5. DIFFERENCES BETWEEN JO-O AND RIKYU IN TASTE
AND IDEAS OF WABICHADO REFLECTED THROUGH
THE POEMS "MIWATASEBA..." AND "HANA WO NOML..."

The aim of this chapter is to show the development of wabi from a term of litera-
ture to a term of chadé conveying philosophical and aesthetic values. Before be-
coming a term of chadé, wabi was widely used in classical Japanese literature,
especially in poetry. First, the use and meanings of wabi in literature are dis-
cussed. Secondly, the sense of wabi, or the spirit of wabi in chadé, is examined
through the poems by Fujiwara Teika and Fujiwara Ietaka. These poems are used
in Nanporoku to illustrate the sense of wabi of the Great Tea Masters J6-6 and
Rikyf. Next, metaphors associated with these poems in chadé are examined.

As shown in chapters 3 and 4 of this study, J6-6's influence was strong on
the development of wabichadé as well as on the development of the sense of
beauty in Riky('s Tea. J6-6 was an important teacher for Rikyf, passing on the
philosophical and aesthetic aspects of the wabi style of chadé. Even though J6-6
was not a direct student of Shukd, he was a highly educated man, well versed
in literature and the arts. He learnt his Tea, and Shuké's heritage of Tea, from
Shukd's disciples as well as from Shukd's literary legacy, such as Kokoro no
Fumi. Shuko established the philosophical basis for the Way of Tea, but the actual
procedures of chadé conveying both philosophical and aesthetic values were
formed by J6-6 and Rikyl. Therefore, this study emphasises the importance of
these two Tea masters. By comparing their concepts of Tea, the development of
the wabi style of chadé to the form in which it is known today can be followed.

5.1. THE USE OF WABI IN CLASSICAL LITERATURE

5.1.1. Review of Previous Studies

Previous studies in the field examining the word wabi in poetry focus on the
historical development of the term, showing changes in the use and meanings of
wabi from the time of Manydshii to the poet Bashé. Two examples are Okazaki
Yoshie's study Bi no Denté (1942), and Tsutsui Hiroshi's study, Wabi no Keifu:
Kenkyi to Shiryé (1969),”" which concentrate on classical literature up to the

787 For more details on these studies, see Tsutsui 1969, first part (jé), pp. 1-13, and second part

(ge), pp. 11-22, and Okazaki 1940, pp. 140-214.
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Middle Ages. Okazaki studies the meanings of wabi and sabi in literature as being
two separate terms with different meanings, though very closely related. On the
other hand, Tsutsui concentrates only on the meanings and the use of wabi with-
out mentioning the term sabi in this context (see Section 1.2.1). Okazaki divides
his study into five parts: wabi and sabi in Manydshii, wabi in imperial antholo-
gies, sabi in imperial anthologies, sabi in studies of poetry criticism, renga or N6
theatre, and last, Bashd's wabi and sabi. According to Tsutsui,’®® wabi is used in
classical poetry to signify one's dissatisfaction in love and passion (for example
MYS in NKBT, poem no. 3116 or in KKS, poem no. 656). The feeling of wabi
caused by difficulties in human relationships, Tsutsui divides into two: the feeling
of wabi that comes from being estranged from society, or that arises when one
shuns another's company (KKS, poem no. 50). Next, he examines the feeling of
wabi arising from living a solitary life (KKS poem no. 985). Finally, Tsutsui
considers the feeling of wabi arising from nature or from one's living surroundings
and circumstances (KKS, poem no. 988). The structure in both studies is similar;
however, Tsutsui's discussion does not go as far as Bashd in his study.

According to Okazaki, in Manyéshii most of the poems in which the word
wabi is used are love poems describing desperate feelings, pessimism, feelings of
sorrow or sadness, or describing one who feels hopeless or depressed, having
hardships in one's life, or being dissatisfied with the circumstances of one's life.
Okazaki stresses that wabi describes feelings and emotions and it has a strong
sense of having difficulties or facing hardship in one's life, whereas sabi in
Manyédshii is used rather to describe atmosphere or mood. Okazaki has found
altogether seventeen poems in Manydshii with the word wabi’® including varia-
tions such as, wabi in a compound word (wabinaki), as an adjective (wabishi) or
as a verb (wabu).

In Manyéshil, the way of writing wabi varies from F{§ (wabi), fnk (wabu),
to 2% (wabishiku).””® But later on in classical literature, wabi is written either with
hiragana syllables as 3>}, or with the Chinese character {£ or f£. Okazaki men-
tions that wabi and sabi do not differ greatly during this period. To be more
precise, in the use of wabi the sadness or sorrowfulness is generally related to love
affairs; but the use of sabi carries a broader sense concerning love, relationships of
marriage partners or parents and children, friends, or even death, i.e., a variety of
different occasions that belong to one's daily life. Sabi is also used to describe
artistic or aesthetic values in nature, such as drifting showers (shigure), but this
characteristic of wabi cannot be found in Manyéshi. Okazaki defines wabi as

768 Tsutsui 1969, p. 7.

769 Tsutsui 1969, p. 13. Tsutsui found 19 entries, but a computer search of returns 17 entries
containing wabi in Manydshii (the total number of poems in Manydsha is 4500).

770 Eor example, in Kojiki wabi is also written as Fo{f . See NKBT 1, p. 103.
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describing feelings and emotions in everyday life, whereas sabi is more a word for
aesthetic values.

Next, Okazaki studies wabi and sabi in Imperial poetic anthologies. In Kokin-
wakashii, Gosenshii and Shilishii, the word wabi is used often in its different
variations. According to Tsutsui,”’' there exist altogether 124 entries (the total
number of poems in these three anthologies together is 3888), but in Goshilishil,
Kinyéshii and Shikashii the use of wabi decreases rapidly and only twenty-one
entries (the total number of poems in these three is 2347) with the word wabi are
found. In Senzaishii and Shinkokinwakashii the word wabi occurs only forty times
(the total number of poems in these two is 3264), which is a slightly higher in-
cidence than in the three previously mentioned anthologies.

According to Okazaki, in the Imperial anthologies the meaning of wabi
becomes more delicate and subtle, even though the focus is still on love poems
illustrating grief because of an unsuccessful love affair or not being loved, desper-
ate feelings caused by the end of the love affair, or even being perplexed or em-
barrassed to the extent that one wishes to die. The aesthetic values of grief for
unrequited love or in melancholy are found in poems during this period. Okazaki
reminds us that the origins for the "aestheticization" of wabi in love poems can be
found already in Kojiki, but in the Imperial anthologies this character became
clearer. The feelings of love and grief, i.e., the feelings of wabi, were reflected in
nature, such as the sounds of autumn winds in the dusk of evening when one waits
for one's love who does not appear (KKS, poem no. 777). However, in this period
wabi was used more widely than in Manyédshii, describing also various disappoint-
ments and hardships in life. The reason for desperate feelings or for grieving
remains unclear in some poems, suggesting hardships in everyday life or in social
conditions in general, such as poverty. According to Okazaki, this illustrates a
kind of "tragic beauty" as found in the poem where one is alone and forgotten at
the seaside of the Suma (KKS, poem no. 962). As shown earlier, this study does
not concur with the idea of wabi as tragic beauty (Section 4.2.2) because the
philosophical aspects of wabi suggest the absolute freedom of heart, and strong
emotions, such as being tragic, do not include this idea (see below in this section
for more details).

I would not go as far as to suggest that this poem cited by Okazaki is an
expression of tragic beauty, but rather that it suggests the idea of being alone and
forgotten or being in exile. Despite the reason for being alone, the most important
point to note is that one has accepted the fact of being alone and is satisfied with

1 Tsutsui 1969, p. 13. Tsutsui has made a table in which he gives the total number of the

poems in Manydshii and in every above-mentioned Imperial anthology listed separately. He
comes to the conclusion that, in these sources the word wabi is used 204 times whereas the
word sabi is found 143 times. Only in Manyédshil and in Senzaishii is sabi used more fre-
quently than wabi.
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one's life as such. Another important change in the use of wabi during this period
is that wabi was adapted and used in poems describing the life of upper class
people living in the capital, as found in poems by Ono Komachi (KKS, poem no.
938). The meaning of wabi changed, its focus moving to the straitened circum-
stances of everyday life as a whole. The spirit of wabi was no longer pessimistic
but it came to mean a new Way of life and thinking that was born of difficulties,
and also contained religious aspects. This made it possible to use wabi in a wide
range of different kinds of poems.

Finally, Okazaki studies wabi and sabi during Bashé's times and states that
because of the development of chadd, these two terms, especially wabi,”” were
related more to Tea than to the poetry, and furthermore that they were influenced
by Buddhist ideas. The meaning of wabi in chadé also underlines Bashd's idea of
wabi. One of his characteristics of wabi was an emphasis on the rural aspects of
wabi, including the notions of finding satisfaction in dissatisfaction and finding
luxury in poverty. In other words, according to Okazaki, for the first time wabi
possessed positive values. In general, Bashd connected his use of wabi generally
to poverty and travelling.””?

5.1.2. Use and Meanings of the Word Wabi in Poetry

This study is based on the realisation that sabi is rather a term of literary studies
and wabi is a term of chadé. However, before wabi became a chadé-related term
describing some distinctive aesthetic and philosophical aspects of Tea, it was used
in classical literature. Therefore, the groundwork for this study was to examine
the use of the word wabi in classical literature and especially in poetry. The fre-
quent usage of wabi in Kokka Taikan is acknowledged: the term is found 4946
times in poems and 195 times in other parts of the book. However, Nihon Koten
Bungaku Taikei provided most of the material used in this study. It is also noted in
this study that after chadd had developed into an art form, the term wabi came to
possess different meanings in poetry and in Tea, and these developments are
examined in this chapter.

772 The idea that after Bashé wabi became a term of chadé and sabi remained a term of poetry is

found also in Karaki's work called Chiisei no Bungaku in Karaki Junzé Zenshi, vol. 5
(1967), p. 105. See also Kugimoto 1969, p. 145. For further information, see Kugimoto
1969, pp. 145-158. Kugimoto also includes wabi and sabi with those ideas that have influ-
enced the aesthetic values in literature, but considers sabi as describing especially aesthetic
values in literature. The word wabi is mentioned only a few times in his study and is related
to Rikyd.

About the meaning of wabi, see also Hirota 1995, pp. 82-87. Hirota focuses his study of

wabi on Ségi's poetry, Kenkd's texts, and on the poem by Ariwara no Yukihira, "wakura-
bani..." (in KKS, poem no. 962; found also in the N¢ play Matsukaze).

773
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Both Okazaki's and Tsutsui's studies have been a great help for this study,
which seeks to understand the use of wabi in classical literature and especially in
poetry, even though Okazaki's way of studying wabi and sabi together, and calling
wabi a "tragic beauty" are not wholly in accord with the conclusions of this study.
Based on the sources used for this chapter, it becomes evident that wabi expresses
one's inner feelings and in order to attain this state of mind, the expressions of
wabi have to be reflected or sensed through one's self, and therefore it clearly has
quite a subjective nature. It is impossible to give only a few definite meanings for
the word wabi in literature or in chadé because its meaning is so heavily depend-
ent on the context. Next, some of the most common meanings of wabi and its
development into the term of chadé will be examined through selected poems
from classical literature.

A majority of the poems where wabi is used are love poems and the word has
been used to describe moments of despair, such as in the following poem by
Omiwa no Iratsune found in Manyéshi:

S In the depth of night

RKIELTE a sound of the plover crying for a friend.
HLDED & Being deep in thoughts

DUB BB during this moment of feebleness,
BExoog ki M it cries with its whole heart.

One's deep and sorrowful feelings are reflected in nature with the images of
midnight and a plover crying desperately. It also describes solitude and longing to
love and to be loved in return. The plover is used as a seasonal image, a word for
winter or very late autumn that is considered in chadé to be a season when the
feeling of wabi deepens.””” The range of feelings wabi describes in love poems is
extensive: It describes sorrow, grief, or misery. In some poems desperate feelings
caused by unsatisfactory love even lead to inviting death. Absolute grief and
passionate love are illustrated in the following poem by Motoyoshi no Miko
(890-943) in Shitiwakashi:

bUhhIE This much grief and sorrow
St makes everything insignificant.
L bl ) Even if T have to

B%2 LTh destroy this body of mine;
bitte: FEE 6 I still want to meet you again,

i Shinpen Kokkataikan CD-ROM-han, Many®shil, second volume, poem no. 621.

75 Tsutsui finds this to be first of all a love poem where the images of nature illustrate one's

desperate feelings for love. These two acts, one's feeling sad and blue and the plover's crying
heartbreakingly for a friend happen simultaneously, strengthening each other's meaning.
Tsutsui 1969, p. 5.



264 DIFFERENCES BETWEEN J6-6 AND RIKYU IN TASTE

In this poem, wabinureba means the ultimate grief and sorrow because of an un-
satisfactory love affair. One has grieved for one's love so much that now, at this
moment, it does not make any difference anymore whatever might happen. Then
the poem speaks in metaphors that, even if it resulted in self-destruction, one
would be ready for anything if one could meet, even just once, one's true love
again. One feels absolutely broken and finished like the floating remains of a boat
after a shipwreck, and therefore, if meeting one's love would even demand that
one commits suicide, it does not matter anymore; it could not be worse.

In some poems wabi describes general melancholy over circumstances with-
out any specific reason, such as in the following poem by an unknown poet found
in Manyéshii:

TR THED I wonder why deer
DbUMmETi5s are crying so sadly.
HELL Y Is it because of thickly
HEF O scattering leaves of clover
wl@BbL on the autumn fields?

In a tone similar to the poem of Motoyoshi no Miko given above, this poem also
has the seasonal aspect of late autumn and withered leaves which refer to the
melancholy spirit of wabi. The feeling of wabi, in this context sadness or melan-
choly, is stimulated by the beauty and sadness of nature in autumn, the feeling of
reaching an end, dying and withering away, such as the autumn leaves, and all this
is strengthened by the sorrowful cry of a deer. Tsutsui classifies this poem as
signifying the sense of solitary life, and moreover, as being a love poem. Tsutsui
finds two interpretations for the meaning of this poem: describing one's feelings
for the death of a wife and the sorrow this loss has caused, or dissatisfaction with
one's married life.””® This possibility is not denied, even though in this study it is
believed that the poem describes sad feelings in general and unspecified melan-
choly caused by the season, nature and the moment as such.

The following poem by Ono Komachi in Kokinwakashii is chosen to illustrate
the third meaning of wabi in poetry: fo feel a failure in one's life.

776
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Shinpen Kokkataikan CD-ROM-han, Shiiiwakashi, first volume, poem no. 766.

Shinpen Kokkataikan CD-ROM-han, Manydsh, second volume, poem no. 2158.

718 Tsutsui 1969, p. 6. See also Okazaki 1940, p. 142. Okazaki classifies also this poem as being
a love poem and telling about one's dissatisfaction with married life. Or, it can even be inter-
preted that the clover refers to the wife herself and the scattering leaves of clover as a
metaphor for the wife's passing away.
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DbURHIE At the moment of despair
EEBED I feel myself like

WEZ 2T a floating weed without roots.
HEEKH BIT If water would invite me
Wik FEETT I would go without hesitating.

This poem contains desperate feelings caused by the hardness of life in general,
which does not have to be connected with love affairs. One wishes that someone
would come and offer companionship, or to give a hand for a new opportunity, for
a new life. The poem describes one who is forlorn in the situation when one's /ife
did not go as one expected: one feels totally alone, and moreover, one feels es-
tranged from society.”®® One wishes that something would happen and change this
miserable situation where one has no options. If there were a chance for change
upon which one could rely — one would definitely grasp an opportunity. The poem
has a strong sense of not being able to affect the course of one's life, feeling
powerless, drifting, having no one to turn to. One is not the master of one's life
any more.

In some poems the word wabi is used as a compound word 'a wabi person'
(wabihito) meaning a hopeless person or someone who feels a failure in his life in
one way or another, such as in the following poem by Henjo (816-890) in Kokin-
wakashii:

HBEAD Only a hopeless person
b&Tibls would choose a tree
N S to rest under which offers
HieD T 72 < no sheltering shadow just
HESB Y Ty T8 scattering autumn leaves.

This poem illustrates that one has lost one's faith in life and faces hardships even
in the simplest things such as choosing a place to rest. For this wabi person, a tree
offers neither shelter, repose, nor delight to enjoy the beauty of autumn leaves.
Scattering autumn leaves may also be understood to be a metaphor for weeping
over one's disappointments.

Later, in classical poetry, wabihito (a pitiful, hopeless person) came to mean
a poor person, such as in the following poem by Déshé (who lived in the
Kamakura era) in Rengashii:

779
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Shinpen Kokkataikan CD-ROM-han, Kokinwakash, first volume, poem no. 938.
The idea of being estranged from society is also noted by Tsutsui (1969, p- 10). Okazaki
writes that this poem describes straitened circumstances in one's life in general. It contains

no pessimism but rather it symbolises one's personal escape from a troublesome situation.
See further Okazaki 1940, p. 170.

781 Shinpen Kokkataikan CD-ROM-han, Kokinwakashi, first volume, poem no. 292,
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DU ED A poor person's clothes
M= D are thin as a cicada's wings.
Wiz bie In his life also,

OB Tz not a single day passes
R iEz L 78 without continuous crying.

This poem gives an image of a poor person (wabihito) whose worn-out clothes
are as thin and transparent as a cicada's wings. Similarly, the cicada continues its
constant crying day after day, and the difficulties and hardships that this poor and
pitiful person has to bear are never-ending.

After the development of chadé in the Muromachi period, the use of wabi in
poetry and literature changed, incorporating more philosophical values adapted
from the Way of Tea. The ideas of chadd strongly influenced Bashd's poetry’®? as
shown in the following poem found in Bashé Bunshii:

DUIT#EL T Enduring poverty in life
—iF O [ prepare fire on the hearth
A5 H LT84 and enjoy the profound touch of Tea.

According to Okazaki, this poem belongs to Bash6's earlier production and he
finds a strong appreciation of rural life and the wabi style of modest Tea.”® In this
poem, clear suggestions of chadé are expressions such as, wabi ni taete, enduring
poverty in life, which refers to the asceticism or living in insufficiency and en-
during all the hardship it brings. It gives an image of life in Zen monasteries in its
material simplicity but strong spiritual richness (see Section 2.3.5). The expres-
sion ichiro (the hearth) suggests a modest rural form of life, living in solitude and
spending a quiet life. The hearth type of the fireplace (ro) is adapted to Tea from
the old Japanese style of farmhouses where the irori style of fireplace, cut in the
floor, was used for cooking and keeping the room warm (see Section 4.2.2). This
expression may also refer to the year-ending tea gathering (the so-called Auchikiri
tea gathering) when a large tea jar (chatsubo) for next year's tea leaves is opened
and the new tea is served for the first time. The season is winter, which also refers
to the wabi style (see Section 2.3.4). The word sancha (ground tea) refers, without
a doubt, to the powdered tea used in chadé.

Another change in the use of wabi in poetry was that the word wabi took on
positive values instead of the negative expressions it conveyed earlier in classical
literature. Wabi was no longer a word to express one's grief for lost love in its
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Rengashd, p. 80, verses 20-21.

Both of the Bashd poems cited below are also studied by Kurasawa and Okazaki. See Kura-
sawa 1992b, pp. 229-230; Okazaki 1940, pp. 205-207.

784 Bashé Bunshi: Inaka no Kuai, no. 21 (NKBT 46, p. 291).
85 Okazaki 1940, p. 205.
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numerous variations, but came to mean luxury, 'heart's richness' in insufficiency
and in an ascetic form of life. This aspect is suggested in the poem with the image
of submitting to one's fate of living a poor life and all the hardship it entails. And
moreover, the expression kimifukashi, literally deepening feeling or sensibility but
here translated as 'enjoy the profound touch of Tea', refers to the idea that, if one is
able to bear or to overcome all these difficulties and hardships in everyday life,
one shall move toward the profound understanding of the true meaning and the
sense of beauty in chadé.

In the following example, containing the preface to a Bashd haiku poem
found in Bashé Kushii, the word wabi is used in various meanings and combina-
tions.

REbU, H2bU, #iExbUT, bRLE~DLETHYE,
FeAbRL, RiEDTHLUTT,

{ET T BAER MR & HAKTS6
This wistful moon, this miserable body of mine and the poverty of my mind — I would

answer [ am feeling sad but there is no one to ask me. Falling deeper into melancholy —
In this modest dwelling, the moon and the poems are like Nara tea gruel.

In the preface to the poem, the word wabi is used in a sense similar to that in
earlier classical literature, expressing wistfulness, melancholy, loneliness, and the
feeling of inadequacy. In the poem, on the other hand, wabi is used as a chadé
related term. The expression wabitesume (modest dwelling) refers to the ascetic
Sform of life or living in insufficiency, similar to the meaning of wabi cited earlier
above in Bashé's poem, but also as accepting one's life as such in a positive way.
In this poem, Bashd plays with the words by writing that the moon is sad as is the
poor man's rice gruel, and in a similar sense, one's poems are poor. The person in
the poem seems to be a poor man living in a modest dwelling and having only rice
gruel for dinner. One is also living in solitude having no visitors, also referring to
a wabi style of living or to a wabi person. An obvious reference to chadé cannot
be shown, but it can be interpreted that a modest dwelling and the expression
chauta, literally 'tea song', meaning rice gruel, can also be taken as a reference to
chadé.

Before the development of chadé, the word wabi was used in classical litera-
ture and poetry mainly in negative expressions describing grief, sorrow, sadness
over something, as well as miserable feelings caused by unsatisfactory circum-
stances of love affairs: not being loved by someone one adores, being betrayed or

786 Bashd Kushi, poem no. 487. In the note to this poem, it says that the foreword, 'This wistful
moon, this miserable body of mine and the poverty of my mind — cause feelings of sadness...'
can be found in the book called Ichiydshii (1681) and refers to the poem by Ariwara no
Yukihira in Kokinwakashi, poem no. 962: o< 5XIZfSAdHh HITHEOHIZE LIF
TthosbREEZ ~L.



268 DIFFERENCES BETWEEN J6-6 AND RIKYU IN TASTE

forgotten. Wabi was also used to describe a poor person, a pitiful person, or the
feelings and circumstances when one feels like a failure in one's life. Wabi
expressed melancholy over the circumstances caused by oneself or one's surround-
ings. It also contained romantic nuances signifying wistful feelings.

The great change in the use of wabi in classical literature came through the
development of chadé and the use of wabi in Bashd's poetry. In Bashd's poetry,
wabi refers to the modest and humble form of life in solitude, such as the ascetic
life of Zen monks in their monasteries. For the first time in literature, wabi
seemed to possess positive values expressing the highest state of mind which is
attained through ascetic (spiritual) training. The highest state of mind was
explained in this study (see Section 2.3.5) as being a priceless jewel hidden in
one's heart referring to the Buddha nature of a man. This idea is equivalent to the
idea of the absolute freedom of heart where all acts become natural and one is able
to accept all things as such (see sections 2.3.6 and 2.3.7).

Basho refers to these ideas in his poems, for example, with the images of an
enduring, modest life and deepening sensibility to appreciate the true meaning of
Tea. In addition to deep philosophical values, wabi also expressed aesthetic
values. However, this study does not wholly agree with Okazaki's statement that
wabi expresses "the tragic beauty".”®” Being tragic refers to a tumult of feelings,
such as feelings of sadness, confusion, loss, or even annihilation. As shown in this
study (Chapter 2), wabi means possession of the wabi mind(heart) — the Buddha-
mind. This state of mind emerges in the ultimate state, in the absolute freedom of
heart, where worldly feelings in any possible form do not exist. Furthermore, this
state of mind is also the basis for every form of wabi as beauty, and therefore,
wabi cannot be an expression of "tragic beauty".

In some passages or verses, such as in Tsurezuregusa or in Nanporoku, the
word wabi is not used, but such passages are often given as examples to express
aesthetic or philosophical values that the idea of wabi is considered to possess in
chadé. From Tsurezuregusa the following passage is given:

Are we to look at cherry blossoms only in full bloom, the moon only when it is
cloudless? To long for the moon while looking on the rain, to lower the blinds and be
unaware of the passing of the spring — these are even more deeply moving. Branches
about to blossom or gardens strewn with faded flowers are worthier of our admira-
tion.788

87 Okazaki 1940, p. 169. See also Engel 1964, pp. 282-283.

788 Translation by Donald Keene (1981, p. 115). See also Mumydsho in NKBT 65, p. 87. Here
Kamo no Chémei writes about the beauty of the autumn sky without colours, hearing no
voices. A person who is only waiting to see the autumn flowers and crimson leaves does not
find this scene interesting. This kind of beauty has to be understood through "ears" of the
heart, not only visually.
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This passage points out that the moon behind the clouds, cherry blossoms just
before full bloom, or afterwards when blossoms scatter away, possess another
kind of beauty. The passage does not neglect the value and the beauty of finely
finished refined objects which may be skillfully decorated or be gorgeous in
colours (the full moon and cherry blossoms in full bloom). This kind of beauty is
understood and admired by a large public and their aesthetic values are widely
recognised. The statue David by Michelangelo, which is almost more beautiful in
every sense than any human being can possibly be; or the painting Mona Lisa by
Leonardo da Vinci with her milk-white, luminous skin and the mysteriously calm
smile on her face; or the painting Maple Tree by Kand Eitoku (1543-1590),%
being minutely decorated and rich in colours, are all expressions of perfect and
beautiful — a beauty without clouds. All of them represent a kind of hyper-beauty
in their nonworldliness. Kenké encourages us to seek another kind of beauty, a
kind of indirect beauty which gives an image of a beautiful object, yet leaving
something hidden or suggested but not visible. To see and understand this kind of
beauty, the observer must be sensitive and train one's eye to see the beauty in
objects that are not generally considered beautiful. This kind of beauty, as well as
wabi beauty, is always experienced through one's own personal feelings, and
therefore, it may convey some strong emotions, such as sorrow, wistfulness, or ex-
citement. It may also contain some mysterious power, enticing the observer into
its sphere of influence and making traditionally non-beautiful objects look
beautiful. In this sense, beauty is a mystery. It is dependent on the occasion and
the place. The rough and unfinished-looking, austere wabi style of utensils used in
chadé or the architecture and materials of Japanese tea-rooms are good examples

of this category of beauty. The following citation from Tsurezuregusa explains
this idea further:

Somebody once remarked that how sad indeed it is that the thin silk of a scroll gets so
casily torn! Ton'a replied, "It is only after the silk wrapper has frayed at top and
bottom, and the mother-of-pearl has fallen that a scroll looks beautiful." This opinion
demonstrated the excellent taste of the man. People often say that a set of books looks
uncharming if all volumes are not in the same format, but I was impressed to hear the
Abbot Kéyd say, "It is typical of the unintelligent man to insist on assembling
complete sets of everything. Imperfect sets are more attractive." In everything, no
matter what it may be, uniformity is undesirable. Leaving something incomplete makes
it interesting, and gives one a feeling that there is room for growth.799
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See picture in Mason 1993, pp. 258-259.

Tsurezuregusa, p. 143. Based on Donald Keene's translation, Essays in Idleness: The Tsure-
zuregusa of Kenkd 1981, p. 70. In the original text it says: [JBORI 1X. KB T3
BhULE) & ADEVLIZ. Keene has translated the word wabishiki as "not satis-
factory” which emphasises the feeling of disagreement more than the feeling of sadness one's
unsatisfactory behaviour causes. See also Saito 1997, pp. 377-383; Tsutsui 1969, p. 20. Both
citations given here from Tsurezuregusa are also mentioned by Saito in her article, even
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In this citation, the word wabi is used as an adjective wabishiki (3>TR L &), which
I would translate as 'pitiful’ or 'sad', emphasising the feeling of sorrow or regret
because the silk of the scroll becomes so easily worn out and damaged. Kenko
disagrees with this line of thinking and shows that sometimes objects which are
worn out or damaged may contain even higher aesthetic values than new and per-
fect objects. In this citation, Kenkd praises the beauty of aged objects and the
patina they possess, which I referred to as an 'indirect' beauty above. For Kenkd
this represents excellent taste. The indirect beauty in the worn-out scroll lies in the
awareness that this item was a masterpiece, but with the passage of time its beauty
has changed, and has become more profound, more mature. They possess another
kind of beauty which it is not possible to find in a fresh new object. Beauty does
not vanish — it only changes its form. It has several forms: sometimes it can be
rough, having a strong spirit of austerity or rusticity, or it may convey contrasting
qualities, such as beauty and ugliness, small and massive, and each of these are
expressions of a special kind of beauty.”’

The above-cited passage from Tsurezuregusa also points out the aesthetics of
incomplete sets or odd numbers, which is still strong in modern Japanese society
where the number of a 'set' is five,’”? whereas in Western countries it is always an
even number (4, 6, 8, 10, etc.). On the other hand, 'a set' in Western countries
means that one has, for example, six similar coffee cups while a Japanese person
would choose more likely a set of five different kinds of cups. In chadé, an ability
to combine various kinds of tea utensils with good taste is a highly admired skill
because in Tea, sets are not preferred in all items used (see sections 3.1.1 and
4.2.1). This may also have a connection to the idea of suki (F%y) in chadé (see
Section 4.2.1.3), describing extraordinary and new utensils the Great Tea Masters

though she does not mention the word wabi but uses these citations to describe the aesthetics
of imperfection and insufficiency. Since in previous studies in the field, the word wabi is
often translated as "irregular”, "rough", or "imperfect" beauty such as in Yanagi's study
(1989) or in Haga's study (1982), and based on the sources used in this study, as well as
citations Saito also uses in her article, I presume that she discusses the beauty of wabi in
chadé. To describe the beauty of wabi, Tsutsui also cites both citations from Tsurezuregusa

given here.

Ll Compare this to Zeami's ideas in Fishikaden, "Items concerning the practice of the Nd in

relation to the age of the actor”, illustrating that every age has its own personal beauty,
"a flower", to flourish. One of his central ideas is that the flower blooms in one's imagina-
tion. Compare this also to Zeami's work, Kyii, in which he poetically describes stages of
beauty in one's performance from peerless charm to the art of broad mastery, and to the way
of crudeness and leadenness. See more details in Rimer and Yamazaki 1984, pp. 4-9, 29-31,
120-122.

Historically the number five was also used, e.g., in the goningunmi: In 1597 Toyotomi Hide-
yoshi established a 'Five-man-group' system consisting of five households of samurai to
preserve order in towns and in the country. This system became more popular under the
Tokugawa period in Edo. For details, see Sansom 1961, p. 338.
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favoured and started to use as their favoured utensils. The word suki, when turned
around, reads kis# (Zr%%), 'an odd number'.”* The use of odd numbers in Tea also
conveys the idea that 'the incomplete is more interesting' as already stated by
Kenkd. Another kind of 'incompleteness' can be found in the asymmetrical forms
of the wabi style of tea utensils which are mostly rough and have an unrefined or
unfinished sense in their appearance (see Chapter 4). All of these qualities, being
aged, rough or having a lack of uniformity, completeness, or perfection make the
piece more interesting because it stimulates one's imagination. After one has
attained the higher state of mind, one does not consider complete-incomplete, per-
fect-imperfect as opposite terms, but realises that in true beauty they both exist
and if not, the result is uninteresting and insignificant.”*

Why was wabi chosen to describe specific kinds of aesthetic and philo-
sophical values in chadé, but not sabi? They are closely related terms, as recog-
nised by other researchers, such as Okazaki (see sections 5.1.1 and 1.4.1). One
answer for the development of the use wabi in chadé might be in the slightly
different uses of these two terms, wabi and sabi: Wabi and sabi possess similar
meanings such as sadness, poverty and loneliness. Wabi also expresses the sever-
ity of living in poverty or in solitude which was seen as one's destiny, and one did
not struggle against it, but rather accepted the straitened circumstances as such
(see Sections 5.1.2, as well as 2.3.1, 2.3.5, and 2.3.6). This leads to the Buddhist
idea of living in insufficiency in order to attain the highest state of mind, the
Buddha-mind, and therefore, as a term of chadé, wabi is closely related to Zen
and other Buddhist ideas.

One may argue that sabi also has philosophical values based on Buddhist
ideas such as tranquillity, jaku, which is another reading for sabi if it is written
with the Chinese character (%) . This character, sabi, refers to the death (nehan),
quietness, and liberation from earthly passions and is very similar to the meaning
of wabi as a philosophical concept as it is understood in chadé in this study
(Chapter 2). Nevertheless, the meaning of the word sabi does not differ so much
whether it is written with the Chinese characters 7 or #, or with hiragana as
Z V. Preferring the writing % (sabi) and emphasising its Buddhist connotations
sometimes seems to be more a stylistic than a philosophical matter. In describing
aesthetic values, these two terms also are connected to each other. Sabi is used as
a synonym for hiesabi or hie (chill) as an aesthetic expression in feeling and in
style, which is also one expression of wabi as an aesthetic concept (see sections
3.1.1 and 6.2.3).
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Mentioned also by Kumakura 1987, pp. 161-162.

A similar idea is given in Zeami's Kyi, "the way of crudeness and leadenness" in Rimer and
Yamazaki 1984, p. 122.
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Wabi, however, is used with much wider connotations than the term sabi,
both philosophically (see Chapter 2) and aesthetically (chapters 4 and 6). Wabi
can be used in explaining various kinds of aesthetic expressions, forms, appear-
ances and styles (fiitei) of Tea which are born naturally, if and only if, they are
born through the wabi mind(heart) (see Chapter 6). The importance of kokoro,
mind(heart) is understood through realisation that the word sabi is not used in
classical poetry and literature to describe a person as wabibito, a poor person who
leads one's life like a hermit, which is a very typical use of wabi. Therefore, wabi
is more closely related to personal experiences through one's heart. If the wabi
heart does not exist in these expressions of beauty, they are not the expressions of
wabi examined in this study, but are just expressions of simple poverty.

5.2. ANALYSIS OF POEMS: THE STUDY OF METAPHORS IN
"MIWATASEBA..." AND "HANA WO NOML.."

In Nanpéroku's Oboegaki, the poems by Fujiwara Teika and Ietaka are given to
illustrate the sense of wabi of the Great Tea Masters J6-6 and Riky(. The word
wabi is not mentioned in either of these poems, but in Nanpdroku it is said that
these poems best represent the spirit of wabi in their chanoyu. Next, their hidden
meanings are explained through metaphors and these poems are interpreted in
order to explain the differences between J6-6 and Riky(i and their philosophical
and aesthetic ideas in wabichadé.

According to Nanpéroku, the following poem by Teika is said in to illustrate
J6-0's sense of wabi in Tea:

REwiE When I look around

FEHLEL there are no flowers

=Ty and no crimson leaves.
HOEFEPD Only a thatched hut at the seashore
Fkob EH in the dusk of autumn evening.

And the following poem by Ietaka is said to represent Rikyll's idea of wabi in
chadé:

&2 0H For those waiting only for cherry blossoms,
b A AIZ I wish to show

wEeo early green of the spring

EFOED stretching through snow

Er R ™ in a faraway mountain village.

i Nanpéroku, p. 16.
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The metaphors of Teika's poem have been considered earlier in this study
(see sections 2.3.6 and 4.2.3), but its meaning will be studied here in more detail
in order to attain a deeper understanding of it in comparison with Ietaka's poem.
Nanpéroku™® says that these two poems convey the idea of the true nature of Tea,
and Nanpd Sokei (the author of the book) explains the metaphors of these poems
in the following manner: The flowers and crimson leaves refer to the shoin daisu
formal style of Tea. After one has carefully concentrated on these flowers and
crimson leaves (shoin daisu style of Tea), one will attain the state of 'not-a-single-
thing', which in Teika's poem means 'a thatched hut at the seashore'. Those who do
not know 'the flowers and the crimson' leaves cannot start living in 'a thatched
hut', but after looking at them time after time, one is able to choose to live in the
lonely and modest hut at the seashore. Thereafter, the true spirit of Tea arises.

Concerning letaka's poem, Nanpéroku™’ says that those who wait impa-
tiently from morning to evening, expecting the flowers of the mountains and far-
away villages to burst into full bloom do not understand that the flowers (and the
'crimson leaves') exist already in our hearts. These persons are only able to enjoy
the colours they see with their own eyes. Both the 'faraway mountain village' and
the 'thatched hut at the seashore' refer to the modest dwelling in solitude and to the
ultimate state of absolute freedom in one's heart (see Chapter 2 and especially
sections 2.3.6 and 2.3.7). When spring has passed, and autumn, too, the flowers
and the crimson leaves will finally be covered with snow and 'the far away moun-
tain village' will become a place of 'not-a-single-thing', signifying a humble place
in solitude similar to the 'thatched hut at the seashore'. Furthermore, as explained
earlier in this study (see Section 2.3.7), in the state of 'not-a-single-thing', all acts
(behaviour) expressing spontaneous (unpretended) feelings arise naturally here
and there. The landscape which is covered with a blanket of snow during the
winter is renewed with energy when beautiful spring weather comes and the first
green of spring pushes through here and there from beneath the snow. So, in this
way, nature is 're-born’' again every spring naturally without any artificial aids.

The metaphors of 'flowers and crimson leaves' and 'the autumn evening' in
the poem "miwataseba...", are supposed to convey the sense of luxury and the
sense of chill calmness in J6-6's Tea. Moreover, 'the thatched hut at the seashore'
is an allegory of an austere sense of wabi J6-06 wished to reach in the end. J6-6
based the studies of Tea on knowledge of the formal style of preparing Tea
(shofitei) and on his careful examination of old masterpieces (‘flowers and
crimson leaves'). Knowing the old is considered to be an important step of pre-
paratory studies in order to understand the true meaning, the essence, of the wabi

e Nanpéroku, p. 16. See also Hirota 1995, pp. 233-235, and his translation of the cited excerpt
from Nanpéroku.

L4 Nanpéroku, p. 17.
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style of Tea: the humble and modest Tea of 'the thatched hut' (or 'far-away moun-
tain village'). This also contains an allusion to Zen by saying that 'the thatched hut
at the seashore' and 'the far-away mountain village' come to mean the ultimate
state of 'not-a-single-thing', i.e., the site of the enlightenment. J6-6 taught the same
with the saying that 'first and foremost, the devotee of Tea must possess the mind
of seclusion...' (see Section 3.1.3.4). J6-0's style of Tea moved from the formal
shoin style of Tea (shofiitei) toward the more modest wabi style of Tea (urano-
tomaya), and in order to understand the beauty of wabi one must possess the mind
of seclusion and attempt to reach the state of absolute freedom of heart from
earthly desires to attain the pure world of the Buddha.

Concerning the tea utensils, J6-0 emphasised the importance of studying the
old masterpieces and understanding their beauty to be able to understand the
beauty of wabi in utensils. Studying the old masterpieces also means training
one's eye to be able to distinguish good utensils from bad and to choose new
utensils to be used in Tea. This is called the skilled eye (see Section 3.1.3.2) and
thereafter, one is ready to create something new and interesting in Tea. Even
though J6-6 created many new and interesting items to be used in Tea, such as
Japanese ceramics, bamboo ware, and some everyday utensils that he adapted to
be used in chadé instead of the old, famous Chinese utensils (see Section 4.3), the
focus of his Tea still reflected his great respect and study of the Old Great
Masters, as well as respectful use of the great famed utensils. This made his Tea
stable by nature and caused a lack of vigour, energy and vitality, the great change,
because he could not set himself free from the old masters and their teachings. In
the poem, the sense of stability was suggested in the image of the autumn evening
when the flowers and crimson leaves have been scattered away. On the contrary,
J6-6 wished to reach the ultimate state of chill, lean, and withered toward which
his Tea was moving, however, this ultimate state was not completely attained.

J6-0's sense of Tea moved in a straight line from point A to B, from shoin to
wabi style, from the use of famous Chinese utensils to the rough Japanese ceram-
ics and other simple, rustic utensils. His Tea was calm and stable like the autumn
moon and the thatched hut at the seashore. On the other hand, there is luxury and
abundance, 'the flowers and the crimson leaves', and the negation of it, the poverty
and simplicity, 'the thatched hut'. The negation of the flowers and crimson leaves
does not mean that they have not existed. In the poem, the image of the flowers
and crimson leaves remains very strong even though they are not mentioned again
in the last two lines of the poem, which conveys an image of the thatched hut at
the seashore. The use of negation in the poem makes J6-0's sense of beauty seem
so traditionally Japanese: it resembles the feeling and atmosphere of the N6 the-
atre where the beautifully decorated brocade costumes are used in the dim light
emphasising the admiration of the beauty of darkness or the praise of shadows,
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such as the description in Tanizaki Junichird's book, /n'ei Raisan, of the beauty of
y6kan on a black lacquer tray.”® The beauty of the darkness in Japanese tea-rooms
or in temple architecture is calculated, as they are built so that the rays of the sun
never reach the inside of the building (heavy roof and shdji papers covering the
windows). However, in J6-0's sense of beauty there exists richness in darkness;
the richness of colours and forms of the various 'flowers and autumn leaves'. Even
though they are not seen clearly in the twilight, all this luxury exists in the dark-
ness. The darkness also softens and simplifies the aggressive power of the luxury
of rich colours and various forms, diminishing any sharpness and making them
calm and tranquil — laying them in shadows.

The beauty of darkness or the praise of shadows is connected to the idea of
chill, which conveys the ideas of calmness and silence, such as in Né theatre
where the actors move silently, controlling carefully every part of the body on
stage, and the chorus singing reminds one more of chanting monks.”® Chill refers
to the autumn and to the shadows. Darkness is also 'cold’ or 'chill' as it is chill
inside the tea-room before the fire is made to boil the water, just a few moments
before the guests enter the tea-room. Concerning the morning and the noon gather-
ings, it is always surprising how violently light strikes the eye when one leaves the
tea-room. The evening or midnight gatherings are made for praising the full moon
or the first snow in the winter, and on these occasions the tea-room is even darker
than otherwise. The idea of 'chill' in J6-6's Tea may also refer to the formality, to
the formal style of Tea or the admiration of the old masterpieces that are rather
distant, too. It may refer to ‘withering', to the end, the death of nature and through
this the ultimate state of chill, lean and withered, which was also the goal of his
Tea (see Section 3.1.2). J6-0's idea of chill conveys the idea of shadows and
dimness as well, such as the expression of 'the dusk of the autumn evening' used
in Teika's poem, which seemed to fascinate him.

Rikyt's sense of wabi, which was explained through Ietaka's poem (hana wo
nomi...) was very different from J5-6's. RikyQ also recognised luxurious beauty,
L.e., beauty of 'the flowers', such as the cherry blossoms in full bloom, but his
sense of luxury differed from that of J6-6. Riky# accepted that there exist those
who only wait to see the cherry blossoms in full bloom, the full moon, or the
beautiful autumn colours just when they are at their best. He did not wholly deny
their beauty but he discovered something even more beautiful, something that is
not recognised by everyone. There were those who only admired the cherry
blossoms in full bloom or, in chadd, those who only admired the great and famous
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Tanizaki 1975, pp. 23-24.

Tanizaki 1975, pp. 32-36. Tanizaki praises the beauty of N4 theatre; the sense of calmness,
the mystery of darkness which brings the best out of dull-lustre brocade costumes. This is
only possible in the old style of dark, dim Ng theatres.
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utensils. This is a kind of beauty that is easy for everyone to see and to understand
because this beauty was praised so much (flowers and crimson leaves). For those,
especially, Rikyli wished to show the early green of the spring in 'a far-away
mountain village', i.e., the sense of modesty in luxury. In Ietaka's poem describing
Rikyl's sense of wabi, 'the far-away mountain village', i.e., the ultimate state of
‘not-a-single-thing', are synonymous with the 'thatched hut at the seashore' in
Teika's poem describing J6-0's sense of beauty in chadé. However, this is the
point where J6-8's idea of wabi in chadé reached its highest state, Rikyi's sense of
wabi continued even beyond this state, all the way to the state of 'early green of
the spring, stretching through snow', referring to the ultimate state of chill, lean
and withered, which J6-6 also wished to reach in his Tea.

Rikyi's sense of beauty in Tea was more ascetic in comparison to J6-6's Tea
('the early green of the spring stretching through the snow"). Rikyli went beyond
the ultimate state of 'not-a-single-thing' in order to show minimalist beauty, or the
"beauty of revival” as Kurasawa®® puts it. Kurasawa has found quite a suitable
phrase to describe Riky('s sense of beauty in Tea. It may be called a beauty of
revival because in Rikyi's sense of beauty, the full bloom of cherry blossoms is
over, the summer has passed, and the autumn, too. Faintly, the leaves of the tree
have withered away and the branches have become lean. Finally, after the winter,
the early-spring comes as it always does and makes nature bloom again. In this
sense the spring conveys the idea of the revival of nature. This turning point from
winter to early winter-spring, is the focus of Rikyil's sense of beauty. Even though
it may be called a revival of nature, it does not refer to nature in full bloom, such
as the cherry blossoms or the new green on the mountains in May, it is more
ascetic, more minimalist and more suggestive. He wanted the observer to look at
the first, tender green plant, this small and single sprout that has found its way
through the snow. In a way this could be called a revival of luxurious beauty, but
it is still not the same kind as J6-8's luxury in Tea. J6-0's luxury, being like
'flowers and crimson leaves' or 'cherry blossoms in full bloom', was rich and
famous, such as the rare Chinese scrolls or the celadon and old bronze utensils.
However, there exists no record that J6-6's famed utensils would have been multi-
coloured, such as the porcelain of the Ming and Southern Song Dynasties in
China, which was also admired in Japan during J6-0's times, and therefore, it may
be assumed that J6-6 had recognised their beauty. J6-8's luxury lay in the noble
grace of the utensils and is described using negative expressions. Rikyd's luxury
was more direct, more active and more visible, such as Ming dynasty sometsuke
(blue and white) tea bowls, fenmoku tea bowls and the carved red lacquer stands
(for tenmoku tea bowls) and trays.®”! These items were the opposite of his black

800 gyrasawa 1996, p. 38. For more details, see ibid., pp. 36-39. See also Section 1.3 in this

study.
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Raku tea bowl, which exemplified Riky{i's sense of wabi, as being more modest
and austere than J6-0's.

These two poems also show the difference in the notion of naturalness®?
between Jo-6 and Rikyl. For J6-0 naturalness consisted both of luxury and
modesty, but it was born through the negation of luxury. The existence of luxury
is not denied, but rather the conventional form of how we conceive it, such as
flowers in full bloom or colourful autumn leaves. In J8-0's sense of naturalness,
both of these existed but the appreciation of dim calmness diminished the sharp-
ness of the luxurious objects as well as the contrast between luxury and roughness
(a humble hut at the seashore) in his Tea. Riky{'s sense of naturalness, according
to letaka's poems, suggests more the freedom for naturalness without negation. It
is more like reduced luxury, and therefore, the focus of his preference for the
natural was in the sense of subtle modesty, or minimalism in luxury.

The idea of quietness or tranquillity is present in both of these poems but in
different ways: J6-6 emphasised the meaning of shadows and darkness combined
with the idea of chill calmness. Riky('s beauty was subtle in its minimalist and
ascetic nuances, even though it conveyed the idéa of light that did not exist in
J6-8's beauty. RikyQ's focus was in the spring that suggests the light, energy,
vitality, continuity, revival of nature and reduced luxury in beauty. All of these
convey the strong images of activity and austerity, whereas J6-0's sense of beauty
was described through the image of autumn, which is more stable and emphasised
the feeling of an end. J6-8's calmness was chill, Rikyii's was cold and austere.
Moreover, J6-0's sense of wabi beauty was tranquil and introspective whereas
Riky('s sense of wabi was more lively and extroverted. Despite all the energy and
liveliness that spring represents, Rikyi's spring was tranquil in a different way: it
was ascetic, definitely modest, and as delicate as the first touch of green beneath
the snow.

In chadé, the differences in the idea of calmness and tranquillity are best
illustrated by the use of tea utensils of these two Tea masters. In J6-0's Tea, the
sense of chillness was suggested in his use of the famous Chinese pieces which
are gracefully noble and distant, such as the use of Chinese celadon. The idea of
calmness and the ultimate state of 'not-a-single-thing' (urano tomaya) is empha-

801 gullivan 1984, pp. 175-178, on the porcelain and lacquer ware of the Southern Song dynas-

ty; ibid., pp. 214-222, on the Ming dynasty. See pictures in Chanoyu no Utsuwa, pp. 18, 38,
47, 99, 84, as well as pp. 88-89, 109, 128, 120, 141, and p. 124; in Sen no RikyQ — The
400th Memorial, pp. 39, 69, 71, 138-139; or Téjiki, pp. 162-174, 204-272. Tgjiki contains
also pictures on Yiian and Northern Song dynasty porcelain (see Sullivan 1984, pp. 172-175,
195-197).

About J8-8's idea of naturalness, see sections 3.1.3.3 and 3.1.3.5. About Rikyil's idea of
naturalness, see Section 3.2.3. On the general idea of naturalness, see Cambridge Dictionary
of Philosophy, s.v. Neo-Taoism and Juan Chi.
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sised by the use of rough Japanese style ceramics and everyday utensils. More-
over, in the humble surroundings, meaning a small, dim tea-room with dark walls
and paper-covered windows, simple and rough Japanese style ceramics, and even
luxurious utensils will look calm and modest. J6-6 also brought out the sense of
chill calmness by favouring darkness more than light. For this reason, he set his
tea-room facing to the north (windows facing to the north), whereas Rikyt built
his tea-rooms facing to the south.*®® Rikyf's chill calmness was the opposite; it
refers to ascetic simplicity (first green beneath the snow) and the ultimate austerity
in surroundings (mountain hut and his one-and-a-half-mat tea-room).

The utensils Rikyt favoured also expressed the feeling of 'early spring': they
were small and delicate. Some famous Chinese utensils he used possessed a mod-
est and calm feeling and did not demand attention. Some of them were even so
ordinary looking that an inexperienced guest who did not know their origins and
history, would not, perhaps, recognise them as being famed utensils. Rikyfi
preferred dark colours, so-called earth-colours, in his tea utensils, tea-rooms and
cloths. These utensils possessed the feeling of silence, such as Riky('s shirifikura
chaire, a tea-caddy for thick tea.*® Concerning the utensils, the sense of the 'early
green of the spring' was not in the light, as may be assumed. Instead, it existed in
the idea of minimalism in his Tea, such as the frequent use of small Chinese thick-
tea containers called Riky( Shiribukura or karamono nasu chaire called Moss6%%
rather than in any sense of luxury in his Tea. Successfully chosen famed utensils
were modest in appearance and he combined them tastefully with Japanese style
ceramics. According to RikyQ's tea gatherings (4.4.2), during his sixties Rikyfl
used many famed Chinese utensils, which suggests the revival of the use of luxuri-
ous tea utensils, but Rikyll's luxury was a different kind from J6-6's. If J6-8's
utensils were delicate and subtle, Rikyil's utensils also had these qualities, but they
conveyed a sense of energy, vitality and power, such as in the black Raku style of
tea bowl called kamuro, which was said to be one of his most cherished uten-
sils. 5%

The idea of learning chadé is also to be read from these two poems. J6-0
emphasised learning from the old, great masters (‘flowers and crimson leaves'),
and thereafter would emerge an ability to be able to create something new and
interesting in one's Tea ('thatched hut at the seashore'). J6-6 emphasised learning

893 yamanoue Séjiki, p. 100. Notice the similarity with the story that Buddha's head pointed to

the north when he died. J6-6 who had studied Zen, was presumably aware of this connection.
See also Sen 1998, pp. 168-169. Sen writes that, even though Rikyd's tea-room faced south,
he planted trees and shrubs outside making the tea-room isolated from the light. With this act
Rikyi hoped to intensify the spirit of wabi.

80%  Shirifukura: See picture in Sen no Riky@ — The 400th Memorial, p. 107.

805 See pictures in Sen no Riky# — The 400th Memorial, pp. 106-107.

806 Kamuro: See picture in Sen no Riky(i — The 400th Memorial, p. 151.
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'the proper style' (shdfiitei) which he considered to be the basis for the studies of
chadé and for art in general (see Section 3.1.2). Rikyt turned around J3-8's idea of
learning: He recognised that studying old masters or old masterpieces was
essential for Tea studies, but considered the beauty of famed and luxurious
utensils was difficult to understand for beginners, who easily admire things that
are appreciated by others without contemplating carefully what is truly beautiful
in them. Therefore, Rikyl suggested that one should start the studies of Tea from
'the mountain village', referring to the wabi style of Tea, and little by little to
move toward the studies of the formal shoin style of Tea. After mastering these
two styles, it becomes possible to reach the ultimate state of chill, lean and
withered (early green of the spring), and moreover to understand the true beauty
of luxurious utensils (flowers). Only then would one be able to understand the
beauty of the objects themselves, not because they are luxurious or appreciated by
others, but because they are beautiful in their decoration and rich colours, and
admirable because they are skillfully made. This is like a new revival of the use of
luxurious utensils.

The concept of a revival in Rikyil's idea of learning is connected to the idea
of absolute freedom from the old masters and their teachings leading to a true
understanding of both austere and refined beauty. Being revived means that
something must have come to 'an end', must have 'died'. In a similar sense, Rikyl
states in his death poems the necessity to kill 'the Buddha and the Patriarchs' (see
Section 3.2.4) in order to attain absolute freedom of mind. Thereafter, the Buddha
nature arises in the essence of Tea, and the true beauty in chadé emerges. It pro-
vides the chance for change — the state where something new will be born
naturally.®?” This leads to the Ten Oxherding Pictures (see sections 2.3.6, 3.1.3,
and 3.2.4) which teach us that learning is like a circle that needs to be passed
around. The eighth picture of the Ten Oxherding Pictures describes an empty
circle, which is an allegory of the state of no-mindness.?® In the learning process
it describes a big change in the studies: Passing through the circle of learning one
returns to the starting point and enters once again the circle of training but this
time with an enlightened heart. Outwardly, everything looks as it has always been,

807 Sen 1998, p. 164. According to Sen, these two poems signify the difference between the

mood of late autumn to early winter. For J6-6 the thatched hut at the seashore referred to

"the realm of emptiness" while Riky(d's mountain village did not; for it had its "grass of

spring in the snow".
808 Hirota 1995, pp. 334-338. According to Hirota, an empty circle is used to symbolise the state
of "not-a-single-thing" or "vast emptiness". It is an expression of Zen to point to the Buddha
nature or true reality instead of using words. Hirota writes: "The empty circle, in its negation
of all that we cling to, is also the realm of things as they are, where there is nothing lacking,
nothing superfluous. There is not a single thing, and at the same time, heaven and earth, the
whole universe, is boundlessly full. Thus, there is no need for inscription to go along with
the circle, and any inscription is appropriate”.
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but deep inside one's heart has changed. Just as in the two poems we have
discussed, the spring comes again; now the focus is not on the cherry blossoms in
full bloom, but on the single delicate green plant beneath the snow. This is, of
course, a matter of appearance but more than that it emphasises the inner spirit
that causes the change in the mind of the observer and in the feeling of an object.
Through this experience, learning will change from self-benefit into benefiting
others and Rikyt did, indeed, work hard to make the practice of Tea possible for
ordinary people, not only for the upper class.

A similar conclusion on the senses of Tea of the Great Tea Masters can be
reached through the following passage found in Yamanoue Séjiki:

MBEAAL+N=FEIT, XB NEREBRY =FEh, =% F~o~,
EH/EETEBT. ET@., kB, HE=LY ., 3l +BmiL/
AEEAN=LY, BT E. AN =FTHE R, B/ Wb, -
RHFBTRL AL, FANERHI?

J6-0 passed away at the age of fifty-four when the proper style (shdfiiter) was flour-
ishing in his chanoyu. Concrete examples of this [shdfiitei] are when the full bloom of
the cherry blossoms in Yoshino has passed, and when the summer has passed, too. It
resembles the image of the autumn moon and crimson leaves. Insetsu's chanoyu is like
the falling leaves in the drifting showers. He died at the age of seventy. Shuké passed
away at the age of eighty and his Tea was, perhaps, like the snowy mountains... S6eki's
chanoyu was already like the trees in the winter. Beginners should not practise it.

This passage cited from Yamanoue Séjiki contains similar information on the
Great Tea Masters as discussed earlier above based on the poems by Teika and
Ietaka. In the passage above, too, J6-6's Tea is described as being luxurious, and
yet containing the sense of chill darkness. Secondly, Insetsu's®'® chanoyu is de-
scribed as being one step advanced toward the style of chill, lean and withered,
resembling almost bare branches of trees in the early winter showers, which bear
the poetic name shigure. These drifting showers usually occur in the tenth month
(in the modern calendar, November) which was also described as a wabi month in
J6-6 Wabi no Fumi (Section 2.3.4). This gives a deeper image of chill and with-
ered toward the state of lean, but it should be kept in mind that Insetsu lived
nearly twenty years longer than J6-0, and therefore, his style of Tea had enough
time to develop toward the desired state. Shukd, who passed away at the age of
eighty, had already attained the state of chill, lean and withered even though he
lived before J6-0 and Insetsu, and his Tea was said to be like the mountains
covered with snow. Everything is withered because of the winter, and winter sug-
gests the sense of chill, the ultimate leanness with the image of distant snowy

809
810

Yamanoue Sdjiki, pp. 99-100.

Kadokawa Chadé Daijiten, s.v. Insetsu. Tea master Tori Insetsu lived during the Higashi-
yama period and was, presumably, one of Shukd's contemporaries. According to the classics,
he owned many famed utensils.
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mountains. In midwinter when the bare and lean trees stretch their branches
toward the sky, the image is austere and strong, like the brush strokes of Sesshii
(1420-1506)%'" in his ink painting called Winter.

Chakimeibutsushi®'? differs concerning the cited passage from Yamanoue
Sojiki. There, Shukd's Tea is described being as being like 'the winter trees in the
last month of the year in the distant mountains' (---#g 8 & K / E / zE|l---). The
sense of ascetic austerity is even more strongly emphasised than in the previous
description of Insetsu's Tea. Also, Shukd's sense of Tea, being like a snowy moun-
tain, is not questioned as it was in the citation from Yamanoue Séjiki. Rikyi's
chanoyu is said to resemble Shukd's Tea, being like the trees in early winter. Since
it is said that it was already like the trees in the winter points to the fact that Riky
was still living when this book was written (Tenshé sixteenth year, 1588) and sug-
gests that we do not know where and with what kind of Tea he will conclude his
years. In other words, Riky{'s Tea was the most advanced in the ascetic and
austere wabi style to which the Tea masters aspired.

It is noteworthy in this cited passage that Shuké is claimed to have reached
the ultimate state in Tea, as Rikyil also did later. However, this study emphasises
Shukd's importance as a founder of Tea (chadd) who had a great influence on the
philosophy of Tea. Concerning the aesthetics of Tea, the focus is on J6-6 who
created many new and interesting utensils to be used in Tea, such as Japanese
ceramics, bamboo lid-rests and a wooden well-bucket to be used as the fresh-
water container. However, the outer appearance of Shukd's Tea is still quite un-
known. Yamanoue Séjiki mentions sixteen items that are said to have been owned
by Shukd, among them the large tea jar called Shéka, a tea-caddy for thick tea
called Akita chaire, and Shukd's ash-green celadon tea bowl, as well as his haiga-
tsuki (ash-covered) tenmoku tea bowl which exists even today.?!3

In this passage cited from Yamanoue S6jiki, it is suggested that Shukd's tea
is like 'the trees on the snowy mountains in the last month of the year', coming
closer to the description of the sense of Rikyd's Tea, which is described as being
like 'trees in the winter'.®'* They both create an image of cold and lean branches of

811 yoshino and Nakashima 1994, pp. 27-28. See the picture of Sesshil's landscape in winter

there.

812 Chakimeibutsushd, p. 500. In this text, the word gokugetsu (5 ), meaning December, is

actually written as gokume (#& B ), but this is most probably a writing mistake. In Fushinan
Yamanoue S&jiki (p. 26), Chinese characters #z A are used. Sonkeikaku's version reads this

passage quite similarly to CKZ.

813 See pictures in Yamanoue S6jiki exhibition catalogue, pp. 40, 78, and Sen no Rikyi, The

400th Memorial, p. 39. For more details about the nature of Shukd's Tea, see Horikuchi
1951, pp. 106-136.

In previous studies, such as Mizuo 1971, the Higashiyama style of Tea is considered to be
formal in style, Shuké's Tea "semi-formal’ and J6-6's Tea already modest wabi style. Or,
like Horikuchi (1951) who already classifies Shukd's Tea as belonging to the wabi style of

814
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a tree in white snowy mountains. The feeling is austere and plain; however, the
difference lies in the season: Shukd's season is winter, the last month of the year,
which is cold, dark, ascetic and merciless in far away mountains. It is like the two
poles of black and white without shades of grey, such as his saying 'it is appro-
priate to tie a praised horse to the thatched hut'.®!S But Rikyil's season is late
winter, a step toward the spring, and even though it conveys similar ideas to
Shukd's Tea, it has an energy and vitality, which Shuko lacks. It touches on the
revival of nature, the delicate and subtle element (new green) which softens the
austere picture of snowy mountains. This is missing in Shukd's sense of Tea.
Shuké's and Rikyfi's senses of chadé were also alike in their idea of emphasising
the beauty of one single object. For Shukd this meant the beauty of contrastive
elements, while for Riky( it was a minimalist beauty or the suggestive beauty of
rare utensils.

Shukd's sense of wabi is based on the realisation of the contrast between
elements, J6-0's on negative expressions, and Rikyl's on the idea of absolute free-
dom from both of these. However, Shuké's and Rikyil's senses of Tea also have
similarities: They both possess the feeling of something special, something vital
being used in a rough and rustic setting, such as a beautiful horse beside a humble
thatched hut, or a first shoot of green in the middle of the snowy mountains.
At first glance, they both look like they do not belong to 'the thatched hut' or to
'the snowy mountains', that they are there by accident. But on the other hand, a
thatched hut does not diminish the beauty of a praised horse, nor does austere and
snowy nature detract from the beauty of the first flower, because they are beautiful
as they are. The beauty is in the object and sometimes contrasting elements in the
surroundings may strengthen its beauty, as is found in these examples.

In Tea, the idea of minimalist beauty, emphasising the beauty of one single
object, or the idea of contrastive elements are shown in Rikyi's use of famed
Chinese utensils. He seems to prefer only a few famous utensils, using them to-
gether with rough and simple Japanese utensils, which strengthens the delicate
and subtle beauty of a famous object. The famed Chinese utensils were like the
stars of the gatherings. However, Riky1 also arranged luxurious gatherings using a

Tea. Opposed to these, this study considers that the idea of wabi has developed from formal
to informal style, from shoin to wabi style, and this transformation has happened gradually
from Shuké to J6-6 and finally to Riky(. However, it is not claimed here that Shukd's Tea
did not have rustic elements in its times, but raises a question: can Shuké be called a founder
of wabi chanoyu, or just a founder of chanoyu? In this study, Shuké is considered to be,
most of all, the founder of Tea as a Way. It seems more like Kazue puts it, that Shuko
opened the Way to the wabi style of Tea (Kazue 1985, p. 94).

Yamanoue Sojiki, p. 101. See also Karaki 1989, p. 25. Karaki claims that 'the praised horse’
refers to Shuké himself and 'the thatched hut' to the humble dwelling where this person with
the beautiful appearance lives. For him, living in the humble dwelling seems to be like a play
for the wealthy Tea masters.
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shoin style of tea-room and bronze utensils with a formal feeling (see Section
4.4.2), which according to him, could be done after mastering the rough and
simple wabi style of Tea (see earlier in this section about the studying process).
The difference between Shuké and Riky( is that Shukd's 'praised horse' suggests
the contrast of the luxurious and rough utensils used together in the dark-dim
modest tea-room, while Rikyil's 'early green of the spring' points to the use of a
few small and modest famed utensils which Rikyti chose for his chadé. However,
without Jo-0, and later on without the influence of Rikyd, too, so many different
forms of wabi beauty (Chapter 6) would not, perhaps, have been discovered and
the sense of wabi beauty may have remained as an expression of the cold and aus-
tere style in Tea.

By comparing these two poems by Teika and Ietaka, the differences in J6-0's
and Rikyi's Tea, in its aesthetic values and in its learning process have been
demonstrated. J6-8's Tea was more luxurious, more classical Japanese in its
formality and inwardness, whereas Riky{'s Tea was more ardent, more vital, and
more austere. He admired subtle and suggestive senses of beauty which were not
apparent to everyone's eye. Even though J§-6 stressed the importance of learning
the proper style, he admired the state of chill, lean and withered in his Tea, which
was finally fulfilled by his disciple Rikyt in his own individual way. It remains a
mystery whether the result would have been different if J6-6 had reached this
desired state of chill, lean and withered himself.






