thick tea and thin tea were served. In the
notes for the diary, it is explained that the shino bowl was a bowl that belonged to
the Shino family, and more precisely to Shino S6shin who was the founder of the
Shino school of incense appreciation (kddé: literally 'The Way of Incense'). It is
said that S6shin was an acquaintance of Shuké and that he owned many famed
utensils. Therefore, this shino tea bowl can be whatever: it may be either Japanese
or a Chinese tenmoku type of celadon shino, or another kind of Japanese or Chi-
nese bowl owned by Séshin. It seems, however, that the shino bowl was consid-
ered more informal than the one used in daitenmoku, which suggests that shino
may possess the same sense of informality as Shukd's celadon or J6-6's white
tenmoku (Plate 24a) do in having, for example, cracks in the glaze just as is
characteristic of some Raku bowls. Or, it could be a type of Japanese bowl made
in rural kilns, and therefore ranked lower than Chinese tea bowls during J6-0's
times.

The most interesting item used in this gathering is Teika's shikishi (a square
type of Japanese paper attached to the scroll, which is also called 6gura shikishi in
the records) containing the following poem:

bHE DR When one turns to

2D sFHENIE the distant fields of the sky;
FHR2D Is this the moon

a0z that has risen beyond

WTLA MG 62 the Mikasa mountains in Kasuga?

The use of the Amanohara scroll holds great importance. In this tea gathering, for
the first time, J6-0 used a scroll other than Chinese. Toda has studied Sanetaka's
diaries and found that in 1530 in the twelfth month eighth day, J6-0 visited Sane-

61 Sptatsu Takaiki, p. 37. See also Kuwata 1938, pp. 122-123. Kuwata has probably mistaken

the source and refers to Tsuda Sékyii Chanoyu Nikki, not to Sétatsu Takaiki.
662 Kokinwakashd 1981, p. 110 (Poem no. 406 in scroll no. 9).
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taka's house and was shown Teika's shikishi with a skillfully painted picture.56 It
remains uncertain when J6-6 received this shikishi from Sanetaka and whether it
was the same scroll, Amanohara, used in the gathering cited above. By hanging
Teika's shikishi in the fokonoma of the tea-room, J6-0 started a new trend among
the Tea practitioners:*®* during the thirty years from 1557-1587 different kinds of
Teika's shikishis were used numerous times in tea gatherings.’> Most of them
contain only a poem without a picture, but the one J6-6 used is different because it
also had a skillful drawing of the moon at the bottom.

Scholars have tried to solve the puzzle: What was the reason for this extra-
ordinary choice of a poem for a scroll used in what was J6-0's last recorded tea
gathering? (See Section 4.2.2: usually only a Zen monk's calligraphy is used, with
the exception of poets' writings on the Way.) Toda suggests that the shikishi
Sanetaka showed to J6-0 in 1530 and the one J6-6 used in his gathering in 1555
are the same. He argues further that even though J6-6's Tea looked so elegant, he
had overcome a lot of adversities in his life, and therefore, the period in his youth
when J6-6 studied poetry under Sanetaka came perhaps to symbolise the fulfil-
ment of his dreams and his ideals. J6-6 never abandoned what he learnt under
Sanetaka, whose influence over him seemed to be strong. Toda indicates that J6-6
not only greatly admired Teika, but also respected him, and his use of Teika's
shikishi was a starting point for valuing Teika and his ideas on Tea.5¢

Kazue®’ considers the use of Teika's shikishi signifying J6-0's sense of wabi
Tea. For Narukawa,’® this act proves that J6-0's idea of beauty is based on
classical poetry, and by using Teika in the tea-room he combined this idea of
beauty with Tea. This combination (poetry and Tea) signifies the start of the
"Japanization" in Tea after the long use of famous Chinese utensils.

However, if J6-6 used Teika's shikishi just to show the "Japanization" of Tea
and also the movement toward the wabi style of Tea, he could also show this by
using Japanese tea utensils such as Bizen, Shigaraki, Iga, and Seto, among others.
Shuko had already used Zen-related proverbs in the fokonoma instead of Chinese

663 Toda 1969, pp. 40, 81.

664 gekishii Sanbyakykajé, p. 157. Here it says that after J6-6 used Teika's shikishi the other

devotees of Tea started to use them to a great extent.

565 For more detailed studies, see, for example, records of Tenndjiva Kaiki: Sétatsu Chanoyu

Nikki Takaiki in 1559, 1560, 1563; Sékyii Chanoyu Nikki Takaiki in 1566, 1569, 1572, 1574,
1578, 1579, 1580, 1581, 1582, 1583; Sdtatsu Chanoyu Nikki Jikaiki in 1557; Sékyii Chanoyu
Nikki Jikaiki in 1572, 1578, 1582, 1587; Matsuya Kaiki: Hisamasa Kaiki in 1586; Hisayoshi
Chakaiki in 1618; Hisashige Chakaiki on 1632; Imai S6kyii Chanoyu Nikki Nukigaki in 1579
and in 1555. See also Tsutsui 1992, p. 193.

866 Toda 1969, pp. 81, 87.

67 Kazue 1985, pp. 121-122.

668 Narukawa 1983, pp. 61-62. See Kuwata 1987, pp. 76-77. Kuwata sees this also as a sign of

Japanization of Tea. For more details, see Kuwata 1958, pp. 141-143.
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picture scrolls. The Zen related proverbs emphasise the philosophical values
behind Tea. J6-6 could have followed these tracts further, but he chose a poem by
Teika. This kind of scroll had not been used in Tea earlier, because Tea was
strongly influenced by Zen, and therefore, poems presented worldly affairs that
one was supposed to leave behind in order to attain absolute freedom of the mind.

This study agrees with Toda in his opinion that J6-6 admired and respected
Teika (see Section 3.1.1), and the period he studied poetry under Sanetaka came to
signify, in his later years, a kind of golden youth when everything was simple and
he had dreams to look forward to. Even though this is all speculation, using
Teika's shikishi could also signify a new start. In this sense, it could symbolise the
end of preparatory studies, i.e., the end of practising the proper style, using mainly
the famed Chinese utensils in Tea, and a new start for the cold, lean and withered,
the style of Tea he wished to achieve.

Since it is known that J6-6 had studied Zen,® the use of Teika's shikishi
might suggest the idea of the circle used in Zen teachings. The circle is used to
show that beginning and end are the same, or that things before safori (enlighten-
ment) and after safori are the same.%’° In J6-6's Tea this comes to mean an end of
the old style and a beginning of the new: in everyday practice everything remains
the same even though the content is not the same any more. One's heart (kokoro)
has changed.®”! And, moreover, in the end it becomes essential to reflect on one's
teacher's teachings to understand that 'the water of the container is reflecting
in that container’, which is, according to Yamanoue Sgjiki, a secret teaching of
J6-6.57 In Zen, this is explained similarly by saying "returning to the root, we get
the essence".®” Perhaps J6-6 returned to his sources by using Teika's shikishi, and
mirrored what he had learnt during these years through Teika's teachings again.
This act was not just from respect for Teika, but also was a vital step in order to
move toward the true mastery of Tea and the style of chill, lean, and withered. The
content of the poem also signifies changing, in a way that the moon is the same
but one's life and the circumstances are not the same any more. It also suggests
that because of passing of time, even the moon is not the same any more (the idea
of impermanence); just as the picture of the moon signifies reflecting, so J6-06
reflected his teacher's teachings in his Tea.

J6-0's use of Teika's shikishi might also have shown respect for his teacher
and for highly valuing things of Japanese origins on par with the famed Chinese

669
670

Yamanoue S6jiki, p. 95.

Zengojiten, p. 122.

671 Legge 1960, p. 318 (17.2): F B, M#3E, 48 3% th "Master said, 'By nature, men
are nearly alike; by practice, they get to be wide apart."

72 Yamanoue Sojiki, p. 95: — 88 ) A— B =B R.

673 Blyth 1960, p. 69.
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utensils (which were praised earlier), not only in respect for Teika as Toda sug-
gests. This statement is supported by the sentence in Chaji Shiiran, Chapter 3:

MNEAEEFICEZ N, ROFLEE—BRZY, ZThETF—%420, B&
DELOLIZ, KoY LERBVW~Y, FIKNNEHRKEZXT— L
vy~ h 674

Teika's dgura shikishis can be used in sukichadé. There exists only one scroll (shikishi)
called Amanohara and this piece is the most gracious under the heaven. It could be
called "a Japanese karamono" [masterpiece or famed utensil], says J6-6. RikyQ pre-
ferred Teika's [shikishi called] Yaemugura®?® being the one and gracious under heaven.

The word sukichadé is used here as a synonym for wabichadé, meaning that in the
wabi style of Tea dgura shikishis can be used. Saying that Teika's Amanohara
shikishi is tenka ichi, 'best under the heaven', shows that J6- truly respected this
piece and valued it highly. For him it was the only one that could be used in the
wabi style of the little tea-room and still provoke no contradiction with the atmos-
phere of the room. There could also be an attempt to create a new group of famed
Japanese utensils that did not exist before J6-0. Before this, the famed utensils
were only Chinese masterpieces, while the other foreign and Japanese utensils
were included in the group of suki utensils, one's favoured utensils, containing a
special kind of aesthetic value such as wabi beauty. Like the old Chinese famed
utensils made by the Great Old Masters, J6-0 praised Teika's shikishi as being one
of the Japanese famed utensils made by the Great Old Master — Teika.®’® Respect-
ing the old and leamning from the Great Masters is one of the main themes in
J6-0's philosophy behind chads. In J6-0's estimation, Teika was considered to
be the Great Old Master. J6-6 was originally a renga teacher, had studied under
Sanetaka, and finally understood the deep meaning of Tea because of Eigataigai.
Therefore, Teika's works could be considered as masterpieces or so-called
"Japanese karamono".

This study holds that the use of Teika's shikishi has a more profound meaning
than showing the new movement toward the use of Japanese utensils in Tea. It
signifies the conclusion of J6-0's extensive studies in Tea and poetry, coming to
one end of the studies in order to move to a higher state of learning, and finally
becoming the true Master of Tea, and through this, attaining the desired ultimate
state of cold, lean, and withered (see Section 3.1.2). More importantly, he created

874 Chaji Shiran 1996, p. 74. This is also noted by Tsutsui 1992, p. 192.

673 Yaemugura: See Rikyll Koji Densho, p. 6. Teika's shikishi Yaemugura is mentioned here.
Riky says that within Teika's different shikishis, this is the one that could be used in (wabi
style of) Tea.

Eikataigai, p. 493; Yamanoue S6jiki, p. 94. This statement is based on the information in
Eigataigai and Yamanoue Sgjiki (see Section 3.1.1) which advise the 'use the words of old'
and 'learn the general appearance from the Old Great Masters'.

676
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a new group of "Japanese karamono" that was like a conclusion and reflection of
the one who inspired his poetry and Tea: Fujiwara Teika.

4.3.2.1. Comments

A clear tendency from luxurious Tea (shdfiitei) toward the rustic chill, lean and
withered style of Tea is seen in J6-0's Tea, even though the general atmosphere is
rather formal. The list of J6-0's tea utensils (see Appendix) that he owned or ad-
mired and the information based on those tea gatherings he hosted®”” shows that
more than half of the utensils J6-6 used or admired were of Chinese origin or used
in the formal style of the Tea, while the other half were still Japanese or the so-
called wabi style of utensils used in the informal style of Tea. One reason for the
sense of luxury in J6-8's Tea might be that the greater number of the most visible
objects, such as those utensils placed into the fokonoma, that he used in his Tea
were Chinese or famed utensils. The tokonoma is like the heart of the tea-room,
and objects placed there, such as hanging scrolls and flower vases, are set out to
be examined carefully and to be admired for their beauty. According to tea diaries
where scrolls are mentioned, J6-6 used three times out of four a Chinese scroll and
only once used a Japanese shikishi. The shikishi was inscribed with a poem by
Fujiwara Teika.

Flower vases are also placed in the tokomona. Those J6-6 used in his tea
gatherings were all Chinese, as were a majority of the flower vases he owned.
According to the list of J6-0's tea utensils in the Appendix, he seems to prefer
Chinese old bronze or celadon vases. This is also shown in the records of the tea
gatherings he hosted: in four gatherings out of six he used an old bronze flower
vase and in one gathering a celadon vase. Besides these formal flower vases, he

St According to information remaining today, there were six gatherings hosted by J6-6, five

where he was the first guest and one where he was invited as an accompanied guest. The
information on those tea gatherings J6-6 himself hosted are more relevant for this study
than the others even though nowadays utensils used in Tea are selected and arranged first of
all to please the first guest and then the other guests. However, the true meaning of Tea was
not to please on purpose but to attain the state of mind where host and guests have a mutual
understanding naturally without any force such that 'a heart is not aware of its being a heart'
(J6-6 Wabi no Fumi, p. 17). See also Nanp6roku, p. 5. On the other hand, there is no detailed
information remaining about the whole course of tea events at that time. The tea gatherings
used for this study are as follows: 1) Hisamasa Chakaiki in Matsuyakaiki, p. 4. Tenbun
eleventh year (1542) fourth month third dav. 2) Sotatsu Chanoyu Nikki: Takaiki in Tennd-
jiyakaiki, p. 6. Tenbun eighteenth year (1550) second month thirteenth day. 3) In Imai
Sokyt Chanoyu Nikki Nukigaki, p. 3. Tenbun twenty-third year (1554) first month twenty-
eighth day. 4) In Imai S6kyl Chanoyu Nikki Nukigaki, p. 6. Tenbun twenty-fourth year
(1555) tenth month second day. 5) Sétatsu Chanoyu Nikki: Jikaiki in Tennéjiyakaiki,
p. 29. Tenbun twenty-second year (1553) twelfth month seventeenth day. 6) Sétatsu Cha-
noyu Nikki: Takaiki in Tenndjiyakaiki, p. 37. Tenbun twenty-second year (1553) twelfth
month ninth day.
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owned informal flower holders, such as baskets, Bizen, Iga, and Shigaragi, but it
is not known how and when he used them. One exception is the flower vase called
katekifune, a hanging boat shape of flower vase, which was made of bronze but
was originally an object of kitchen ware from South-east Asia, which illustrates
the fact that J6-6 was very skillful in adopting new utensils to be used in chadé
(Section 4.3.1).

Another important utensil used during the tea gathering is the tea-caddy for
thick tea, chaire. In all tea gatherings J6-6 hosted, he used Chinese tea-caddies
even though he owned Japanese items, too. He used a little round-shaped con-
tainer at four out of six tea gatherings he hosted (bunrin chaire [apple shape] once,
and nasu chaire [eggplant shape] three times). Enza chaire, which is noticeably
bigger than the nasu type of chaire, was used twice in his gatherings. The Enza
chaire also has also a round shape similar to the nasu type, but it differs from the
nasu in having strong shoulders (katatsuki) and being more masculine in appear-
ance. The list shows that J6-6 preferred Chinese waste-water containers (kensui),
even though he used Japanese Bizen and mentsii in two of his six tea gatherings.
He used a bonosaki waste-water container twice, which was supposedly made of a
famous metal alloy (sahari). Bénosaki is classified as a famed utensil (meibutsu).
But, according to Yamanoue Sgjiki,*™® there also exists the so-called Mikitaya
bénosaki that is included in the sukidégu (favoured utensils), which has been
shown to be synonymous with the utensils possessing the spirit of wabi (wabi-
dégu). Concerning tea bowls, J6-6 seemed to favour the temmoku type of tea
bowls: in four gatherings out of six he chose fenmoku and in two the Shino type of
tea bowl (whose origin is uncertain). Based on the other information about
J6-0's tea bowls, it is also possible that the Shino tea bowl he used might have been
a white Chinese celadon type of bowl. According to the list of bowls, J6-6 mainly
used two types of bowls: tenmoku or Korean bowls. Shino is the only exception,
and the possibility of its being Japanese Shino (Mino ceramics) cannot be ignored.

There is not much information remaining on what kind of shelves J6-6 used.
In the tea diaries, only one mention of the use of a shelf can be found and at that
time J6-6 used a formal style of daisu shelf. The other records show that J6-6
invented a type of shelf called fukurotana (closed shelf)’” that is more informal
than daisu and one step closer to the wabi style of Tea. Another important utensil
is the tea scoop, chashaku. In three out of six gatherings, J6-6 chose Shutoku,
a famous ivory tea scoop. He had tea scoops of bamboo which were formal in
style, without a knot, resembling the ivory the scoops. The fresh-water containers,
mizushashi, were clear exceptions in J6-8's choice of utensils; all of the pieces

78 Yamanoue Sojiki, p. 67.

b Nanpéroku, p. 438. It says there that originally fikurotana were not lacquered. Nowadays
lacquered fukurotanas are also used.
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J6-6 owned or used in his tea gatherings (five out of six that were recorded) were
Japanese, such as Shigaraki and teoke, or Nanban ware, such as imogashira and
shimekiri and were so-called sukiddgu (in this context read as a synonym to wabi-
dégu).

The records contain no information on the size of the tea-rooms used in the
tea gatherings. The choice of some utensils, such as the daisu shelf, suggests a
large, formal type of tea-room (four-and-a-half mats or larger). It is recorded that
J6-0 used a daisu type of shelf once in a quite formal style of gathering. On the
other hand, the records show that in four out of six gatherings J6-6 used the irori
type of hearth that is cut into the fatami conveying a rustic feeling which conforms
to the idea of a rough wabi style of Tea better than either an old bronze combina-
tion of kettle and fireplace used with the daisu shelf, or using a wooden and
lacquered board. The diaries of the tea gatherings show that in five out of six
gatherings, J6-6 used a kettle hung over the fireplace. At four gatherings this fire-
place was irori and at one there is no mention of the fireplace, but it can be argued
that the fireplace was on this occasion irori, too, because the hanging kettle is
mentioned. This leads to the conclusion that, except in one formal gathering with
a daisu shelf, J6-6 might have been using a four-and-a-half-mat tea-room, or even
smaller rooms such as three or two-and-a-half-fatami mats®*’ in these recorded tea
gatherings.

To conclude, even though the tea utensils J6-0 used or admired were mostly
famed Chinese pieces, still they were not luxurious in the sense of being rich in
decoration and colours. They seem to be of one colour and without decorations.
Obvious examples can be noted in many utensils of celadon and old bronze that
J6-6 favoured which conveyed a strong sense of chill calmness (Section 6.2.3),
typical characteristics of J6-6's Tea in general. The hanging scrolls were also
supposedly simple and calm in design and they were not very large in size. J6-0
preferred a small round apple or eggplant shape of chaire for thick tea, which is
more modest in feeling compared to the larger thick tea-caddies (nasu is usually
5-6 cm high whereas the most often used katatsuki type of chaire is about 8-10 cm
high). However, J6-0's Enza katatsuki tea-caddy for thick tea is only about 6.6
,581 which is notably smaller than, for example, Rikyil's enza which is about 8.5
cm.%82 J6-6 used a square tray under the chaire in two out of six gatherings which

cm

830 Eor further information, see Section 4.2.2.

68! Imai Séky@ Chanoyu Nikki Nukigaki, p. 6. The original book has not been found and the

author of the copy which exists today is uncertain. The last gathering in the diary is dated on
the Tenshé sixteenth year (1589) on the morning of the seventh day of the fifth month. Yet
the copy has three different dates with three different authors and is dated between the years
1820-1847. We know that Sékyi's Tea was influenced by J6-&'s Tea. For further informa-
tion, see Nagashima 1956a. It is noted that this work is not entirely reliable as a historical
source.
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made the atmosphere more formal than gatherings without a tray. A significant
change toward the informal style of Tea was J6-6's invention of an unlacquered
enclosed shelf, fukurotana, that he used instead of a formal daisu shelf. Another
characteristic of J6-0's sense of wabi was his ability to adapt new items to be used
in Tea outside of their original use. This ability, in addition to his use of rough
Japanese ceramics (Bizen, Iga, Shigaraki) proves that he had a skilled eye to
distinguish good utensils from bad. This group of adapted utensils includes fresh-
water containers such as fsurube (well-bucket), feoke (water-bucket), rustic
Nanban ware with a straw lid, rough Japanese Shigaraki, or the waste-water con-
tainer called mentsi, which was originally a pilgrim's eating bowl, and Korean tea
bowls** with a sense of roughness that is appropriate for everyday utensils origin-
ally made for rice but used as tea bowls in Tea.

Two main types of utensils are found: first, calm and luxurious utensils such
as old bronze, celadon flower vases or white fenmoku tea bowls, then rough and
austere utensils such as those of daily use adapted to Tea, or Japanese-style ceram-
ics. The same conclusion can be made about the tea-rooms: J6-6 used large tea-
rooms for formal serving of Tea with a daisu shelf, and in contrast to that style he
used small tea-rooms with an irori hearth and a suspended kettle promoting a
rustic feeling. However, J6-6 seems not to have concentrated only on one style of
Tea at a time, but he combined them, always having something rough and humble
and something luxurious in his tea gatherings.

4.4. RIKYU'S SENSE OF WABI IN CHADO
THROUGH DIARIES OF TEA GATHERINGS

4.4.1. On Rikyil's Tea Gatherings and the Sources Used

In this section Rikyl's tea gatherings (chakai) found in Chadé Koten Zenshii are
studied in a way similar to that used to examine J6-6's Tea in order to explain the
sense of wabi in Rikyl's Tea. Only the sources that indicate the exact years of the
gatherings are studied, and therefore I have restricted myself to the use of tea
diaries included in Matsuyakaiki, Tenndjiyakaiki, Sétatsu Nikki, Kitano Daichayu
no Ki, and Imai Sékyit Chanoyu Nikki Nukigaki. Rikyii Hyakukaiki and Nanpo-

682 Sen no Rikyf — The 400th Memorial, p. 105.

8. See Yanagi 1989, pp. 190-196. Yanagi praises the beauty and superiority of Korean bowls in
general and especially the bowl called Kizaemon with extravagant phrases and adjectives,
such as "No Tea-bowl exceeds the Jdo bowl in beauty” or "The Tea masters assert that
Korean bowls are the best". However, it should be kept in mind that Yanagi examines beauty
from the craftsmanship point of view, which is different from the concept of beauty in Tea
studied here.
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roku's chapter Kai have been omitted.®* Tea utensils used in the gatherings
having an exact date are examined in order to give a general understanding of
what kind of utensils RikyQ seemed to use most frequently in his gatherings, as
well as to show the change in Rikyl's Tea toward the wabi style of Tea. The other
sources, such as Rikyii Hyakukaiki and Nanpéroku's chapter Kai are used in order
to clarify the information and emphasise results of these gatherings.

Other important sources used in this section are Kuwata's book Sen no Rikyii
(1943) and Horikuchi's book Rikyii no Cha (1951). Kuwata examines Rikyi from
a historical perspective and uses tea gatherings to illustrate the course of the Tea
master's life. He makes general comments on the content of the gatherings, con-
centrating more on the historical events surrounding them. The idea of introducing
one gathering from every decade in Riky('s life occurred to me while examining
Kuwata's study, in spite of the fact that Kuwata's approach is different and the
material is more extensive. Kuwata introduces Rikyi's tea gatherings in chrono-
logical order from the very first until the last to explain some of the historical
events behind them. He seems to be unconcerned with the aesthetic values these
gatherings represent, which are the concerns of this study.

Horikuchi's emphasis is not on the tea gatherings. He cites only three gather-
ings Riky( held and one of the sources he uses is an unpublished document that
was not available for this study. This gives me valuable new information on
Rikyl's tea gatherings, but it also confirms my point of view on the nature of
Rikyl's tea gatherings. Another of these three tea gatherings which Horikuchi
cites in his study is from Rikyil Hyakukaiki, though it is not cited here as a primary
source because the year of the gathering is uncertain. Horikuchi concentrates on
discussing Rikyil's choice of utensils such as Rikyi's tea scoops (chashaku) his
way of preparing charcoal and the utensils needed for it rather than illustrating the
general sense of Rikyl's tea gatherings, his taste and the sense of wabi in the tea
utensils chosen.

The total number of all the gatherings, found in Chadé Koten Zenshii and
studied here, which Rikyt hosted or participated as a guest is 193: in sixty of them
he acted as host and in 133 he participated as a guest. These sixty tea gatherings
that Rikyt hosted are arranged in chronological order to illustrate how his sense of
Tea changed in every decade of his life. The majority of the tea gatherings, alto-
gether twenty-three gatherings, found in these sources Rikyi hosted in his forties.

8% For more details, see Sue and Nagashima 1956, p. 471. Rikyii Hyakukaiki is not included in

the list of the tea gatherings to be used as a primary source, because the year when those
gatherings occurred is uncertain. In the copy used for this study, Tenshd 18th year (1590) is
given in parenthesis as a possible year, but this is speculation. In some other copies of the
book, such as Rikyiiryii Chanoyu Furimai, no mention of the year can be found. Nanpéroku's
chapter Kai is also not studied as a primary source because the exact year when these gath-
erings occurred is not recorded in this source.
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In his sixties, he hosted fifteen gatherings, in his fifties thirteen, in his thirties
seven, in his twenties one. Rikyli was sixteen when he hosted his first gathering.
Utensils Rikyl owned or admired are not listed as J8-8's utensils are in the
Appendix, because there exists sufficient material on tea-gatherings in order to
explain Riky's sense of wabi in his Tea.

4.4.2. Selected Tea Gatherings of Rikyii

The first record of Rikyd's tea gatherings can be found in Hisamasa Chakaiki in
Matsuyakaiki, in Tenbun sixth year (1537) ninth month thirteenth day when he
was at the age of sixteen, and the last record is dated in Tenshé eighteenth year
(1590) tenth month twentieth day in Sétan Nikki at the age of sixty-nine only
four months before he committed traditional suicide upon orders from Hideyoshi.
Next, altogether sixty gatherings hosted by Rikyti during these fifty-four years are
introduced and discussed in order to show how Rikyl's Tea moved toward the
wabi style of Tea. From every decade of his life one gathering is cited, based on
my judgement as to which would be the most representative gathering during this
decade. All the information not concerning utensils is omitted from the citations
because it was not considered essential to an explanation of the subject. Then,
information on the tea gatherings is compared to the list of utensils Rikyi used in
the gathering recorded in Rikyii Hyakukaiki and Nanpéroku's chapter Kai, which
I compiled during this study.
The record of Rikyi's first gathering is as follows:
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[Tenbun sixth year (1537) ninth month] thirteenth day, morning.

— [Gathering hosted by] Yoshiré from Kydte (meaning Séeki who is later known as
Sen no Riky). The guest was Hisamasa.

Large kettle, zenmoku [tea bowl], flowers in a long and slender necked vase (called
tsunohashi)

(Text continues with the description of the meal served)

Rikyti was only sixteen when he hosted his first tea gathering, which is the only
gathering recorded in his teens. Rikyl is mentioned here by his birthname,
Yoshird (later on he is known by the names Soeki and Rikyt, see Introduction). In
Nanp6roku®® it is said that Rikyd started serious studies in Tea at the age of
seventeen. According to this citation, young Riky( used a large kettle even though

685
686

Hisamasa Chakaiki, p. 2.
Nanpéroku, p. 4.
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he had only one guest, Matsuya Hisamasa (d. 1598), a famous Tea practitioner
from Nara whose family specialised in lacquer work. The sense of his Tea was
formal and almost festive: a large kettle, a tenmoku tea bowl and old bronze
tsurukubi flower vase were used.

Using a large kettle for a one guest gives the impression of a formal gathering
and also shows Rikyil's respect for Hisamasa. The feeling of formality is ex-
pressed by using a tfenmoku tea bowl with the flower vase of old bronze called
Isunohashi, which is an earlier name for a famous flower vase called fsurukubi
(Crane's Neck).%¥” The tsurukubi flower vase is not found in Rikyi Hyakukaiki,
but in Nanpéroku's chapter Kai®®® it is mentioned once by name (the flower vase,
hosokuchi is mentioned five times and usually refers to the tsurukubi or sorori
type of flower vase).%8 The use of tenmoku bowls is seen in both of these two
other sources (in RH sixteen times and in NK seven times).

The next gathering introduced here Riky( held at the age of twenty-two and it
is found in Hisamasa Chakaiki. These two gatherings, the one he held at the age
of sixteen and the gathering described below, are the only ones from the time
when Riky(i was under age thirty to be found in the sources used.

HtA
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[Tenbun thirteenth year (1544) second month] twenty-seventh day

— [Gathering hosted by] Sen Saeki from Sakai. Guests were priest Ejun and Hisamasa.

Hanging kettle During the middle interlude the incense burner called Zenké is placed
in the tokonoma in its bag. Wooden board Tsurube [fresh-water container]
Shuké's tea bowl.

(Text in the diary continues with the description of the meal served)

The text continues to explain in detail distinctive features of the incense burner
called Zenko, describing the clay as quite thick, that it is a shade of purple, and the
glaze is blue and has cracks. This incense burner is classified as a 'famed utensil'
(meibutsu).5°' Being a 'famed utensil' also suggests that it is a Chinese piece. The

687
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Kadokawa Chadé Daijiten, s.v. tsurunohashi.

Henceforth in this section, Rikyii Hyakukaiki is marked as RH and Nanpéroku's chapter Kai
as NK.
Kadokawa Chadd Daijiten, s.v. hosokuchi.

Hisamasa Chakaiki, pp. 9-10. The priest Ejun lived during the late Muromachi period and he
was a priest of J6dé school of Zen from Shémydji temple from Nara, the same temple where
Shuké studied Zen.

689
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891 Genshoku Chadé Daijiten, s.v. Ofomi Zenké. This incense burner is known to have been

owned by Otomi Zenkd who was Shuké's disciple. He owned a tea bowl and incense burner
that are classified as famed utensils.
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board probably refers to the formal 'long board', nagaita (used similar to a daisu
shelf), but in this gathering Riky® uses it with a plain wooden fsurube type of
fresh-water container, which gives a more informal feeling (in NK fsurube is re-
corded five times). The tea bowl is Shuké's celadon, Shuké seiji, that is also more
informal in feeling than items of celadon in general or the Chinese tenmoku type
of tea bowl used in his first gathering.

Shukd's tea bowl is made in a southern country, perhaps in southern China
(in Chakimeibutsushi®®? it is said be karamono, a Chinese item) or in Thailand,
and it is not as perfect in its beauty as the other celadon utensils usually used at
that time. It is rather rough and modest in feeling, which comes from the colour
that is more greyish-green and duller than other pieces of green celadon. The lay-
ers of glaze are uneven, and it has dark dots both outside and in. Perhaps Rikyi
chose this piece for the priest Ejun, who was from the same temple where Shukd
had studied Zen. The Zenké incense burner is used in a formal way: it is displayed
in the tokonoma on the tray with its brocade bag. The hanging kettle suggests the
use of a ro hearth (sometimes also called irori) that is used during the winter time.

The gathering cited above shows that Rikyi's tea gatherings held when he
was twenty-two already had the first half (nowadays the meal is served here) and
the second half (tea is served), and between them there was an interlude (the
hanging scroll in tokonoma is replaced by flowers). It is impossible to infer from
the cited record of the tea gathering in which order this gathering was performed.
Rikyil's style of combining contrasting elements can already be seen in this early
tea gathering. He combined a formal nagaita board with the hanging kettle and
tsurube fresh-water container, but uses a famed incense burner in the correct way.
Shukd's seiji tea bowl comes between these two: even though it is a Chinese piece
it is also very modest and in a way it lacks the idea of perfection, compared to
other celadon items of the era.

In his twenties, Riky@ took a step toward the sense of wabi by using the
hanging kettle, which he continued to use his tea gatherings until he was in his
sixties, a wooden well bucket called tsurube as a fresh-water container, and
Shukd's tea bowl, an imperfect and modest-looking Chinese celadon tea bowl
(Shuké's bowl was also used frequently until Rikyid's sixties). According to the
sources used, fsurube becomes the first sukidégu (meaning here those utensils
Riky favoured and used in Tea outside of their original use as everyday utensils).

The third tea gathering examined here can also be found in Hisamasa
Chakaiki. 1t is dated 1559, when Riky( was thirty-eight years old. He invited two
guests.

692 Chakimeibutsushd, p. 486. Shukd's celadon tea bowl (Shuké seiji), see picture in Momo-
yama no Suki: Chanoyu no Meiwan, p. 10.
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Eiroku second year [1559] second month twenty-third day, morming

Soeki's gathering guests were] (Hachiya) Jésa and Hisamasa together.
Gyakugatte style of four-and-a-half-mat tea-room facing to the south, tobin kettle
gotoku [stand]

Zenkd incense burner at the fokonoma, incense is burnt.
Shuko tea bowl is handed out from the kitchen shutter (hatch).

(Text continues with the description of the meal served)

For the first time, the size and even the type of tea-room is mentioned. Riky{ used
the orthodox size of the tea-room that is facing south, meaning probably that the
windows are facing south (another explanation is that the tokonoma faces south).
Gyakugatte means that when the host sits on the tatami where tea is prepared
(temae tatami) the guests are on his left side (the opposite of this is hongatte,
guests on the host's right side, which is the usual way of preparing tea). In
Yamanoue S¢jiki®* it is also mentioned that Rikyt favoured the gyakugatte style
of tea-room facing south, contrary to J6-6 who liked the gyvakugatte tea-room
facing north, and therefore, being darker. Yamanoue Séji explains further that in
those days hongatte was not used and that according to Rikyd, a Tea practitioner
owning even one karamono, a Chinese item, should use a four-and-a-half-mat tea-
room. In RH the four-and-a-half-mat tea-room is mentioned sixty-eight times and
it seems to be one of Rikyll's favourite sizes for a tea-room. This is confirmed by
the information in NK where a four-and-a-half-mat room is mentioned fourteen
times.

A Tobin kettle refers to a round ceramic pitcher. This is a typical kitchen
utensil having rings for detachable handles on the shoulders and through which,
for example, a wooden handle can be set. If this item is used in chadé instead of
the iron kettle, the impression given is very humble and rustic. The use of a Zenké
incense burner is recorded here, too, and Shukd's tea bowl that was one of Rikyt's
favourites during his thirties (used in four out of a total of seven gatherings). One
special quality of this gathering is that the tea bowl is handed through the kitchen
hatch into the tea-room, which also makes the atmosphere in the tea-room less
formal.

In general, Riky( used an irori quite often (recorded four times out of a total
of six [or seven])®* in gatherings found and dated in Riky's thirties, and over it a
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Hisamasa Chakaiki, p. 37. Hachiya Jdsa was a Tea practitioner from Nara.
Yamanoue Sgjiki, pp. 100-101.

The notation "six [seven]" refers to the fact that a gathering held on Eiroku third year (1560)
twelfth month sixth day can be found in /mai Sékyi Chanoyu Nikki Nukigaki and in Sétatsu
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hanging kettle (four out of seven). Innovations include the use of Korean tea
bowls, as well as a lid-rest made of fresh-cut bamboo which later became one of
the symbols of wabi style of Tea. The tenmoku tea bowl called Kensan can be
found in the records during this period. According to /mai S6kyii Chanoyu Nikki
Nukigaki, in Tenbun twenty-fourth year (1555) fourth month first day, in the
morning, for the first time a famed utensil, the Chinese scroll by Mokkei (Bi&)
was used. In the same record, in Eiroku in the third year (1560) twelfth month
sixth day®® a scroll called Engo by Engo Kokugon (1063-1135), a Rinzai Zen
monk, was also used for the first time in his gatherings. Shuké was the first one to
use Engo, which he had received from Ikkyd, in the tea-room. Riky(i used these
more often in tea gatherings during later years.

This gathering and another gathering, dated Eiroku third year (1560) twelfth
month sixth day, in the morning (also found in Imai Sékyii Chanoyu Nikki Nuki-
gaki), introduces utensils not found in other diaries during Rikyi's thirties. The
following were used: a kettle called unryii (Clouds and Dragon), the Hotei®’
incense burner, kinrinji tea-caddy®®® or the chaire (tea-caddy for thick tea) called
motsus6®, a Shigaraki fresh-water container, and a mentsii or gésu waste-water
container. The hosokuchi type of flower vase (rsurukubi) Rikyl used in his first
gathering is mentioned twice. A limited number of recorded gatherings suggests
that the total number of different kinds of utensils used is rather low: twenty
items.

In summary, until his thirties, Rikyl's Tea is quite karamono-centred, i.e.,
focused on Chinese pieces. However, here and there some utensils of Japanese
origin, such as the fsurube fresh-water container and fobin kettle are introduced.
Significant in Rikyi's thirties is his use of the irori hearth and a hanging kettle
lending an austere and informal general feeling, as well as the use of Shuko's tea
bowl, which differs from the other Chinese celadon pieces in being quite humble,
even rough in feeling and appearance. According to the records of the tea gath-
erings, it seems obvious that, besides using the same utensils he used from the
beginning, Rikyl seems to introduce some new items every decade of his life,

Takaiki. Imai Sékyii Chanoyu Nikki Nukigaki contains more information about the utensils
used.

Imai S6kyli Chanoyu Nikki Nukigaki, p. 10. See picture in Yamanoue Sjiki exhibition
catalogue, pp. 58-59.
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o Chakimeibutsush(, p. 477; Yamanoue S6jiki, p. 65. Some of the Hotei incense burners are

classified as famed utensils. However, it is uncertain whether the item mentioned in Imai
Sokyi Chanoyu Nikki Nukigaki is one of the famed Hotei incense burners.
See picture in Sen no Rikyll — The 400th Memorial, p. 113. Unlike the other tea-caddies for

thick tea, kirinji is a wooden natsume type of container, not ceramic, and therefore it is
considered more informal by nature.

See picture in Sen no Rikyld — The 400th Memorial, p. 106. The picture there is Rikyi's
motsusé chaire.
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which were called sukidogu. In this context sukidégu means utensils that were not
made to be used as tea utensils, such as the fobin kettle that was originally
kitchenware, or menisi, a waste-water container that was originally a pilgrim's
eating bowl, or Korean tea bowls that were originally for rice or soup. Four-and-a-
half-tatami tea-rooms were mentioned for the first time, as well as the first famed
utensils and the bamboo lid-rest. Riky(l has not relinquished all the elements of
formal gatherings, such as using old bronze flower vases like fsurukubi, or Chi-
nese tea bowls like kensan tenmoku.

The majority of Rikyl's tea gatherings (twenty-three gatherings) in the
sources used for this study were held during his forties. The following gathering
Rikyf took place at his home in Sakai City when he was forty-six:
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[Eiroku tenth year (1567)] twelfth month twenty-sixth day, morning at Imaichi.

Sen Séeki's gathering from Sakai city. Three guests: Hachiya Jésa, Yamatoya Shétsti
and Hisamasa.

After the meal, the tsurunohashi [flower vase is set] in the fokonoma on the lacquered
board but without any flowers, only containing water.

Irori, hirakama [(wide kettle) hanging from], thin chains, teoke [fresh-water container]
Kensan tenmoku [tea bowl] with a stand, yaré tea-caddy.

Gotoku [stand], Bizen bénosaki [waste-water container].

Thin tea [usutcha is served from the] Korean tea bowl.

»

(The record continues describing the meal and sweets served)

Riky1 invited three guests to his house in Imaichi that morning. The passage cited
shows that the meal was served first, as it is nowadays, and during the middle
interlude flowers were set in the fokonoma. The distinctive feature of this gath-
ering is that the flower vase, fsurukubi, is set out without flowers. This may mean
that Riky(i appreciated the beauty of the fsurukubi flower vase, holding it in such
high esteem that he did not want flowers to diminish its beauty. This idea is
emphasised by another tea gathering Rikyt held during his forties found in Sékyi
Takaiki™' where the only record of one gathering is the mention of fsurukubi
and a description of its beauty. The use of the tsurukubi flower vase without any
flowers is found only in the diaries concerning Rikyi's gatherings during his
forties.

70 Hisamasa Chakaiki, p. 63.

701 Sakyt Takaiki, pp. 232-233. Riky(l's tea gathering in Eiroku thirteenth year (1570) eleventh
month third day.
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Two new items are introduced during this period: a teoke fresh-water con-
tainer and Bizen ware. The fresh-water container called teoke (hand bucket for
water) is the most frequently used fresh-water container during this period
(recorded altogether thirteen times out of the total of twenty-three gatherings).
This is one of those everyday utensils already adapted to Tea by J6-0. Rikyi
preferred the lacquered reoke fresh-water containers.””? The kensan tenmoku tea
bowl that Rikyti used in his teens became popular during his forties (mentioned
six times and other renmoku bowls five times, altogether eleven times out of
twenty-three). For thin tea (usucha) he often used a Korean tea bowl during this
period (six out of twenty-three gatherings). Rikyii used Korean tea bowls regularly
during his later years as the RH (seven times) and NK (fourteen times) confirm.
Japanese Bizen ware was introduced for the first time (five out of twenty-three)
and Riky used it for waste-water and fresh-water containers as well as for a
flower vase.””® But compared to RH, Bizen is mentioned twenty-eight times and in
NK eleven times, evidence that Riky{l's affection for the Bizen ware gradually
increased during his later years. According to the citation above, during the first
half of the gathering, the meal was served and there was a scroll in the tokonoma.
During the middle interlude the scroll was taken away and replaced by flowers
and after that, during the second half, thick tea and thin tea were served as they are
today. He also made a clear distinction between the type of tea bowls used: For
koicha, thick tea, which is more formal than wusucha, high-ranked renmoku were
mostly used. For serving usucha, thin tea, less formal tea bowls, such as Korean
bowls, were used instead.

Representative of Rikyi's forties was the mixed use of formal Chinese items,
such as a kensan tenmoku and a tsurukubi flower vase. Also during this period, he
preferred the irori hearth (recorded eleven times out of twenty-three) with a wide
kettle called hirakama (seven times). The fresh-water containers were still mostly
teoke ('hand bucket'), and Rikyl continued to use tsurukubi as a flower vase
(seven times). The use of Zen proverbs in the scrolls had already been introduced
during his thirties, but during his forties their use increased markedly (recorded
seven times). In RH they are even mentioned twenty-eight times and in NK as
many as forty times, showing indisputably that Rikyl used them more as he grew
older. This is in accordance with the information in Nanpdroku, where it states
that the most important item in Tea is a hanging scroll and the most suitable ones
for Tea are made by Zen monks (see below the discussion of Riky{l's sixties).

792 Sen no Rikyi — The 400th Memorial, p. 136 contains a picture of Rikyd's lacquered teoke

and some explanation of its origins.

T Rikyil's use of a bénosaki waste-water container is mostly recorded as Bizen bénosaki, but

once there is just a mention of bdnosaki. Since the others were Bizen it could be supposed
that this was also Bizen.
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During his forties, significant new tea items included the use of takatsuki, a
set of little lacquered boxes piled up one on the top of the other with lid in the top
of the upper box. These boxes are used for serving sweets before the koicha is
served. One box with the sweet is prepared for each guest. An interesting notion is
also that during this period, for the first time, the bamboo chashaku, the tea scoop,
is mentioned in the records. In RH, the tea scoop called oritame, meaning bamboo
tea scoop, is mentioned thirty-eight times whereas ivory tea scoops are mentioned
only five times, showing how keen Rikyli was to use the bamboo tea scoop
instead of the formal and rare ivory ones.

Another interesting detail is the mention of the use of the tenmoku bowl
without a stand, perhaps in order to emphasise an informal feeling in the style of
serving tea. Typical of Rikyl's gatherings until now, fewer famed utensils
(meibutsu) or the great famed utensils (6meibutsu) seem to be used. From the
beginning, Rikyt had favoured fenmoku tea bowls and the tsurukubi flower vase
which he is still used in his forties. However, during this period no mention of the
use of Shuké's tea bowl is found, even though Rikyl used it quite often in his
thirties. Riky( introduced some new sukiddgu, such the yaré tea-caddy that was
supposedly a little medicine container or a sutra container placed in the rokonoma
(the records used contain no mention of its use).

During Riky('s forties there seems to occur a kind of turning point in Rikyi's
Tea, a time when it seemed Riky(i was searching for his own way in Tea. He
introduced many new utensils (thirty-one items) and many of these are used only
once or twice. Some of them are used in an unusual way, such as a tenmoku tea
bowl without a stand or a flower vase without flowers. With these acts Rikyd
seems to set himself at a distance from earlier masters in order to create something
original of his own. This was his way of 'claiming east to be west' (Section 2.3.6)
in Tea.

To illustrate the nature and the development of Rikyi's tea gatherings during
his fifties, the following gathering is described in Sékyii Takaiki:
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[Tenshé fourth year (1576)] twelfth month fifth day, morning. Gathering hosted by
Séeki. Guests were (Sumiyosiya)?%5 Sému and [Tsuda] Soky.

— Ro hearth, arare kettle, teoke [fresh-water container].

— In the tokonoma a large jar [for tea leaves] in a net, Ise tenmoku with black stand.
Thin tea (usucha)  Korean tea bowl Bizen waste-water container.

704 S6kyh Takaiki, p. 251.
il Sumiyoshiya Sému died in 1595 and he was one of the eighth Sakai Tea masters appointed
by Hidoyoshi. He studied Tea under Rikyii's guidance.
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At the time of the gathering, Riky( was fifty-four years old and he hosted two
well-known Tea practitioners. This is considered to represent Riky{i's sense of Tea
in his fifties: He uses a ro hearth (recorded six times out of the total of thirteen
gatherings) and an arare’® type of kettle that he favoured during this period (four
times; according to RH the arare kettle can be considered one of the favoured
utensils, recorded twelve times, and in NK also nine times). In the rokonoma,
a large jar for one year's supply of tea leaves is displayed in a net’”’ (five times,
compared with RH where he used large jars as often as a total of fifty-eight,
confirming quite extensive use of them, however, in NK the large tea jars are
mentioned only once).

The first record of Rikyd's use of a large tea jar in his tea gatherings is dated
1563 (first day of twelfth month) when he was aged forty-two, and recorded in
Sotatsu Takaiki. In his fifties, a large tea jar is mentioned five times in the year-
ending gatherings. In his gatherings in general, his use of a large tea jar is
obviously connected to the year ending and the celebration of new tea leaves,
whereas J6-6 just displayed a rare utensil in his gathering. In this gathering, the
Japanese Ise tenmoku was used instead of the Chinese fenmoku, emphasising the
sense of informality, along with the Korean bowl for thin tea. Ise fenmoku is
recorded three times during his fifties, but no other mention of the use of this item
is found in the sources used nor in RH or NK. Without exception, Rikyil still uses
tenmoku tea bowls (recorded eight times) for koicha, thick tea, and Korean tea
bowls for wsucha, thin tea (four times). The records also show that the use of
Bizen ware during his fifties was limited to only waste-water containers. The
fresh-water container was the same as that which he used during his forties, feoke,
but its use is not as frequent as before. The use of the old bronze flower vase,
tsurukubi, what Riky much favoured much earlier, has decreased.

Riky('s choice of utensils during this period is modest and plain as his sense
of wabi in Tea tries to find its form. On Tenshé sixth year (1578) sixth month
seventh day, kozashiki, the little tea-room, is found in the records’® referring here
to a tea-room smaller than four-and-a-half-mats, which is one of the major
characteristics of the wabi style of Tea (in RH, kozashiki is mentioned twenty-six
times and in NK thirty-seven times confirming the information that Rikyi

706 See picture in Genshoku Chadé Daijiten, s.v. ararekama, or in Sen no Rikyfi — The 400th

Memorial, p. 219. These sources describe two different kinds of arare kettles.

7071t can be argued that the jar Riky( used here was of Chinese origin and called hashidate and

was one of Rikyil's favourite utensils. This is supported by Sétan Nikki, p. 175. In the tea
gatherings in Rikyi's fifties, hashidate is mentioned by name only once, in Imai Sékyi
Chanoyu Nikki Nikigaki, p. 29. Further, this information is supported by Rikyii Hyakukaiki,
in which hashidate is mentioned twenty-three times. See picture of hashidate in the Yama-
noue Sojiki exhibition catalogue, pp. 42-43.

708 S5kyi Takaiki, p. 283.
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favoured this size of the room besides the four-and-a-half-mat room). Rikyl
continued using the irori hearth, but this time with arare or jébari kettles. One of
his favourite tea-caddies for thick tea, shirifukura chaire (Broad Bottom)’® is
mentioned here for the first time, as is the use of a wooden natsume for thin tea. In
his fifties, Riky( introduced another new sukidégu, a waste-water container from
South-east Asia (Nanban) called kamenofuta’™® that was adapted for use in Tea
from outside its original use.

The use of famed utensils is infrequent, but the number of utensils that were
used only once or twice is even higher than in his forties: the total number of the
entries is thirty-six. In his forties, Riky( used Zen proverbs in scrolls many times,
but in his fifties only once. Mention of Teika's shikishi is found in the gatherings
during his fifties suggesting that as Riky( aged, he enjoyed a little lighter feeling
in the tea-room instead of the Zen proverbs with their often deep and heavy mes-
sage. The sudden use of large jars is notable, especially in small tea-rooms, as can
be understood from the gatherings recorded in RH. During this period, for the first
time shelves are mentioned, such as the use of the daisu shelf or yoshitana.”"' The
line between his favoured utensils and other utensils seemed to be fading away
gradually and the number of different utensils he used increased step by step.
After an active and creative period in his forties, tea gatherings during Rikyi's
fifties seemed to be like a breathing space before his sixties that can be said to be
another turning point in his Tea.

The last recorded tea gathering in the sources used for this study is found in
Sétan Nikki:

HHEE

—FlkE e RE=T RE—A

“E% EFRE EHE. K

BEW, BRAT, tAkE FKT 3180 FAk/ M=, K=~y ¥
7 T, 2

[Tenshé eighteenth year tenth month] twentieth day, noon.

— Gathering hosted by the aged Rikyf in Jurakutei. [Kamiya] Sétan alone.
Two-tatami tea-room irori [hearth] unryi kettle nakatsugi tea-caddy.

9 gee picture in Sen no Rikyfi — The 400th Memorial, p. 107. This is said to be one of the most

favoured utensils of Riky.

Kamenofuta: See picture in Genshoku Chadé Daijiten, s.v. kamenofuta. Can be used as an
ash-container as well.

710

The form of the shelf was taken from the Kddaiji temple tea-room in Kyéto that is the size of
two tatamis and has a beautiful round window. The shape of the window is fitted into the
base of the shelf. For more details, see, for example, Kadokawa Chadé Daijiten, s.v. Yoshi-
tana.

M2 gétan Nikki, pp. 258-259. Sétan Nikki is a diary by Kamiya Sotan (1551-1635), a Tea
practitioner from Kyiishi, Hakata. He was closely related to Hideyoshi, Sékyt and Rikyi.
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Black tea bowl, inside the tea bowl the necessary utensils, ceramic fresh-water con-
tainer, Sefo waste-water container, fresh cut of bamboo lid-rest, during the
middle interlude, a large jar called hashidate [a storage-jar for one year's tea
leaves] is placed in the tokonoma.

This gathering took place four months before Riky( was ordered to commit sui-
cide by Hideyoshi. Therefore, it is an interesting detail that it occurred in Hide-
yoshi's elegant mansion in Ky6to called Jurakutei, built in 1587, where he enter-
tained the emperor and had elaborate tea parties.”’> This gathering was held for
only one guest. The general atmosphere of this gathering represented Rikyi's
sense of wabi in chadé very well: the size of the room was small, only two fatami
mats and it had the irori hearth cut into the tatami, which represented Riky{'s
minimalist idea of the austere sense of wabi. In a small tea-room, a small kettle,”™*
suitable for one guest (unlike the kettle used in his first gathering), also suggests
Rikyil's minimalist choice of utensils. The tea bowl is black and probably a Raku
type of bowl. Scholars do not know for sure whether the tea bowls recorded as a
'black bowl' were Raku or Seto type of bowls, but the fact that the waste-water
container is mentioned to have been a Sefo suggests that the bowl would have
been something different.”!® Inside the bowl was supposedly a piece of linen or
cotton (chakin), a tea whisk (chasen) and a tea scoop (chashaku). The fresh-water
container is said to have been ceramic and the text continues, explaining that it is a
Chinese item with a blue glaze and some decorations. It seems to have been a kind
of piece that would usually need a shelf, but here Rikyl apparently placed it
straight on the tatami, emphasising the informal feeling of the gathering.

The text explains further that the nakatsugi tea-caddy for thin tea, which is
usually lacquered wood, of a round shape, with straight sides, and flat on the top,
was used here like a chaire, tea-caddy for thick tea: it was placed inside a bronze
container which was again inside a brocade bag and placed into a tea bowl (as a
chaire usually is). This is an informal way of serving thick tea, usually for those
who do not own a chaire (the ceramic thick tea container) but for Riky this was a
stylistic matter. However, placing a wooden tea container inside a bronze con-
tainer shows a sense of formality as well as respect. One exception to this dark-
coloured combination of utensils, besides the fresh-water container, is a bright

713 Mason 1993, p. 211. See also Introduction to this study.

114 Unryi kettle. See picture in Genshoku Chadd Daijiten, s.v. unryiikama. It has a cylindrial
shape with decorations of clouds and a dragon.

Genshoku Chadd Daijiten, s.v. jurakuyaki and rakuyaki. For technical reasons, the modern
version of the character ju is used in the present text. It is claimed that Raku ceramics got its
name from the name juraku and, therefore, in its early days Raku was called Juraku ceramics
(jurakuyaki). 1t is also supposed that Chéjird used the red clay from Jiraku for his tea bowls.
Nowadays Raku is also used as a family name for Chéjird's descendants making Raku
ceramics. The present generation is the fourteenth and called Raku Kichizaemon. For further
information, see Introduction and Section 4.2.1.2.

715
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green fresh piece of bamboo as a lid-rest. At the end of the gathering, a famous
utensil, a large jar for tea leaves called hashidate is shown. Even though these
Jars are not usually displayed in such a small room, Rikyl seems to like the
contrast of the large utensils for one year's supply of Tea in a small room. For
example, in RH large tea jars are displayed, usually in four-and-a-half-mat rooms
(thirty-nine times) but quite often also in small tea-rooms such as two-mat rooms
(fifteen times). In NK, there is only one mention of the use of a large tea-room
(six-mat room) but in this gathering no large jar was used.”'S However, in Rikyi
Hyakukaiki there is no mention of the use of a large tea-room. In his later years, in
his fifties and sixties, RikyQ quite often displayed large tea jars in his tea gath-
erings. These are connected to the year-ending gatherings and to the formal style
of Tea. But in this gathering, the use of the large tea jar may also have been used
as a stylistic element in order to emphasise the contrast between the austere and
minimalist wabi style of the small tea-room and graceful and ostentatious shoin
style of Tea,

In this tea gathering Riky{i seems to 'break the rules' of chadé (Section 3.24)
by using a Chinese fresh-water container directly on the tatami, by using a
Japanese Raku tea bowl to prepare thick tea (before this Chinese tenmoku tea
bowls were usually used for this), by using nakatsugi as a tea-caddy (usually a
chaire is used), and finally by his choice of a large tea jar in a small tea-room. The
emphasis of this gathering was on the small space and the use of rough Japanese
utensils. Colours were quite dark, black and green, like green tea in a black tea
bowl or a green bamboo lid-rest used with other, mostly black, utensils. One ex-
ception allowed here was a Chinese blue-coloured fresh water container that was
supposedly quite refined in appearance.

Rikyl's tea gatherings in his sixties were very different from those of earlier
decades. First of all, the total number of entries for different items mentioned in
the diaries used are as high as seventy-three which shows that Riky@ had gained
the status of a Great Tea Master. It was more than twice as many as he had during
his fifties, which was also rich in the variety of items used in the gatherings. The
older Rikyt grew, the less he seemed to have similarities in his gatherings. It also
shows that all these utensils were obtainable for him; he had the money and the
eye for utensils. According to the sources used, he seems to have had some
favourite items he used quite frequently, such as kettles called unryikama and
ararekama. He also preferred Seto ceramics that were mentioned for first time
during his sixties, such as Seto tea bowls, Sefo tenmoku instead of Chinese ten-
moku, Seto fresh-water containers, and Seto waste-water containers. Tea-rooms
were small two-and-three-tatami rooms. In addition, the shoin style of room is

L Nanpéroku, Kai, pp. 42-43. Riky('s gathering dated in the sixth month thirteenth day, in the

morning.
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also mentioned once in Sotan Nikki, in Tenshé eighteenth year (1590) ninth
month, tenth day, about one month before his last recorded tea gathering.

The scrolls Riky used during this period were either Rinzai school Zen
priests' writings (five times out of a total fifteen recorded gatherings) or famous
Chinese pieces such as Kido (5 5% f8) or Gyokukan (F #[H]). Most often (three
times), he used the scrolls of Kokei (1532-1597), who was a Rinzai Zen priest in
Daitokuji temple and Rikyd's Zen teacher. The priest Kokei is also mentioned as
being the same person who gave the Buddhist name "Sen Riky(" to Séeki so that
he could participate a tea gathering at the emperor's palace (only a Buddhist priest
or a noble person could enter the emperor's palace and young Séeki was neither)
in 1585.7'7 The two other times when Zen proverbs were used, they were also
written by Rinzai school priests from China or the Daitokuji temple. An inter-
esting detail is that the feoke fresh-water containers that Riky@ used so much dur-
ing his forties and fifties were not found in the diaries of this later period. During
his sixties, he used Seto or Shigaraki ware for fresh-water containers. The diaries
also show that he used a ro hearth and furo brazier (fire stand) almost half and half
which suggests, perhaps, that he followed the established custom of using a ro
during the winter and a furo in summer.

Tea bowls that Rikyii favoured during this period were 'black tea bowls',
which could suggest Seto or Raku (together these are mentioned five times). Raku
s certainly mentioned once in the diaries used in this study. It was noted in Imai
Sokyi Chanoyu Nikki Nukigaki that in Tenshé fourteenth year twelfth month
twenty-sixth day the tea bowl called Kimamori,”'® a famous red Raku tea bowl by
Chojird was used. The use of Korean tea bowls remained almost the same, but the
use of renmoku tea bowls decreased. For example, no mention of kensan tenmoku
can be found in Rikyl's sixties, even though he used them frequently earlier.
However, tenmoku is recorded five times: once it was a Japanese Seto renmoku,
twice the nuritenmoku (a tenmoku without the golden/silver rim) was used, and
twice just an ordinary fenmoku. The use of a Japanese fenmoku and tenmoku
without a silver/golden rim shows a great step toward the more informal wabi
style of tea, where all utensils are treated with equal respect. However, it is impor-
tant to note that through his life Riky{i used the tenmoku bowls in a way similar to
the use of a tsurukubi flower vase.

7 Kokei Sochin (1532-1597) was the 111th abbot of the Daitokuji temple, where Riky

studied Zen. He had close ties with chadé already through Nobunaga and Hideyoshi. He also
was the one who persuaded Rikyi to fund the construction work on the Daitokuji temple
gate. This may have had fatal consequences later on. See Tanihata 1988, pp. 142-143.
Rikyl's close ties with Kokei might have influenced the fact that he used his scrolls quite
often in his Tea.

"8 Kimamori: For further information, see Genshoku Chadé Daijiten, s.v. kimamori.
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One of the significant characteristics of this decade is Rikyil's use of a
bamboo lid-rest (ten times) and bamboo tea scoop (five times). The bamboo tea
scoop is mentioned only once in his forties, and the bamboo lid-rest is noted twice
in his thirties. RikyQi seemed to prefer shirifukura, enza (Plate 7), and hatsu-
hana'" thick tea-caddies. The new sukidogu Riky( introduced during his sixties
were, among others, a calabash container for charcoal (hyétan sumitori; see Plate
14)"*° and Japanese baskets used as flower vases.”!

Tea in Riky(l's sixties was not only following a wabi style, using small tea-
rooms and mostly Japanese, Korean or Nanban utensils, but it was also luxurious
in a sense of using the shoin tea-rooms, famed scrolls (Gyokukan & %fH]), dis-
playing large tea jars and using daisu with old bronze tea utensils as waste — and
fresh-water containers, as well as using celadon items (chidori kéré). According to
the sources, Rikyi seemed to like the idea of having contrasting elements in Tea.
For example, in Tenshé eighteenth year (1590) ninth month tenth day,”? Riky(
used a shoin style room with daisu and old bronze utensils.” Besides this the
flower vase was also old bronze and the incense burner was celadon; but Riky(
used a green bamboo lid-rest, a black tea bowl and a Sefo tea bowl, which are very
modest and rough looking compared to the old Chinese fenmoku tea bowls. The
diary continues that even though Hideyoshi disliked the black tea bowl Rikyl
prepared tea in, that proves what a strong minded person he was. This gathering
was very different from those arranged in the small tea-rooms where mostly
simple and modest utensils were used.

Besides the above-mentioned daisu style of gathering, another formal gath-
ering dated during Rikyi's sixties is given by Horikuchi. Although this gathering
is not recorded in Chadé Koten Zenshii, but a transcription of this tea diary is
found both in the storehouse of Tékyé Bijutsu Gakké and in Tokugawa Sokei's
private collections. The gathering was dated Tenshé sixteenth year (1588) ninth
month and fourth day, in the morning, and it was an old style of formal daisu
gathering. The brazier was of old bronze, as was the waste-water container (shape
of the gdsu), fresh-water container, lid-rest (shape of the goroku), the stand for the
metal chopsticks for handling charcoal and the hishaku water scoop. The tea bowl
was tenmoku, placed on the square tray and used in a very formal way. The tea-
caddy for thick tea is Riky('s favourite shirifukura (Broad Bottom). The hanging

9 gee pictures in Yamanoue S&jiki exhibition catalogue, p. 79. (hatsuhana), p. 80. (enza), and

in Sen no Rikyl — The 400th Memorial, p. 107 (shirifukura).

Hyétan sumitori: made of a calabash which was originally used as a water or sake container,
but in chadé is mostly used as a charcoal basket or flower vase. See picture in Sen no Rikyi
— The 400th Memorial, p. 161.

See pictures in Sen no Rikyl — The 400th Memorial, pp. 98-100.
722 gotan Nikki, pp. 256-257.
23 See picture of Rikyil's daisu in Sen no Rikyl — The 400th Memorial, p. 124.
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scroll has a poem by Kidé (i %55 /&), whose works are classified as famed uten-
sils. This gathering is even more formal in feeling than the one found in Sératsu
Nikki. It apparently was meant to be so, because the record says at the beginning
that this gathering is in the old daisu style, which is not favoured by present day
Tea practitioners doing a wabi style of Tea, and Riky@ did not like this attitude.
The tea-room was, however, a four-and-a-half-mat room facing east. The foko-
noma was four shaku (feet) wide, and there was a téko type of shelf in the host
place. The room also had a window facing north. The doorway faced east, and
above it there were two windows giving light to the room.”* This gathering was
seemingly a farewell party for the priest Kokei from Daitokuji temple, who was
expelled by Hideyoshi to Shikoku.

4.4.2.1. Comments

Riky® had clear periods of development in his Tea. The tea diary records show
that many of the utensils RikyG used were introduced to chadé by earlier Tea
masters, Shukd and Jb-6. Zen proverbs in scrolls were used already by Shukd,””
and the tsurube and teoke type of fresh-water containers, mentsii waste-water con-
tainer, a bamboo lid-rest and bamboo tea scoops were all used already by J6-6.
J6-6 is also said to have introduced Japanese ceramics such as Bizen, Iga, Shiga-
raki and Seto, but Raku was purely Rikyd's innovation. Rikyt also introduced
bamboo and basket flower vases, black-lacquered natsume (a wooden tea-caddy
for thin tea) among other items. Even though many of the utensils Rikyi used in
his Tea had already been introduced earlier by someone else, the items that were
chosen by Rikyt were excellent pieces that only he could have chosen.

Not all of those utensils which are known to have been owned by Riky1, such
as the bamboo flower vase called shakuhachi,’®® could be found within the diaries
used in this study, but it is recorded nine times in Rikyii Hyakukaiki. Doubtless
even more diaries and other records existed than those known today, and it is also
possible that all the utensils used were not recorded in these that we do have.
Sometimes the tea diaries contain only a few notes about the utensils used, such as
in Sékyii Takaiki Eiroku thirteenth year (1570) eleventh month eighteenth day
gathering, where only a kettle, a fresh-water container, and a tea bowl were men-
tioned. It is certain that some other utensils not mentioned here were needed for
serving tea, even though they are not recorded.

724 For further information, see Horikuchi 1951, pp. 170-181. See also ibid., pp. 187-188, note

2, where the origins of the record are briefly discussed.
Genryilichawa, p. 409.

See picture in Sen no Rikyf — The 400th Memorial, p. 95, and Hamamoto 1988, pp. 52-53.
Shakuhachi is also mentioned in Genryilichawa. See Section 4.2.1.2 in this study.
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Another important innovation by Riky( is the construction of a small tea-
room with two, three, or even one mat plus daime tatami, with a small crawl-in
entrance called nijirikuchi. The most famous of these is Taian (Waiting Hut; see
Plate 4) at Mydkian, which is a two-mat room with a tokonoma. Taian is only
about ten square meters in area and the height of the room is only 1.81 meters. In
architecture Rikyil's innovations are (besides the nijirikuchi): a special technique
of making wall corners, the shitajimado window, and the size of the doors and
windows in general in a small room, as well as the use of earth colours such as in
Taian.

A distinctive feature in Rikyd's sixties was his use of many different styles of
utensils, using elements of contrast to emphasise the beauty of each piece. He
combined tea utensils of a rough and simple wabi style alongside such luxurious
items as famed Chinese pictures on scrolls, or utensils for formal use such as
items made of old bronze. In Nanpéroku, Rikya teaches about combining things
in the following way:

NEBOER N, LA33FE5ABLIL, POBCLESIALY, —
MABLOHEHL, §LF0bh O YEEANFAUOREL, BEOEA
RERIDLDDEREEEN, 55 L2FLTH—BRAVRD B, 47
XREER/BRAEMRRAAN, SHERB L, B/ EA, LB B BN
A= FPI MVEB=T VY F=, B/ F+%kB, B=ATFFEAER =7
SANNZAN, HFFAFVRA SEF R EATHY LY Ry 728

In the little tea-room it is even better if one does not have enough utensils (all the
possible utensils available). Those who dislike utensils with little cracks or damage do
not actually have any understanding whatsoever. However, one should avoid using
contemporary ware with cracks or damage, but utensils such as an excellent Chinese
tea-caddy for thick tea (chaire) even if it may have been mended with lacquer, can be
used. Concerning combining utensils, one should combine a contemporary tea bowl
with an old Chinese tea-caddy. During Shuké's times all the utensils used were excel-
lent pieces, but it is said that Shukd put the Korean /do tea bowl, his treasure, into a
brocade bag and handled it the same way as the Chinese fenmoku tea bowl would have
been handled, and at the same time he used a wooden natsume type of tea-caddy, or
just an ordinary contemporary ceramic tea-caddy for thick tea (chaire).

Even though RikyQ himself owned many utensils, he did not display them in a
way that showed pride in owning them. The general atmosphere throughout
Rikyii's tea gatherings was modest and he had clear periods when the basic uten-
sils he used were mostly the same.

727 For further information, see Hayakawa 1995, pp. 7-37. It contains an excellent selection of

pictures of Taian.

Nanpéroku, p. 10. See also Hirota's translation (Hirota 1995, p. 226). The translation given
in this study differs in the interpretation of the word gatashi which Hirota translates as
"'...difficult to use..." following the dictionary meaning. This expression could also be under-
stood as being a polite way of saying that something should not be done.
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Another important piece of information this citation contains is that one
should not desire new things to replace the older ones that had been broken or
damaged. However, things repaired have to be somehow very special, such as an
old piece with a long history, or in some other way an extraordinary and valuable
utensil for its owner. Riky{i emphasised that all utensils used should be handled
equally and gives an example of Shukd, who treated the Korean JIdo bowl with the
same respect as the famed Chinese pieces, combining this with an ordinary
natsume or tea-caddy for thick tea (chaire). This shows that even an ordinary item
such as a Korean tea bowl, which was originally made for food and as an every-
day kitchen utensil, can be special or a treasure if it is skillfully made.

In his later years, Riky{ seems to reach the point when he could 'break’ the
old rules of chadé and practises the kind of Tea he liked most without thinking of
whether it is wabi style or formal style. Finally, in his sixties Riky® found his own
style of chadé — he practised both the rough and austere wabi style as well as the
luxurious shoin style, both of which can be manifestations of wabi if one pos-
sesses the right state of mind, the wabi mind (see Chapter 6). Riky(i's becoming
Hideyoshi's Tea advisor at the age of sixty-two might also have influenced this
development of his Tea,’?’ just as Riky( had influenced Hideyoshi's taste in Tea.
Hideyoshi liked luxurious things such as the Golden tea-room or famed utensils
and, being his Tea advisor, Rikyl could not avoid them. However, it cannot be
claimed that all the luxurious items RikyQt owned or used were due to Hideyoshi's
influence. As the tea diaries show, Rikyi also liked a luxurious or refined style of
Tea himself, but not to such a extent, perhaps, as Hideyoshi. He used one or two
pieces here and there during the different segments of the tea gathering. On the
contrary, Riky{l's personality and style of Tea had a definite influence on Hide-
yoshi and his taste in Tea.

The idea of contrasting elements is visible in the following passage of
Nanpéroku, in which RikyQ emphasises the idea of using utensils that are
balanced with one's outer appearance:

pCE AR ]

BEENHIFXD, Kk, B=/FE~NY, KB Fan~ A= F 5
P FEFNVPHAEESF ), KEBEE=KEEN, ZINI=FEKHF /) =T 5
X, EBAFTEN, OAAL IOV oFEREI L, VEBRT AN H=F
g di, B

Riky( always said that to use utensils that suit oneself is appropriate. For Riky who
was a big man, the small utensils suited well. A big man handling big utensils looks
only unrefined and silly and it surely does not express the suki heart. An old person
should choose utensils that are elegant and beautiful. If the sense of wabi is emphasised
too strongly, one will loose the sense of freshness.

29 Sékyh Takaiki, p. 390.
L Nanpéroku, p. 284.
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Again, the idea of polarity, i.e., big and small or rough and refined is stressed.
This citation contains an unwritten suggestion that for a young man, utensils being
rough or even austere is appropriate. One should avoid overdoing the wabi style in
choosing utensils because it causes a lack of freshness and the impression will
be poor and shabby. This again can be compared with the information based on
Rikyi's tea diaries: while young, Rikyti used quite rough and simple utensils, but
in his later years he chose beautiful pieces such as celadon flower vases or celadon
incense burners, chidori kéro and Kéchi ware™' of hotei, as well as a Gyokukan
(& =[4]) picture scroll. The use of large tea jars in his later years may also have a
connection to this subject. However, in general it can be said that Rikyf did not
favour celadon and in the classics only a few examples of their use is found.”?
The use of elegant and refined old bronze utensils occurred quite often in the tea
diaries during Rikyi sixties. In RH and in NK, which were both supposedly
recorded in Rikyi's later years, a similar tendency is seen: becoming aged himself,
Rikyl started to use beautiful utensils such as Mokkei's (Bj%£) picture scroll,
Teika's scroll, or the Picture of a Sparrow, all of which are more soft and sensitive
in feeling than the Zen words he also preferred.

The selection of Rikyi's incense containers included many especially beauti-
ful items, such as a container having a shape of sparrow or wild duck (the latter is
Kéchi ware), Chinese carved incense containers (gurikégo), old bronze incense
container called oya, or an incense container made of mother-of pearl.”** In ad-
dition to these, the use of an ivory tea scoop or a tea bowl with a picture is found.
It can be imagined that all of these were beautiful objects, some of which were
decorated and colourful. The use of beautiful objects, which for the most part were
also famed tea utensils, supports the claim that one should practise Tea that natu-
rally fits one's form of life and social circumstances. The aged Riky{ had gained a
high social status and had become wealthy enough to purchase these utensils, and
moreover, he had connections that made this possible. This might be one reason
for the luxurious style of Tea Hideyoshi practised.

Koéchi ware: Kéchi is a type of ceramics having bright green, yellow and dark brownish
colours. The name of the ceramics refers to the part of the former empire that was later part
of Indochina. Today it is part of Vietnam. After Vietham became independent in the 10th
century, this part was called Annam or Kéchi by the Chinese.

32 gee, for example, Imai Sokyii Chanoyu no Nikki Nukigaki, p. 38: at Rikyf's gathering in
Tenshé fourteenth year (1586) twelfth month sixteenth day, Chitori kéré was used. Or,
Kitano Daichayu no Ki, p. 6: at Riky('s gathering in Tenshé fifteenth year (1587) tenth
month first day, a celadon flower vase was used. Or, S6tan Nikki, p. 256: at Rikyl's
gathering in Tenshd eighteenth year (1590) ninth month tenth day, the square type of the
celadon incense burner was used. Rikyil's rare use of celadon ware is also noted by Stanley-
Baker 1990, p. 149.

733 For Rikyil's incense burners, see Sen no Rikyd — The 400th Memorial, pp. 69, 231.
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RikyQt warned of overdoing the wabi style of tea because of the danger that
Tea would become only an expression of poverty and shabbiness. That is why he
preferred beautiful tea utensils for contrast as he became aged himself. Even as his
Tea became lighter in outer appearance during his later years, 'the heart of the
Tea', the spirit of the gathering, which is usually suggested in the choice of the
hanging scroll, became deeply philosophical in content. This is understood, for
example, with the extensive use of Rinzai Zen words on scrolls, as well as Kokei's
writings. Rikylt emphasised the philosophical aspects of Tea by saying that a
hanging scroll is the most important item in Tea. In Nanpdroku, Rikyl describes
the meaning of scrolls as follows:

EHYEILE—DEENRL, & - FEE=FKOBZHRO—LEEOHH,
Bz E— L7, EXADOLEILEO, EE - EA - HEOWERET D
Hh, BEOY N AP BFLEH, SLELBRADBRREE L22HELIE
HY., WEEILR TN X—AOERE L LY LIRS, ERESRIT~<L,
No utensil is more important than a hanging scroll. It is placed there for both the guests
and the host, to reach the state of samddhi,’33 through concentrating on chanoyu, and
leading them to the realisation of awakening. The most important scrolls are calligra-
phy by Zen monks: one should venerate the true heart of the words written there and
admire the virtue of the writer, the practitioners of the Way, and of the earlier Masters.
One should not hang the works of an ordinary layman in the tokonoma, but sometimes
poets' works on the Way are used. If the tea-room is four-and-a-half-tatami mats,
which differs very much in feeling (or spirit) from an ordinary little thatched-hut tea-
room, one needs to be even more careful in choosing a suitable scroll.

According to this passage, the hanging scroll, and especially those containing Zen
related words, should be like guidelines or act as a stimulus on the Way to attain
the enlightenment, safori. Further, this satori is reached by concentrating whole-
heartedly on what is written on the scroll. Concentration not only concerns the
scrolls but also all the actions carried out in Tea. However, no other utensil used
in the tea-room possesses this kind of philosophical value as a means to attain the
state of satori.

a8 Nanpéroku, p. 10.

35 Warder 1970, pp. 89-90. In Buddhism concentrating on something fully by withdrawing
one's thought from distraction is called samddhi.
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4.5. ANECDOTES EXPLAINING RIKYU'S IDEA OF WABICHADO

In the following, some anecdotes not previously mentioned in this study are
introduced in order to clarify Riky{'s persona as a Great Master of Tea as well as
his idea of wabichadé. Some of the stories are quite amusing, some of them
sarcastic but they show that Riky@ was quite an eccentric personality, being quick-
tempered but very resolute in his ideas of wabi in chadé, as well as being a true
Master of Tea with an extraordinary sense for beauty.”®

The first citation is from Nanporoku and it deals with the 'art' of walking with
geta shoes:

BHOHAN, BELEZLFF I, BB EAM, BEAk/ BE7 7 %
FRERA Vo~ R, E=2Y /&, DAFRDET XNV IS 2, B ¥
H=vFH% ¥ v=, XV TUVAAYT=EF 7T, FFYHI=ELLS
MEE bRy, Bl JANFTFTHEUSHZY, FHBa/3I=F, a/k
(B] . BB/ 0vF=8I7 7, ¥F¥ b7, 4 [(#H] SHET=FTY 2
T, BH=FAIZNL N, BEFREBXLV N B/ &, F¥Z N 72 NSET
FoNTITREANME, B/R=F, BrE=Z AT S5, ThEBEEF L
E/FUMBEANALVN, 4 KR -RBR=I 7T A AXET
L hE, FEITAIIhE, UEFNE=FEATSTF. 77

Entering the roji, both the guest and the host shall wear special wooden sandals called
geta. This is J6-8's rule. Because roji is a place where trees and plants are covered with
dew and one needs to pass it when entering and leaving the gathering, it is said that
wearing gefa sandals helps to distinguish from the sound of the footwear the skillful
and less-skillful Tea person. The sound of the skillful person is not noisy or stealthy
steps, but rather calm and quiet like the steps of one who has reached the heart of
detachment (mushin). One who lacks the true understanding of Tea is not capable of
making this judgment. In these days, RikyQ favoured straw-footwear with bottoms
made of leather. They were called sekita. When Sékei inquires about this new footwear
that Rikyii had made at the city of Imaichi in Sakai, and used in the roji path, RikyQ
answers, "to wear geta footwear [instead of sekita] is definitely not wrong. However,
J6-6 has already said that there are no more than three persons including Rikyii and
J6-6 himself who are capable of wearing geta skillfully. Today, in Kyéto, Sakai, and
Nara there are about ten devotees of Tea and no more than five of them, including you,
Sokei, who can wear geta footwear skillfully..."

This citation shows the importance of reaching the state of wabi mind, the
absolute freedom of the heart and the true understanding of Tea. Whether a person
has attained this desirable state can be heard from one's footsteps: an unskillful
person will walk like a thief but a skillful person will walk so that the sound he
makes is calm, sure and tranquil. The sound of the footfall does not limit one to

35 The book called Stories from a Tea-room Window (1982) contains some of the same anec-

dotes used in this study, and several others not used here, and it, along with Dennis Hirota's
book Wind in the Pines (1995), has been an aid in the translations.

aat Nanpoéroku, pp. 6-7.
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wear geta only in the roji, but this is also appreciated if one can make proper
sounds while walking inside the tea-room wearing tabi socks. In this sense,
walking and how it is emphasised is similar to N6 theatre, where a simple way of
walking is an expression of concentration and mastery: the center of gravity is
rather low, one keeps the feet in contact with the fafami, and steps must be firm
and the mind calm. It sounds easy but is quite difficult to put into practise.

Originally wearing geta, wooden footwear, prevented feet getting dirty or wet
in the roji path. Later, straw footwear called sekita was designed by Rikyt (used
in Tea even today) and the citation above suggests indirectly that sekita footwear
were mostly for beginners and geta for those who could walk properly with them,
i.e., for the Masters. Of course, geta were used by everyone but wearing them also
reveals whether the person is skillful in Tea or not, because the sound of the gefa
is noisier than the sound of the sekita and if an unskillful person walks wearing
geta, the sound may be disturbing and even unbearable.

With this story Riky@ shows that a real Master of Tea has to be able to walk
in a proper way, too. It means being skillful in every single matter concerning Tea
and mastering even natural skills such as walking and sitting and making them a
part of the Art of Tea. For mastering Tea as an art, one also has to master one's
body and self. Furthermore, to become a Master of Tea, one must become 'a mas-
ter of the heart' as noted in Shukd's Kokoro no Fumi (see Section 3.1.2). Becom-
ing 'a master of the heart' leads to mastering other things naturally. However, this
is the most difficult step towards the status of a master.

The next citation is also from Nanpéroku and shows the need for delicate
sensitivity and for aesthetic values to become a Great Tea Master.

S5, BOSNMEERHEEREDPLITLEBRL, REDI ~AMY
KIZTE > EITTRL, FAEDOKNAT LT AR " RELNIT, B L =
RICAKZDT THTRL, B, FASKOR, INKLOAEHIZRAEB L
LE5<EDIeD o, RESEBT, FAIBRCADICTHTbIL, 8
Rikyf says, on the gathering of a snowy day one should try to be careful not to leave
too many footprints [on the ground]. On the top of the stepping stones, water shall be
poured carefully to melt the snow only from the stones. On every occasion, the water
basin, tsukubai, must be filled with water and to make it easier to see, snow should be
melted away around the water basin by using the water. But, when the snow has fallen
deep into the water basin and on the trees nearby making a fascinating scene, it is

better to leave the snow as it is. Then it is better to place the katakuchi pitcher in the
waiting arbour (koshikake machiar) for washing water.

The story teaches that Tea is not only preparing tea in the right way and correct
manner, but possessing an overwhelming artistic sensibility that overlooks
nothing — not even the beauty of the snow. On a snowy day roji should be left as

AR Nanpéroku, p. 9.
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untouched as possible to protect the sense of purity, and therefore, one needs to be
careful to avoid making footprints. On any occasion one should try to maintain the
feeling of purity and naturalness in the roji path. As understood from the citation,
rules and teachings in chadé show the general direction but everyone has to
consider carefully different possibilities based on the fact that every occasion is
unique and no absolute rule can be given.

The following citation continues the discussion of the tea gathering on a
SNOWY evening.

EoRSIIN, BHOBEALLEZT0:0T. SORXZ3ENNNTRR
Z<HITL. EBRBOKRED - HFFITEY T—EICbEBEL, ™

In the evening gatherings when the snow has fallen, as a general rule one should avoid
using stone lanterns in the roji path. Because of the white snow the light is not seen

clearly and light becomes wan. However, depending on the arrangement of trees and
the appearance of the roji path, it is difficult to speak unconditionally.

Rikyf really enjoyed the beauty of the snow, and according to this cited passage,
he thinks that the light that snow reflects is enough during the evening gatherings
held in the winter. In general, Riky( preferred natural light. In the evening
gatherings, moonlight is the best and if there is no high and thick foliage, the natu-
ral light from the snow should also be enough. These citations demonstrate that
Riky preferred first of all naturalness and the feeling of purity. He seemed to
prefer darkness more than the overwhelming light of the glittering snow and stone
lamps. Warnings to be careful not to leave too many footprints in the snow and to
avoid the use of stone lanterns whenever possible, also show that he gently guided
his guests to total concentration and control over their bodies and movements, and
also toward the enlightenment. Darkness is another way of promoting these senses
and the goal of reaching enlightenment; in the dark roji, where the only light is
given by the snow, all one's senses will be vigilant and one will sense things that
would otherwise be almost impossible to see or hear. The use of darkness as an
effective way to strengthen one's senses, being 'truly awake', could be understood
as a form of Rikyil's sense of minimalism in beauty. He wanted to keep everything
simple and to avoid embellishments. Whenever something could be reduced he
did it, such as the size of his tea-rooms, the number of famed utensils used in Tea
or the intensity of the light.

The next citation shows that Riky( also wanted partly to cover (to obstruct)
the beautiful view to the sea from his roji in Sakai City:

Rk, ROBRKITEI METEIERRY . ThEFLK BOPTLZEN L
bo I ~BRIZLT, D3FARREOPMEFT LY I~FERIITLY B,
RICTERD 2T, RERMIC,

739 Nanpéroku, p. 9.
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T - LEICWD I OROMME
EVSEEFIRBELTEICB L, BREEY Leh, 70

There was beautiful scenery all the way to the sea from Riky('s tea-house at Sakai city.
Rikyt did not like it so much, and therefore he planted trees to obstruct the view of the
sea and to hide the scenery. However, while using the stone water basin (tsukubai) one
could catch a glimpse of it behind the trees. This is also how the construction of the
roji should be understood. In a poem by Sdgi (1421-1502), it says:

Only a touch of sea / floating gently into the garden / behind the trees
Rikyi loved this poem and he kept it is as a guideline for making the roji path.

One can imagine how charming the view from Rikyi's roji path all the way to the
sea must have been in his tea-house at Sakai city. However, Rikyii seems to con-
sider it to be too perfect, perhaps in catching the guests' interest and disturbing the
calmness of their mind, causing excitement, which is against the essential mean-
ing of wabichadé. The essential meaning of wabichadé does not lie in perfect
things nor in great moving feelings but rather in insufficiency and the absolute
freedom of the mind. In practice this means that one does not have to see the sea;
it is enough if one knows it is there, conveying the idea of being satisfied with
insufficiency. Absolute freedom of the mind is attained when one no longer has
any desire to see the sea or to experience pleasures of this world, but is satisfied
with things as they are. One does not have to see the sea with one's own eyes: it is
enough to see it through the eyes of one's heart. This is also one form of having
reached the absolute freedom of the heart.

This story of Riky is similar to Kenkd's Tsurezuregusa, in which he writes
about people admiring only the full moon and cherry blossoms in full bloom.”!
Kenk criticises people who only wait to see the cherry blossoms in full bloom or
the full moon in autumn. He raises a question: would not the moon be more
beautiful beneath the clouds and the cherry blossoms lovelier when scattering
away in the mild spring breeze. Similar to the full moon in Kenkd's story, Rikyt
wants to show that rather than wishing for an unhampered view of the sea, one
should be able to appreciate the beauty and charm of the scenery where the sea is
seen through the branches of the trees.

The following story continues the theme of evening gatherings and introduces
the role of flowers:

WITIEE WS L, HROFRY LE, PR - REVKDIZ~ KL IC
FBIZE Y TWiITE=EY Lth, LABDTEA W, AE ERE, v i7ETE
dax ., HAMETE L WSERNGREBOSKEL, BEZHT3EEHE b O
HHImm, ™

70 Sekishdi Sanbyakukajé, p. 255.

7al Tsurezuregusa, pp. 231-235 (Chapter 137).
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From the times of old, there has been a custom of avoiding the use of flowers in the
evening gatherings. J6-6 and Riky(, having had close discussion on this, decided that
in the evening gatherings, too, flowers can be used. However, one should not use
colourful flowers, but rather white flowers. Several kinds of flowers are accepted.
Besides this, there exists an oral transmission of praiseworthy old manners concerning
the 'flowers of the flames'. Especially in celebrative gatherings, one should consider
very carefully whether these 'flame flowers' suit the occasion.

The suggestion of using white flowers instead of colourful flowers is under-
standable because in times of old, the tea-rooms were quite dark and in the dim
room one could not see different colours clearly. White flowers possess a kind of
natural glow that colourful flowers do not possess. Nanpdroku says that several
kinds flowers are accepted, but as a general rule flowers with a strong smell,
plants with fruit, or flowers with a name of unpleasant connotation, such as bones
(kobone) that gives an image of death, a negative character of personality as
cockscomb (keit6), or even prostitute (jord). should be avoided.”

Concerning unpleasant connotations, one should be careful in using the
'flame flowers' even though they are used on celebrative occasions because they
are also used as an omen to gain some material (economic) profit in old beliefs
and money is one of the unfavourable themes in the tea-room. This example
transmits the deep sensibility for another person's feelings found in Japanese cul-
ture and manners of Tea. Then, too, it strengthens the impression that Rikyl was
careful never to give even a hint of unpleasant connotations inside the tea-room,
confirming that Tea masters must consider carefully every single act and object in
the tea-room.

The next story deals with the theme of light and darkness. The meaning of the
change of light during the tea gathering plays a very essential role: the first half of
the gathering is dark and the second half of the gathering is light. Nanpéroku
explains this as follows:

BEB=F. TIE - BE/@&m/ 2 b, k=, INE, BB, = L X &
h, ME=FRKN DT, BEKTAR~ BT 5. 7/ 42— K
JETY EEPE=HLT Y, BENETA Y. BEIVXSITF . Y
vFE R, I FTEB/EFY), kK EFUVRE, RR/BIEY. ERER
=V EHATEET AL, KA EE=TY, ™

In the tea-room there is a special flavour for the first half (shoza) and the latter half
(goza) of the gathering. Rikyi says that the first half of the gathering is called in (yin)

and the latter yé (yang) and this is the general rule. During the first half, the hanging
scroll is put up in the fokonoma, the kettle is boiling gently and the windows are cov-

e Nanpéroku, p. 7. 'Flame flowers' (84E) contains two Chinese characters fire or light (16)

and flower (ka) and it means the leftover (cinder) of the burnt heart of the candle that recalls
the shape of an imaginative flower.

743 For the forbidden flowers, see Nanpéroku, p. 7, or Hirota 1995, pp. 222-223.

i Nanpéroku, p. 212.
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ered with the reed screens (sudare). All these things are done to promote the feeling of
in (yin) in the gathering, and both the host and the guest should reach this spirit (heart).
During the latter half of the gathering (goza) the flowers are set, the kettle is boiling
nicely, the sudare screens are taken away and so forth. All of these acts are done for
the feeling of y6 (yang). These are general rules but one has to think of different ways
of carrying out the gathering depending on whether the weather is fine or cloudy, cold
or warm, or very humid. This is something that all devotees of Tea must consider for
themselves.

This citation indicates Riky{'s fascination with the darkness. Even though there is
a change from dark to light, chadé could, in fact, be called a beauty of darkness.
Small tea-rooms are built in a way that direct sunshine never shines into the tea-
room. Therefore, even in bright sunshine, inside the tea-room it is quite dark, and
the first half of the gathering that is said to be dark is actually even darker than the
second half of the gathering. One can hardly see. That makes the occasion very
different from those in Western countries, where it would be considered rude to
make one's guests sit in a dark room. Concerning this, Sei Shénagon writes about
the beauty of darkness in Makura no Séshi as follows:

HETRK, AOER LY,

Music is best in the evenings. And people's faces when you cannot see them clearly.

One reason for the fascination with darkness is, of course, that there were no
modern effective lamps available at that time. Moreover, the tea-room architecture
does not even try to make the room as light as possible (compared to the sukiya
style of architecture, such as in Katsura Rikyii or Shiigakuin where the windows
can be a kind of panorama view of the garden) because the light disturbs the
feeling of tranquillity. Small tea-rooms are built to be dark: windows can be many
but they are small (and they may even face north) and have a bamboo lattice in
front of them. The doorway is a small nijiriguchi style of crawl-in entrance, and
the colours of the materials are dark earth-colours (brownish). Dark has a quieting
effect; it calms the mind and heart and helps concentration, and makes it easier to
attain the enlightenment, which in Tea means attaining the ultimate state of mind
which both the host and the guests should be able to reach. In this state, the host
and the guest reach mutual understanding and there exists no force to please or
entertain. One becomes honest and frank and attains absolute freedom from earth-
ly affairs, and naturalness in all acts. One attains the state where one is free to ac-
cept oneself and everything else as such. The dark sensitizes all the senses and one
will experience things and feelings in a deep and unique way.

Another reason for keeping the tea-room quite dark is to achieve contrasting
elements, dark-light which we have shown to be one principal element in Tea.
Also, luxurious tea utensils look more beautiful in a dim tea-room where the

5 Makura no Soshi, p. 249 (Chapter 214).
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shades of darkness soften the colours and tone down the lines of decoration.’”®
Further, dark supports the formal feeling or even the sacred feeling that comes
from the mysterious darkness and quiet in the first half of the gathering when
thick tea is served. In contrast, during the second half, when thin tea is served, the
tea-room is made light by taking the sudare screen away giving way to a feeling
inside the tea-room that is more informal, energetic and lively. During the second
half more discussion is carried on; contrasting with the quiet and calm atmosphere
during the serving of the thick tea, the atmosphere becomes more relaxed and
strengthens the feeling of togetherness. During the first half, everyone tries to find
freedom from secular matters, they turn to question their hearts, but during the
second half after this state of mind is attained, the host and the guest share this
ultimate state of mind. They will be able to give something to the others because
all the effort is no longer needed to gain something for themselves, and this makes
it possible to enjoy the gathering even more deeply and uniquely.

Dividing the tea gathering into first and second halves also shows that the
rules concerning how tea is served were established to some extent during Rikyii's
times; sometimes it is even claimed that Riky(i alone was responsible for this.
According to the classical sources used for this study, it can be shown that this is
not the whole truth: J6-6, among other Tea masters, has also influenced how the
rules and regulations were formed.”’ Concerning rules and regulations, in the
following citation the differences between formal thick tea and informal thin tea
are explained in more detail:

YAF X LTE=UT, FRITE=MVEX T, EBRFTFE/h, a A
¥ T H=, FHITE= bLE~Y, BT 34K/ FRI TRESF E £
UV, DR Fy NEOQOFVVEFLa~ afFrE= bBoN FHI Y
~FHRhIFRE/ M, L =FEEA BL | BA—VEJLAYT N DAk
2y TYTNPBEANT TR, BETALA, T/ VRTHERE M,
WY b, LABE=VT, FHIN L AV=FBET, BEEF=T VY X
ZHhaAxh, T FIVERTIH~N, F N FTRINVTEI T,
B EARL=FIFTAR, FALTUTHIYY/a b F O B3 MK EHL
EP s ﬂl\ T48

e Similarly, in Tsurezuregusa, Kenkd says that ornaments and rich colours in things and in

materials, such as kimonos, are their best in the night. Tsurezuregusa, pp. 326-327 (Chapter
191). See also Tanizaki 1975, p. 22, and pp. 31-31. In these chapters, Tanizaki describes
the beauty of gold in statues of the Buddha, in brocade, or in lacquer work (makie) with gold
and silver decorations. Tanizaki mentions that the shadows somehow wrap around these
items, softening the lines and colours of the decorations. See also Sei Shonagon: Makura no
Séshi, pp. 312-313 (Chapter 302). Similarly, Sei Shénagon praised the beauty of a Japanese
kimono in the winter moonlight.

47 Tanaka and Tanaka 1998, p. 48.

748 Nanpéroku, pp. 368-369. A similar idea is also found in Nanpéroku, p. 264: 5/ %,
SO F B = — BINETY, REFEF=ERET Y. KEHNI S LHLA
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Thin tea (usucha) should be prepared with a humble mind [informal mind] but the style
of preparing tea should be carried out with the most respectful manners [formal way]
and practicing tea like this causes that the result is not coarse. Thick tea (koicha)
should be prepared with the most respectful mind [with a formal mind] but the style of
preparing tea should be humble [informal]. The style of preparing thick tea has been
originally formal and thin tea informal, and therefore, if one thinks of thick tea being
informal [by nature] one will succeed in preparing tea with a good style. Both the style
of preparing thick tea and thin tea must be understood in this manner. Important famed
utensils especially should not be handled too lightly. By practising hard, one will
naturally attain understanding of the meaning of this. If one handles a very rare and
valuable famed utensil, it is good to maintain the feeling of a formal heart [full of re-
spect] but yet to prepare tea with a decisive manner and handle utensils with ease. If
one handles utensils with uncertainty [nervously and cautiously], one's way of prepar-
ing tea becomes small and timid [unpleasant to look at], too. This is also against the
true heart [essential nature] of the small tea-room. Rikyd also said that these things
should be learnt from the true mind(heart).

In this citation, contrasts are found between the mind and the act. Thick tea should
be performed with a humble mind and thin tea with lofty mind because the style
of serving thick tea is sublime and the style of serving thin tea is more casual. If a
formal style of thick tea is served with a lofty mind, the result becomes too
sublime and too noble. On the other hand, if more informal thin tea is served with
a humble mind, the result is too casual and ordinary. To maintain the balance,
these contrasting styles and states of mind have to be reconciled. The citation
shows that for Riky(, Tea was not a ritual nor a ceremony that should be carried
out with a holy spirit and stiff behaviour. Nor was it for him just an entertainment
party in order to amuse the guest. For Rikyfi, Tea seems to be something between
these two: it is an aesthetic occasion giving an opportunity to enjoy art pieces and
the artistic creativity of a skillful master having deep philosophical values at its
base. The citation also illustrates how important the nuances were for Rikyd.
Rikyt claimed that it was not enough if one could serve tea in a proper style, but
that this act must also be carried out with the right state of mind. All acts are
considered means to attain this ultimate state of mind and the tea-room itself is
considered to express the pure world of the Buddha, where the 'Tea enlightenment'
becomes possible. A skillful host will easily find a proper way of serving tea for
each occasion, and this emphasises the idea that every gathering is unique and
cannot be carried out twice in the same way. Rikyil's idea of naturalness is also
emphasised in this citation by saying that besides maintaining the proper state of

~Y =3l Fmanabt U, e 2o=F, @WEH =4  Rikyld says,
thick tea (koicha) should be prepared in an informal way (or feeling) and preparing thin tea
(usucha) should be done in a most formal way. One needs to consider carefully and truly to
understand the difference between these two things. There are changes in style [of preparing
Tea] depending on the time and place. This may seem easy to carry out but it contains essen-
tial secret information [of the procedure of chanoyu].'
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mind, one should be able to act naturally. True naturalness becomes possible in
the ultimate state of mind (see in more detail sections 2.3.7 and 3.2).

The following story also concerns the importance of possessing the special
kind of mind for chadé, being always prepared at heart to welcome guests which
is vital for a wabi Tea practitioner.

5. Lo, IREEHEVTHELU~TWSh, IbIZT, HFBIZEE L
MITTHLBREASEMhiEhiZ, B ~E8 L v @4
BIZED, LAHBRETEET7, W, ER50- LRI ICTERE2L
I BEDDPADT, LT TEBLELRSHh, BIZEMNL AL L LT
}_’L’\-&-‘\ 749

In the spring when the cherry blossoms were blooming, Rikyii left for the Eastern
Mountains with one wabi Tea person. On the way, they started to talk and Rikyi asked
his companion whether he left the kettle ready before leaving the house, where to the
wabi Tea practitioner answered, "No I did not because I left the house so early in the
morning to accompany you.' Rikyf said, 'O how dare you think of practicing the wabi
style of Tea with that attitude! Go straight back to your house and set the kettle on the
fire. You never know if someone will pay you a visit in the evening.'

Rikyt was very definite in his ideas of wabichadé and he did not hesitate to
correct his disciples. One of the principles is that a wabi Tea person should always
be ready to welcome guests. Being prepared not only concerns the practical pre-
parations needed for serving tea, such as having a kettle on the fire, the tea-room
cleaned, and flowers in the fokonoma, but also being ready in one's heart. Being
ready in one's heart means that Tea is no longer just rules to follow or a play to act
but it has become a part of one's everyday life (Section 3.2.2) in a state where one
has reached the absolute freedom of the mind.

Earlier in this study (Section 2.3.1) a similar idea was introduced citing Zen-
charoku, in which it says that one needs to aim for the 'absolute preparedness of
the heart' or toward 'self-discipline' in doing things. This is reached when the lack
of freedom becomes absolute freedom, insufficiency becomes fully satisfactory in
every respect, and finally unpreparedness turns into being fully prepared both in
body and in mind. To give an example, it is not the same if one has cleaned the
house against one's will or full of anger because one is ordered to do so, as it is
if one had cleaned the house with pleasure and satisfaction. The result in both
cases might be a clean house, but in the latter case one has not only carried out the
orders in the course of everyday life but also completed them with the right spirit-
ual attitude. It is not the same if one just follows orders and acts as taught; one
must fulfill all the rules with one's heart and every act must come from one's
sincerest spirit (Section 2.3.4).7° The wabi person in this story seems to follow

4 Chawashigetsushi, p. 210.



the idea of wabi like a role in a play and it has not yet become a part of his every-
day life. Riky{i wanted to correct him and show that he still lacks in spiritual train-

ANECDOTES EXPLAINING RIKYU'S IDE4A OF WABICHADD

ing and he must practice harder.

The next citation shows that Rikyi disliked people who were not honest and

frank, those who pretended to be something they were not:

FOLEWVWSANIZOEDVDESY, FHKRE LAARY TR X, WoT % =~
AER T | BBEDZA, KIREVE~DIFBIC, DOEEZZSBXL, &
SRCHTRIER T, EELAZ0EA~, FRIZA v EBWVWED BT DOIC
Pies, BV TEDOL LIZADFRVOLIT 2% Ih,, EXTITICAE
EREAHT, OO LTZIZITT 28510, EloTHE Sl Ve T
PHZ AR, RITI2L0, B2 —EOREIZ LoBL e, EOLTHR L—%
NBEBHLLALESIZ, HAOZ ESHEGICLES B 29, E—RIET. X
BREVERT LT, S OIRIABES| 7, KETHNIR I VLL TL0
HV T, FLL>sO~FHDLT, thdobEstRbhfElzIw23
A AEDV LD L ERIHT, BBNELEMERDZIE, KR EHHAEH
HLT, WhizEhiEblbALIDIEDR, Sh, AL &b,
I EHAHERM L ERY, T

In the place called Morikuchi there lived a poor Tea practitioner. This person was an
acquaintance of Rikyl and he had invited Rikyd to come over to have a cup of tea
someday. On one winter day, when Rikyli was on his way from Osaka to the capital
[Kyoto], he remembered these kind words of the poor devotee of Tea (person devoted
to the wabi style of Tea) and since the evening had already darkened he decided to pay
him a visit. The host welcomed Rikyd delightedly and guided him into the tea-room.
Riky( was satisfied in seeing the truly webi style of the humble dwelling. After a
while, they heard sounds at the window like someone who would like to come for a
visit. The host took the lamp with handle and bamboo pole (the end is cleaved into a
fork) and went outside. He set the portable lamp under the lemon tree, picked up two
Chinese lemons using the bamboo pole, and returned into the tea-house. Rikyi fol-
lowed these happenings and wondered what kind of food the host might prepare from
the lemon and found this wabi Tea practitioner's way of hospitality very interesting.
Just as RikyQ had thought [it would happen], the miso soup (bean paste soup) with
lemon was served, and after the first round of sake, a beautifully round boiled fish
paste, delivered all the way from Osaka, was carried in. Rikydi understood that some-
one had informed the host of his coming already the evening before, and therefore, the
host prepared fish and other delicacies to be served for Rikyfl. Everything that had
looked so honest and unpretentious showed to be false. Rikyl was disappointed and
even though he had had no more than a half of the served sake, he said, 'cause 1 have
things to do in Ky®6to [ shall stay no longer', and left. No matter how hard the others
tried to make him stay Rikyf{l took no notice. Even though wabi means to use whatever
one has on hand, one should not use things not suitable for the wabi style of Tea.

751

In the Book of Tea there is a story about Rikyl and Soan (see 4.2.3) in which Rikyil had
asked Sdan to clean the roji path and no matter how carefully Séan cleaned it was not clean
enough for Rikyi. With this story, Riky( teaches that too much cleaning disturbs the natural
feeling, but also that it is not the act, but the spirit in which the act is carried out that is

important.
Chawashigetsush, pp. 205-206.
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This story shows that Rikyl was quite a short-tempered man and once he got
angry, nothing could change his mind. When Rikyii thought that he was mislead
by the host, he did not bother even to be polite and to stay until the gathering was
over, but he left causing quite a stir. RikyQi got angry because the host was not
sincere. The wabi Tea practitioner's behaviour did not reflect the idea of being
always prepared to welcome a sudden guest because he intentionally prepared
welcoming Rikyd with delicacies. He wanted to please the famous Master of Tea,
even though, according to the principles of wabichadé, he ought to try to show
hospitality in a way that 'a heart is not aware its being a heart', i.e., in a truly
natural way (see Section 2.3.7). For a wabi Tea man it means accepting things as
they are, finding even 'the insufficiency sufficient’, and not desiring more.

In this story Rikyil teaches that one should practise Tea in a way that fits
one's life,”>? even though one may have by chance some delicacies in the house,
one should never serve something that stands against the sense of wabi. Rikyi's
criticism was that the wabi practitioner's actions were not honest and sincere to the
idea of wabi in Tea because he wanted to be better than he was, and therefore,
showed dissatisfaction for the insufficiency of the modest wabi style of Tea and
life. This indicates that this wabi person had not realised 'the freedom in lack of
freedom', but rather he was still attached to the things of this world.

Rikyt not only admired things of perfection, but he could also find beauty in
broken utensils, as is shown in the story about a leaking bamboo flower vase
called Onjdji (Plate 18a):

SZEEMFOBICIEEAL TERIZTT-2%, H5 A, BobhBHIY KD
LS ) TROBRNITAERT, Whs EBEhhit, B, kA0ObL v &
Dl L, 793

One Tea person looked at Rikyd, who had set flowers into the bamboo flower vase
called Onjdji and hung it to the tokonoma pillar. The water was dripping from the
crack onto the ratami making it wet and the Tea practitioner asked Riky( about this.
Riky( answered that, 'in these water drops exists the soul of the flower vase'.

Riky{'s companion seems to be concerned about the leaking flower vase, that the
dripping water would dampen the fatami and damage it. However, for Riky( the
dripping water gave a special sense of beauty to the vase, representing for him the
soul of the vase. According to Rikyti, items of little damage were not necessarily
unsuitable for use, and in some cases the crack might even create or deepen the
true spirit and sense of beauty in the utensil. Usually cracked tea utensils, such as
tea bowls, were repaired with gold”>*or lacquer, if they were somehow remarkable

752 See Section 4.2.2: comments, and Section 4.2.3: story about middle gate in different schools

of Tea.
753 Chawashigetsushi, p. 206. See also Mori and Mori 1982, pp. 40-41. This book has a longer
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pieces for the owner, or in the case of famed utensils. Fine bamboo flower vases
might also be repaired with rivets but this did not make them waterproof.

The next story is about the ceramic tea-caddy, chaire, that was nothing spe-
cial before it was broken, but repairing it gave it an interesting look. Some
examples where the tea utensils were intentionally broken can also be found in the
classics. However, these examples need careful examination to see whether they
really express a kind of aesthetic value or whether they convey something else, for
example about the personality of the Tea person.

ELEn~5FME. ROAFRLED D, FAERZ2EBET, FLDTERIC
HLEhix, & —ARICVWLhEh, EEER TH, YiRhEns h
FABLLAMLTEC, AMEBMEET S %2, BETLIHTOAD
LHOTHAD, FILLMTESERL, skt ®h,
BRTCIFFEARBRNET, T LOAFKHET, LTHhExb LOFE
FANNWORY KABBELNIETELR, ™9

One Tea man from Sakai owned the katarsuki (shouldered) type of the tea-caddy for
thick tea called Cloudy Mountain. He invited Rikyil and some other people to the tea
gathering, where for the first time he used this tea-caddy for thick tea, but Rikyil paid
hardly any attention to it. After the guests had left, the host was very disappointed and
murmured that if Rikyd does not like this piece it is worth nothing, and broke the
chaire on the iron stand of the hearth. An acquaintance of the host saw this and gath-
ered all the broken pieces of the chaire, took them home and repaired it himself. After
awhile, Rikyl was again invited to a tea gathering by this Tea practitioner, where he
showed Rikyfi the repaired chaire. "What a marvelous chaire!' Riky( said and praised
the beauty of the piece. This Tea person told the original owner what Riky( had said
about the chaire and returned it, expressing the hope that he would take very good care
of the tea-caddy.

According to Saito Yuriko, the aesthetics of imperfection and insufficiency com-
prises two types of utensils: accidentally and intentionally broken objects.”*® At
first glance, this story seems to belong to Saito's second group of intentionally
broken things, conveying the idea of the beauty of imperfection, but actually the
chaire was neither accidentally broken, because the host broke it in anger, nor

754
755
756

Oido chawan, Tsutsuizutsu; see picture in Kumakura 1991, p. 28.
Chawashigetsushd, p. 219.

Saito 1997, pp. 377-385. According to Saito, this special kind of aesthetic value can be
explained with the aesthetic value of contrast and by emphasising the imagination. The main
emphasis in Saito's article seems to be on damaged or broken tea utensils, referring to the
aesthetics of imperfection. But, is it really the crack, the act of breaking tea utensils, that
makes them interesting, or rather the skillful repair giving a special spirit to the utensil which
makes it look interesting? The word wabi is not mentioned in Saito's article even though the
content is very close to the idea of wabi studied here. Examples in the classics where tea
utensils were intentionally broken are not so many and anecdotes, especially concerning
Rikyt, do not always have to mean that they express the sense of wabi in chadd, but rather

express his personal preference for imperfection or his philosophical ideas behind wabi-
chads.
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intentionally broken, because the host did not break it in order to make it more
interesting.

In this story, the host broke the ceramic chaire because Rikyl showed no
interest in it, but after being skillfully repaired the tea-caddy became interesting
looking and even Rikyt praised its beauty. This does not mean that all damaged,
broken, or repaired pieces contain a special kind of aesthetic value, but rather that
tea utensils should not be praised because of their fame or name. All the famed
utensils or Chinese pieces do not have to please the aesthetic taste of everyone:
some of them might even look quite ordinary. Therefore, in some cases, famed
utensils without any special features might look even more fascinating when re-
paired. The repair may give them aesthetic interest or create some interesting pat-
terns on the surface of the object. However, it should be kept in mind that the re-
paired item has to be somehow special to the owner, or to be an old, famed
Chinese item to be worth repairing (see Section 4.4.2).

Rather than showing that in Tea damaged items possess aesthetic value, this
story illustrates that Rikyt disliked those devotees of Tea who wanted to please
him just because he was a famous master of Tea. They purchased rare tea utensils
to display before Riky(, thereby gaining merit for themselves as being someone
with such good taste that Riky® himself would praise it. Rikyil's silent criticism of
such Tea practitioners' behaviour can be read between the lines — tea utensils
should not be praised because of their name. Because of these practitioners, Tea
was moving too much toward the utensil-centered Tea that Riky( disliked very
much.

Not connected to this particular story, but based on a similar example, Saito
considers that intentionally and accidentally damaged items used and praised in
chadé are both forms of "imperfect beauty".””” She cites a story from Nanpo-

37 aito 1997, p. 378. See also Nakano-Holmes 1995, pp. 62-63, 210. Nakano-Holmes writes

that, while Riky preferred simplicity, rusticity and tranquillity in his chanoyu, Oribe prefer-
red bold and colourful. Oribe exaggerated and transformed the wabi aesthetic features such
as irregularity and imperfection in order to seek 'a perfect imperfection'. According to
Nakano-Holmes, Oribe's unrestrained expressions and even comical interpretations of wabi
aesthetics may, at times, appear as if they were meant to make fun of Rikyl's chanoyu. As
Nakano-Holmes also points out, the basic difference between these two tea masters were that
Rikyil sought naturalness and Oribe sought a kind of free form made artificially. In this
study it has been well-established that one feature of wabi as a philosophical concept, in
addition to beauty, is naturalness (on naturalness, see sections 2.3.7, 3.1.3.3, 3.2.3, and
6.2.4), and therefore, it may be asked whether "Oribe's wabi style" exists as Nakano-Holmes
claims. Or, are Oribe's works only one expression of imperfection similar to Saito's inten-
tionally damaged items? However, as shown in this study all imperfect and damaged items
do not possess the spirit of wabi; they have to be born through the wabi mind(heart), the
absolute freedom of the heart, the Buddha nature (Section 2.3). These two types of utensils
introduced by Nakano-Holmes (oribe yaki) and Saito (intentionally damaged items) do not
fulfill these requirements. They are just expressions of artificial ({E#) imperfection, and
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roku™® in which J6-6, on the way to the tea gathering, finds a perfectly-shaped

flower vase with handles (suggesting the Chinese style of flower vase). Mean-
while, Riky( had also noticed the same flower vase and purchased it. The follow-
ing day he invited J6-6 for Tea and J6-6 discovers that the flower vase lacks its
other handle. J6-0 is very surprised to notice that Riky{i had thought the same
thing as he had, that the vase would look even more fascinating if it had only one
handle. Saito seems to consider that damaged or broken utensils would, as such,
contain higher aesthetic values, and therefore, in chadé tea utensils that were also
intentionally damaged should be included in the group of "imperfect beauty".

I wholly agree with Saito's idea that accidentally broken items convey the
spirit of imperfect beauty, such as a Yaburebukuro fresh-water (Broken Sack)
container which was broken during the firing. But I have come to a little different
conclusion concerning the use of intentionally broken utensils in Tea. This story
could also be understood to mean that breaking the utensil does not, as such,
increase its aesthetic value, but if the breaking is done skillfully, the result might
be even more fascinating than the original unbroken item. By this, I mean the
difference between the concepts of an artificial imperfection ({E#), as Saito
seems to understand it, and a creative imperfection (fEE).”° These can also be
described in terms of plain imperfection vs. subtle imperfection (see also 3.1.1
about plain withered vs. subtle withered).

This story, as well as many of the intentionally broken items in Tea, belong
to this latter group of 'creative imperfection'. The perfect flower vase was for
Rikyt like a beautiful piece of art having no life because it was made for looking
at and praising its beauty, like art pieces in museums, not for actual use.
Therefore, Rikyi caused a little damage to the vase (perfectly under his control) in
order to avoid the overprotection of the perfect piece of art and the result was even
more fascinating. In this case, the story illustrates RikyQ's practical ideas in the
wabi style of Tea as well as his extraordinary sensitivity to beauty. Breaking
things intentionally is against Rikyi's philosophical ideas concerning Tea, such as
the examples of the thick tea-caddy called Cloudy Mountain (see above) or the
aged sarudo style of gate in the roji path (4.2.3) shows. These demonstrate that
Riky( truly disliked things that were made on purpose to possess the spirit of
wabi, but if the cracked or slightly damaged piece became more suitable to be
used in Tea, this was acceptable. Even though most of the tea utensils were art
pieces, they were to be used. Moreover, tea utensils should not be praised because
of their origin and name but just far what they are (see Section 3.1.3.2).

therefore, it is not suggested in this study that they be considered expressions of the spirit of
wabi in tea utensils.

Nanpéroku, pp. 283-284.
For the concepts of sakui (£ / {EF), see Sections 4.2.3 and 2.3.7.
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Even though Rikyl was against the idea of pleasing guests on purpose, he
also seemed to choose the utensils according to the interests his guests might
have, which can be understood from the following citation from Chawashi-
getsushii:

R, RS bThiZ. SEOERFRLY, BEICEE L. HEANROAL
R, BICEEITT L, 760

Riky( had often said that for today's guests who are from Kyéto, I shall choose kata-
isuki chaire. But for tomorrow's guests from Sakai, I shall choose a wooden natsume
instead.

There is no special reason why Rikyd would choose the ceramic tea-caddy for
thick tea (chaire) for the guests from Kydto and wooden natsume for the guests
from Sakai. The tea-caddy for thick tea is more highly respected than thin tea-
caddies, just as is thick tea compared to thin tea. Therefore, it can be argued that,
because the center of power and cultural activities, including chadé, were at that
time in Kyo6to (Kyoto was the capital), guests from Kydto were served tea from
the rare chaire. Sakai, on the other hand, was originally the city of merchants and
even though merchants were wealthy, they were not socially as highly respected
as, for example, warriors or nobles. This is in accord with Riky{'s idea that every-
one should practise Tea that suits one's own social class and form of life (see
Chapter 4.2.3, a story about different kinds of middle gates in roji path, or 4.4.2,
on the utensils that suit one best). However, more likely, the choice of tea con-
tainers might not have had any connection with the cities the guests were from,
but wase perhaps only related to the guests' personal taste. Nevertheless, this
passage gives interesting information that utensils used in Tea were chosen ac-
cording to the guests invited.

Earlier in this study it is stated that, in chadé, artificial is inappropriate and a
host should not try to please one's guests on purpose, but rather to practise Tea in
a way that 'a heart does not know it is being a heart' (for more details about J6-9's
idea of naturalness, see sections 2.3.7, 3.1.3.3, and 3.1.3.5). Rikyd also taught
concerning naturalness (Section 3.2.3) that it is good to attain the match of hearts
unintentionally and in this sense both Tea masters, J6-6 and Riky{ teach a similar
idea of naturalness, using different words. At first glance, the citation above seems
to be in contrast to the principles of these teachings, but it may be read also that,
Rikyl has already attained the desired state of mind where all acts have become
natural in an unintentional way, and therefore, he is able to choose suitable uten-
sils to be used in different kinds of gatherings with different kinds of guests.
Meaning that he chose the valuable chaire for the guests from Kyoto who were
able to appreciate, by their cultural heritage, its beauty as such, without just seeing

i Chawashigetsushi, p. 206.
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an expensive and valuable item as perhaps the more money-oriented merchants
would. By choosing an ordinary wooden container, natsume, for guests from
Sakai, Rikyt also had a lesson for them that inexpensive tea utensils can also be
beautiful and valuable as such.

The following passage from Chawashigetsushii illustrates RikyQ's apprecia-
tion of using contrasts in chadé:

. HEFCHTEEN, BUFFEEELIPLIICHEETHIRHE LN
WL,
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Rikyil says that a skilled Tea person's selection of utensils in Tea is like combining
chestnut with mustard.

Comment: This means that with valuable significant utensils, the modest and ordinary
utensils should be chosen, as well as big utensils should be used with small pieces.
From long ago, with the 'shouldered' (katatsuki) type of tea-caddy for thick tea (cha-
ire), a natsume [rounded body] is chosen for thin tea, similarly with the round-bodied
tea-caddy (marutsubo) for thick tea a cylindrical style of tea-caddy for thin tea (naka-
tsugi) is used. Again with the unryi type of kettle [long and slender body], a tarai type
of fresh-water container is chosen [low and shallow body], or with a large fire brazier a
small board beneath, of course. Koshoku [Furuta Oribe] combined the hosokuchi kettle
[narrow and slender] with a hishaku like a small sword [small and short], which is also
in accordance with this teaching.

The skillful use of contrast in the objects and the place is important to emphasise
the beauty of the objects used.”®? This rule concerns everything in chado: the
colours, the shapes, the size and the materials. However, the ability to combine
things with taste is attained through hard work to train one's eye to distinguish
good from bad. This is something that beginners cannot do and it needs extensive
practice and careful study of the works of the old great masters (see Section 3.1.1).
Rikyd, however, taught otherwise: after a careful study of the rough wabi style of
chadé, one is able to understand the beauty of the luxurious or the famed utensils
(see Section 3.2.2). No matter which way one chooses, one must master them both
to be able to combine things in Tea skillfully with taste.

Flowers are important in chadé and there are many stories about them. The
following story shows that RikyQ was not only a skilled Tea master but also that

761 Chawashigetsushdi, p. 212. Note that sabi and karumi (plain, simple, somber) are both

aesthetic terms even though they are used here in a different context. For details, see Kuri-
yama 1992, pp. 190-208 (on sabi) and pp. 255-268, (on karumi).

See also Section 4.4.2.1, where Riky( says that one should always choose utensils that fit
oneself. A big man should have small utensils or an elderly man should use beautiful uten-
sils. In this citation also the idea of using contrasts is emphasised.
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he had an extraordinary eye for beauty and an innate ability to master difficult
situations elegantly with taste:

FEOR, FEX, RERDILOSKICAKEALTRICASL S ¥, izt
—ALBELDN, RBECEONIE2 N LML 3 HEZT DA
A, BENREBENTSE, 25, OB SHFEIZRY, kékizx b
DWEZEAvich BHERBZLEL SHLELY, KEbiz@BIES
BLZABVWERBEAKICTERE TS, &, M B LTHADE L&
YEThHES, CELRATOLRNLOLEHR 2 LS, 763

One spring, Hideyoshi had filled a large metal container with water and placed it in the
tokonoma with a branch of a plum tree next to it. He asked Rikyl to arrange the
flowers. Hideyoshi's attendants whispered among themselves about its being a difficult
task, but Rikyii took the branch of the plum tree in a back-hand grip and drew carefully
the branch through his hand, knocking off the flowers. The sight of the plum flowers,
some of them being already opened and some of them being still buds, mixing together
and floating on the surface of the water looked so elegant that it was beyond descrip-
tion. Hideyoshi, seeing this, says: ‘no matter how much I tried to put that fellow Riky(i
into a difficult situation, I did not succeed'. Hideyoshi said this without any bad feel-
ings (being displeased).

RikyQ was a very gifted Tea master with elegant taste, who also had a sense of the
occasion. He was resourceful and had an ability to achieve an aesthetically refined
result. The water basin in the story was most probably silver, because if it had
been bronze the combination of red plum blossoms and quite dark bronze
container would not be the best. The charm of the red flowers would be best en-
hanced in a silver container in which water also reflects beautifully. Arranging
only one branch of the plum flowers tastefully in the shallow vase is difficult
because in 'flower arrangement' for chadé, called chabana, no stands whatsoever
are used, and the flowers should be arranged in a way so that they look as they do
naturally in the fields. Riky solved this problem by scattering the plum buds and
flowers, making them float on the surface of the water similar to the scenery in
late spring, which is called in Japanese hanafubuki, 'a flower drift, flowers falling
in the wind. This must have been a beautiful sight, especially if the container had
been silver. It gives an image of a lake (water in the container) and the moon
(silver container) and along the lake the plum tree scattering its buds and flowers
on the lake in the gentle spring breeze.

Rikyl's morning glory tea gathering is well known and it illustrates his
aesthetic values in wabichadé and that Rikyd did not have any need to please
others on purpose:

T Chawashigetsushd, p. 207. See also Hirota 1995, p. 253. In Hirota's translation the metal

flower vase is said to be bronze. This would be the natural expectation because most of the
metal items during that time were old bronze. However, in this context it does not seem to be
the best choice.
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Someone told Hideyoshi that in Rikyi's garden the morning glories were blooming
beautifully. Hideyoshi wanted to see the flowers and he left to go to Riky('s house for
the morning gathering. After arriving there, Hideyoshi was displeased to find out that
there was not even a single morning glory left in Rikyd's garden. He entered the tea-
room and there was just one beautifully bright-coloured morning glory in the troko-
noma. Hideyoshi was the first to enter the tea-room, followed by his attendants. He
looked at the flower and for the first time his eyes were opened to the real beauty of a
morning glory and he praised the way the flower was put in the container. Ever since
this gathering is known as Riky('s morning glory tea gathering.

This story gives an impression that RikyQ was irritated by the fact that people
always wanted to see something extraordinarily and marvelous in order to be able
to experience the deep touch of beauty in their everyday life. This time their
interest was in RikyQ's garden, which was said to be full of morning glories, and
Hideyoshi also became interested and wanted to see this rare scene.”®

Riky('s act of cutting all the flowers is similar to the story in Kenkd's Essays
of Idleness, introduced earlier in this section with the story of Rikyd's roji path in
the city of Sakai. The story of Rikyl's morning glory tea gathering teaches that
things do not have to be perfect or at their best to be admirable or beautiful, like
thousands of flowers in full bloom or the perfectly round moon in a cloudless sky.
Perhaps Riky® wanted to show how one morning glory can be even more beauti-
ful than a whole gardenful of flowers. If there is only one flower, one will look at
the beauty of this particular flower, but if there are many of them one will look at
the beauty of the whole scene and not see the single flower. Another reason might
be that Rikyd wanted to show how easily people admired things others admire,
without bothering to look at the object as it is. Rikyl seems to teach that one does
not need a number of items (a lot of tea utensils, flowers, or several tea-rooms),
but only one skillfully selected piece is enough.

The story may also illustrate Riky@'s fascination with minimalist beauty, the
idea of creating the maximum effect with the simplest and fewest elements pos-
sible. As shown earlier in this chapter, the utensils Riky( favoured had hardly any

764 Chawashigetsusha, p. 211.

765 gSeidensticker 1978, pp. 348-359. Morning glories came from China to Japan during the
Nara period and it was originally known as a medicinal herb (laxative and diuretic). The
morning glory became a widely popular flower grown in gardens during the late Edo period.
The morning glory appears already in The Tale of Genji containing a book called 4sagao,
The Morning Glory. Asagao was the name of the highest priestess of Kamo who causes dis-
appointment to Genji by turning him away. It says in the note to the text that the name
asagao, morning glory, derives from this chapter.
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decoration; they were rough looking, and his tea-rooms were small, humble, and
austere. Putting one morning glory in the fokonoma can be said to express the
minimalist idea of beauty by forcing a guest to look at a single flower, thereby
maximising the effect this flower could have on the guest. The story illustrates the
idea of contrasting ideas strengthening the beauty of one particular item, such as
using one Chinese masterpiece together with ordinary Japanese pieces, which
were not considered to be so valuable at the time. Rikyi emphasised the idea of
contrasting elements in combining small pieces with the big ones, square with
round, and beautifully decorated beside the rough and austere. In this story, the
idea of contrasting elements is also carried out simply by putting one small flower
into the large tokonoma. This act contains a spiritual message; one flower ex-
presses the sense of modesty and tranquillity emphasised in chadé, against the
energetic liveliness of a mass of flowers or the luxurious style of Tea. With this
simple act, Rikyil pointed out that humbleness and contrasting elements exist in
the spirit of wabi.

The last anecdote about Rikyfi concerns the very essential principle of wabi-
chadé that, after all, wabi means not owning any famed utensils (see Section
42.1.1).
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A poor wabi style of Tea practitioner from the countryside sent one ryé in gold to
Riky( and asked whether Rikyil could purchase any kind of tea utensils for him with
this money. Riky( spent the whole amount of money on white cloth and sent it back
saying, 'in wabi style of Tea, even though one owns nothing, if one has only a clean
white cloth for wiping the bowl, one is able to drink tea.'

A wabi Tea practitioner wanted Rikyl to choose fine utensils for him because
Rikyt had a skilled eye for tasteful tea utensils. He sent a large amount of money
to Riky( to purchase good tea utensils, which alone is against the idea of wabi in
Tea. First of all, a wabi Tea person should not possess so much money and should
not have worldly desires to own more and more tea utensils, or to show
dissatisfaction with life as it is. He wanted to have the advantage of knowing the
famous Tea Master Riky(, and therefore Rikyii did not buy him any utensils,
except for white cloth used to wipe tea bowls. With this act, Rikyf probably
wanted to remind this wabi Tea practitioner that the essential heart of wabichadé
is to keep all the basic things clean and new, such as white cloth for wiping the
bowl, wooden chopsticks for serving the sweets. This is already considered to be
enough luxury in wabichadé. Concerning the utensils used in Tea, one should use

765 Chawashigetsushi, p. 208. The same story can be found also in Genryilichawa, p. 427.
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whatever is available. The wabi Tea practitioner in this story seems to have
understood the meaning of wabi to be in outer features, but not the true wabi
mind, and therefore, his acts did not come from the true heart. One is not satisfied
in all respects with the humble wabi style of Tea and life, but rather has desires to
gain worldly pleasures, precious tea utensils, and by them also to gain the respect
of other devotees of Tea. All of these are against the ideal wabi mind in Tea.

These stories about the great Tea master, Riky(, reveal that he was extremely
strict and meticulous concerning the rules and principles of wabichadé, so that the
starting and ending point of his Tea was in the proper state of mind(heart). The
citations also show that even though mastering this might not sound difficult, it is
actually the most challenging task in studying Tea.








