THE POETRY OF THE KYOUNSHU "CRAZY CLOUD

ANTHOLOGY" OF IKKYU SOJUN

by
SONJA ELAINE ARNTZEN

B.A., University of British Columbia, 1966
M.A., University of British Columbia, 1970

A THESIS SUBMITTED IN PARTIAL FULFILLMENT OF
THE REQUIREMENTS FOR THE DEGREE OF
DOCTOR OF PHILOSOPHY

in

THE FACULTY OF GRADUATE STUDIES
(Department of Asian Studies)

We accept this thesis as conforming
to the required standard

THE UNIVERSITY QF BRITISH COLUMBIA

August, 1979

© Sonja Elaine Arntzen



In presenting this thesis in partial fulfilment of the requirementsAfor
an advanced degree at thé University of British Columbia, I agree that
the Library shall make it freely available for referen;e and study.

I further agree that pérmiséion for extensive copying of this thesis
for scholarly purposes may be granted by the Head of my Department or
by his representatives. It is understood that copying or pub]ication
of this thesis for financial gain shall not be a11owed without my

written permission.

Ssiin Shdis

The University of British Columbia
2075 Wesbrook Place

Vancouver, Canada

V6T 1W5

'Dam lﬁéd- 22/ /777
/ |

Department of

6 BP 75-511E



ii,
.. Abstract

The subject of this thesis is the poetry of the Kyounshu,
"Crazy Cloud Anthology"', an anthology of Chinese poetry written
by the Muromachi 7Zen monk Ikkyu Sojun (1394-1481), TIkkyQ is one
of the most fascinating and enigmatic figures in Japanese litera-
ture.. He was both renegrade monk and venerated prelate, 11luminated
sage and self-proclaimed profligate., Moreover, perhaps because
of these conflicting qualities, he is also one of the most human
and accessible of the great Zen mgsters of Japan.

His poems.are the medium for the expression of his dynamic
personality and the vivid impression his personality makes testifies
to his skill as a poet. ‘This thesis focuses on Ikkyu's poetry
itself, examining hbw the poetry works, how it creates a powerful
reading experience. |

The Introduction describes a circling dialectic that plays
a crucial role in 7Zen philosophy and also in Ikkyu's poetry. The
Introduction also provides background information about the poet,
his milieu and his audience. |

Chapter one examines some of the peculiarities of the way
Ikkyu handles the elements of Chinese prosody., It will be demon-
strated how Tkkyu at times broke the rules of Chinese prosody
aﬁd at other times observed them in ways a native Chinese poet would

not approve of. Despite his bending and breaking of the rules and,
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more surprisingly, because of it, his style has a fresh vigour

and bold originality. Taking into consideration that he was writing
for a Japanese audience, one can say he turned linguistic dis-
advantage to advantage, ending with a style of poetry that bewlilders
the critic who would try to make a dualistic judgement of "good"

or "bad".

The core of Chapter two is a collection of analyses that con-
centrate oh the functioning of the technique of allusion that per-
vades Ikkyii's poetry. The analyses attempt to re-create the
reading experience of an intended reader to clarify the specific
roles allusion plays in particular poems. The more general topic
of the chapter is how Tkkyi's poetry creates a dialectical reading
expérience, one that disturbs, unsettles and pivots the mind of
the reader round to face a problem that cannot be solved by words.
it is suggested that often.aliuSion is the vehicle for bringing
the opposite term of the problematic equation of non-duality into
the poem, thereby turning it into a conundrum,

Chapter three will pursue the dialectical theme further. It
will be argued that often the juxtaposition of opposites, usually
through connotation rather than by overt statement, is the dynamic
technique by which Ikkyu's poems are transformed into powerful
experiences, An extended analysis follows this technique in
operation through a particularly strong set of poems under the

joint title, "The Scriptures are Bum-wipe'.
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The introductory section of the thesis concludes by inviting
the reader to investigate Ikkyu's poems for himself, Indeed, to
enable the reader to do just that, the bulk of the thesis is given
over to the translations with commentaries of one hundred poems

from thé Crazy Cloud Anthology.
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Preface

The subject of this study is the Kyounshi jﬂlfgg éii. "Crazy
Cloud Anthology", a collection of the Chinese poetry by the |
Japanese 7en monk, Ikkyﬁ Sojun — 4%Lf?%zééb (1394-1481), A sub-
stantial part of the work is given over to the translations of one
hundred poems from the gzaunsh;. The translations are an important
part of the work because aside from a handful of poems translated
in Donald Keene's article, "The Portrait of Ikkyﬁ".1 some sixty

2 and another

poems in the present author's former publication,
seventy or so in an as yet unpubliéhed thesis on Tkkyu by Jim
Sanford,3 there are no other translations,

The introductory essay of this study is directed by an approach
that 1s}at once philosophical and literary. It attempts to analyse
how this poetry transforms philosophical ideas into religious
experience. More specifically it examines how the poet bends
prosody and allusive 1anguage to serve that soteriological purpose.

A period of concentrated research on Ikkyu's poetry was made
possible thanks to the support of a Japan Foundation grant for
which T would like to express my deep thanks, I owe a much deeper
debt of gratitude to Professor Yanagida Seizan and Professor
Hirano S6jo who were my mentors during the period of research in
Kyoto. Both were overwhelmingly generous with their time, research
materials and the invaluable knowledge at their disposal. I extend
my warmest personal thanks to them both. The acknowledgment

would not be complete without mentioning Kate Shuichi who initially



vii.,

inspired me to study Tkkyu's poetry and who through the years

has taken a constant and encouraging interest in the work as it
progressed. The literary approach of the introductory eséay owes
a great deal to a stimulating comparative literature seminar the
Profs. Ken Bryant and Jan Walls conducted some three years ago at
U.B.C. Moreover, Ken Bryant was kind enough to give the rough
draft of this thesis a good critical reading and suggest ways of
improving the style and organization of the work. Thanks are also
due Prof, Shotaro Tida and Kathy Hansen who took the time to read
the work through and make helpful comments., Last but far from
least, T wish to express the profoundest gratitude to my advisor
Prof. Leon Hurvitz, So far as this slow and inept student is
concerned he has been the embodiment of the paramita of patience.
His energy and the joy he takes in learning have been a constant
source of inspiration and an example to aspire to. All of the
above should take credit if there is anything of merit in the
following pages; the errors and shortcomings are my own.

The following guidelines have been followed with regard to
names of Chinese and Japanese people and texts. Chinese and
Japanese names will be given in Fast Asian order, that is, surname
first, Characters will be provided for people's names the first
time they appear except those that appear in the bibliography or
in the body of translated material for which the original text has
been supplied, Chinese figures will be referred to only by the

Chinese '.romanization of their names with the one notable exception
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of Iinechi Eﬁ% 54&& whose name will periodically be followéd by
the Japanese pronunciation of his name as well to clarify his cone
nection with the Rinzai school of 7Zen in Japan,

Works from the Chinese Buddhist Canon will be cited by the
Chinese Romanization of their titles except for the foﬁr well-

known sutras, the Vimalakirti'Sﬁtfa. the Hbéftvsﬁffa, the Diéﬁ&ﬁd

é@iﬁg and the Lotus Siatra for which, in the interest of easy
identification, the popular names just cited above will be used.
Another exception will be the Pi-zeﬁ Lu from the Zen canon which
will often be referred to by the Fnglish translation of its title,
the "Blue Cliff Record." The only other matter of technical con-
cern to be mentioned is that the unsimplified forms of the Chinese

characters have been used throughout.
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To speak of Ikkyu is really to speak of oneself...
This man will now continue for a while to summon up a new concern
among various people. People forget he was a Zen monk., It is a
strange and marvelous thing that everyone has the sense of secretly
having met him somewhere before. TIs he not perhaps the only one
of a kind in the history of Buddhism throughout India, China and

Japan?

Yanagida Selzan*
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Po Chii-i asked Master Bird Nest, '"What is thé broad meaning
of Buddhism?" Bird Nest said, "Do no evil, do much good." Po Chii=-i
said, "But a three-year-old child could understand a teaching like
that ." Bird Nest replied, "A three-year-old child may be able to
say it but there are eightyyear-old men who cannot practice 1t."
0l1d Master Rydzen used to say: "If it were not for this one
ﬁhrasé of Bird Nest, our followers would all get bogged down in
'"From the beginning, not one thing'
'Not thinking of good, not thinking of evil'
'Good and evil are not two'
'Falsé and true, one reality!
and all the rest, so that in the end they would ignore karma and
thé wérld would just be full of false teachers; impuré in their
daily livés;h |
So now on this topic, I, Ikkyld, have composed a poem and
instructéd a congregation with it.
Students who ignore karma are sunk,
That old 7en master's words are worth a thousand pieces of
gold,
Do no évil, do much goqd.
Tt must have been something the Elder sang while drunk.
In this prose introduction and poem1 by the poet Ikkyl Sojun
(1394-1481), a Japanese 7en monk of the Muromachi period, a dialec-

tic unfolds that sets the duality of good and evil against a trans-

cendental view that sees the two as one, Following the composition
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through as it unfolds will reveal the alternation from one position
to the othefl
The prose introduction rests upon two quotations. The first

is from a Chinese Zen text, the Ch'uan Teng Lu.2 The passage des-

cribes an encounter between the famous T'ang poet, Po Chii-i, @I}% %%
and the Zén master, Niao K'e E% Eéi_ "Bird Nest", so named becaﬁée
he was found of sléeping in a large pine tree. The name conjures
up a humourous picture of an old 7en master up in a tree; Tkkyu jokes
in another pdém about Bird Nest, "His nest must have been cold;
tﬁ;t old Zeh codger up in thé tz-ee'.“"3 It sets a light mood for
the encounter that follows.

Po Chii-i's question, '"What is the broad meaning of Buddhism?"
is oﬁé of tﬁé conventional questions that a seeker addresses to a
7en mastéf:v Iﬁ sdch confrontations, the master's answer is never
predictabié; and is usually characterised by a purposeful obiiqué-
ness;’ Thus Po Chii-i is taken aback by Bird Nest's apparently
straightforward reply. '"Do no evil, do much good", coming from a
7en master, is too simple to satisfy a questioner like Po Chu-i,
and so he counters by saying in effect, "Do you take me for a
child?" Bird Nest neatly replies to Po Chu-i's objection, asserting
that, although such a teéching may be easy to pronounce, it is
difficult to practice, thereby reasserting that "Do no evil, do much
good" is the beginning and the end of the meaning of Buddhism.

But it is not only the simplicity of that reply that jars

Po Chii-i and for that matter any hearer grounded in Zen Buddhism.
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What also shocks is that it is a reply in terms of duality, because
the pivotal idea of non-duality is fundamental to Zen; Consider

this passagé from the Vimalakirti Sutra:

"Good" and "evil" make two. To seek to do neither good
nor evil,..is to penetrate into non-duality.b
Bird_Nést's pronouncement flies in the face of that orthodox posi-
tionw. Ldokéd at in this way, the éxchange stands as a koan N \;f:_
a case thét ﬁreéénts a problem to the rational, distinguishing mind,
Tt is much in the same Vvein as Chao Chou's 7%% 4+l answer "No" to
the dﬁestion, "Doés thé dog have a Buddha nature?";5 when the
innaté Buddha nature of all living creatures is orthodox doctrine;
Tkkyu qﬁbtes the Japanesé Zeﬁ master Ryozen j%Z LlA é to clar-
15 the problem, and the light mood of the initial encounter
changés to oné of sérious consideration, Ryozen preceded Tkkytd by
only four genérations in their spiritual lineage. He had a repu-
tation for uncompromising moral rectitude. It is thus fitting that
he should be glad of Bird Nest's pronouncement. Here he explains
why the instruction in terms of duality is not out of place. The
concept of non-duality itself can become a trap, something one
clings to and is caught in, rather than a key to liberation. Much
worse, it can become an excuse for those false in heart to indulge
themselves in evil behavior. Fven though the ultimate truth is
beyond the distinction of good and oevil, it is far better to encour-

age the eamest to do good rather than to allow the misguided to

practice evil under the guise of non-duality.



The exchange between Bird Nest and Po Chu-i and Ryozen's
iﬁterprétatiéh of it having béen presented, Tkkyu now gives us his
coMmént on the case in the form of a poem. He begins by paraphras-
ing Ryozen's words. In the second line, he accords them great
praisé:“ We might assume that praise and celebration will be the
order of the poem from here on. Next comes a quotation of Bird
Nest!s words. At this point, we will likely reinterpret the second
line as référring to Bird Nest; seéing him as the "old Zen master
whose words aré‘worth a thousand pieces of gold," Wb are thus
caught thinking rétrospectively as we read, "It must have been some-
thing the Elder sang while drunk," ’"Elder" #. % is a term of
addresé applied only to a layman, therefore neither of the old Zen
mastéfs is méant hérelh "Drunkénly singing" is a sobriquet of thé
poét Po Chii-i, whose question oﬁened the dialogué, so it is he
who is 1ntrodﬁcéd into the poeﬁ, and he who must have sung, "Do
no evil, do much good;" while he was in his cups. When we read
the third line, we heard these words of wisdom as issuing from the
lips of Bird Nest and being echoed by Ryozen. Now they issue from
a tipsy Po Chu-i. From the solemn moral pronouncements of Rydzen
we have come to drunken song. Where the ground was solid now all
is slippery and shaky again.

What is Tkkyl saying? Was it that, after talking to Bird
Nest, Po Chi=i went home, got drunk and then truly awakened to the
words of Bird Nest? Is the drunken Po Chii-i "impure in his daily

1ife"? Or is it Ryozen who has gone too far in establishing dualistic
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points of reference? Is "do no evil, do much good" simply the
spirit of Po Chii-i's poetry? TIs it a party of four at the ond:

do we see Bird Nest, Ryozen and Ikkyld enjoying Po Chu-i's song?

Do we hear the transcendental mirth of this company who have all
gone fér beyond the distinctions of evil and good; all knowing there
is nothing to be understood? We find ourselves perplexed at the

end of this poem; unable to pin down exactly what it means; To

read thé poém is to confront a question,

But that is how it should be. The goal of 7en is not to answer
questions but to dissolve questioning. One 6f the ways in which
this is accomplished is-to bewilder the student with questions, or
with statements that amount to questions, until he finds:his own way
out of his réasoning mind, Thaﬁ is the art of the koan, the 7en
problem: It is also the art of Ikkyu's poetry. The prose introduc-
tion to the poem just présented opens with a kéan, and Rydzen's
words add a cdmméntary to it; Ikkyu closes the whole with a poem
that is a kdan. The majority of Ikkyd's poems are not simply about
7en, they are the realization of Zen principles in the form of poe-
tic experience. The basic nature of that experience_may be called
dialectical, in the sense in which: that teym has been used by
Stanley Fish in his book, Self-consuming Artifacts:

A dialectical presentation...is disturbing, for it requires
of its readers a searching and rigorous scrutiny of every-
thing they believe in and live by, It is didactic in a
special sense; it does not preach the truth but agks that

the readers discover the truth for themselves....

Within the context of 7en, what is the truth that one must
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discover for oneself? To begin with, it cannot be said what that
truth is;‘ ﬁén.conéiders truth to be beyond the reach of words.
Words are only provisional designations that may help the seeker
find the Path of truth, but they must not be confused with that
Path., The famous expression, "a finger pointing at the moon",
sums up the role words perform in Zen. They can direct our gaze
toward the moon, the symbol for truth, but they cannot be the moon.

The limited role ascribed to woids'in 7Zen is related to the
central importance that non-duality has in 7Zen philosophy. ' Words
are the primary instruments of making distinctions, of opposing
"this" to "that", It is difficult to make any statement that is
not dualistic.‘ But the nature of truth is eqﬁated with non-duality,
a consciousness beyond the distinctions of subject and object,
good and evil;' Hingéd to the 1d§a of non-duality is the notion
of the ultimate identity of opposites. In the words of the Heart
Sutra, this is expressed as,

That which is emptiness is form,
That which is form is emptiness,

That same formulation holds true for all opposites, enlightenment
and ignorance, good and evil, purity and defilement, sacredness and
profanity. The truth is beyond all distinctions and the unity of
all distinctions, But note how, by virtue of the way the preceding
sentence is phrased, the word "truth" begins to take on an illusory

reality, as though it referred to some "thing" simply because we

can say it is "beyond all distinctions" and "the unity of all
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The rhetoric of the sutras that inspired 7en is contrived
to discourage that trick-laying quality of the mind with regard to
confusing words with reality. Consider one of Vimalakirti's
tirades when he challenges Subhuti, one of the Buddha's disciples,
to confrontthe awesome paradox of the teaching before he accepts
his dutifully begged food.

Reverend Subhuti, take this food if, without destroy-
ing love, hate or error, you do not remain in their
company; if, without destroying the false view of the
self, you penetrate the one Path; if, without destroying
ignorance or the thirst for existence, you give rise to
knowledge and deliverance.?

The pitch of his challenge gradually heightens until he concludes
with a remark that would be blasphemous if we were thinking on
the plane of duality:'

Reverend Subhiiti, take this food...if you speak 111
of all Buddhas, if you criticize the Law, if you do not
participate in the community and if, finally, you will
never enter into Nirvana,

Subhuti is properly confused and turns to leave, abandoning his
bowl, but Vimalakirti entreats him not to be afraid and to take up
his bowl, instructing him thus:
The sages did not become attached to words and were not
afraid of them.... How is that? Because, words being
without own nature or tru? character, all that is not
words is deliverance....1
This is the kind of rhetoric that served as a model for Zen,
but in much Ten writing the attack on the process of conceptualiza-

tion is taken much further, The above passage ends with a state-

ment that has an air of resolution. "All that is not words is
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delivérancé" is a statement that appears to give us a definite idea
to grasp hold of éﬁén though the argument that leads up to it
implies we must not hold on to anything. Let us consider a passage'
from a 7en text that effectively leavesithe reader without anything
to grasp.' |

The passage is from the Pi-yen Lu "Blue Cliff Record", an

anthology of koans compiled by the Sung monk Hslieh-tou 7%;
edited and ﬁrovided with commentary by a later Sung monk Yian-wu

@ﬂ!ﬁ% ;. Thé anthology was the foundation for kdan practice in
the 7en monasteries of Muromachi Japan, Its name will appear fre-
quently in the commentaries to the translations in this paper
because Ikkyld alludes to it often. In the section T will cite,

Hsileh-tou borrows a passage from the Vimalakirti SGtra to stand as

a g§§g.‘ The passage may be considered the climax of the sutra.

Aftér a long section where the many Bodhisattvas offer their instruc-
tion on the entry to the gate of non-duality, the Bodhisattva
Mafijudri expresses his wisdom on the matter, and then, Vimalakirti
is called upon to deliver his pronouncement, Dramatically, Vimala-
Kdrtd responds with silence.12 Here is how_this passage is pre-

N

sented in the Blue Cliff Record.

Vimalalkirti asked MaRjusri, "What is a Bodhisattva's entry
into the Dharma gate of non-duality?" _
Mafijuéri said, "According to what T think, in all

things, no words, no speech, no demonstration and no
" recognition, to leave behind all questions and answers;
this is entering the Dharma gate_of non-duality,"

' Then Mahjudri asked Vimalakirti, "We have each
already spoken.. Now you should tell us, good man, what

is a Budhisattva's entry into the Dharma gate of non-
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duality?® _
..Hsteh-tou said, "What did Vimalakirti say?" He also
said, "Completely exposed."13
Evéryone, knowing thé passage well; expects to hear, "Vimala-
kirti kept silent," for that would provide a sense of resolution
by completing the quotation. But instead, the compiler, Hsiieh-tou,
cuts off the citation and interjects a question, "What did
Vimalakirti sayf“ We all know he said nothing but Hstieh-tou's
question implies his silence was a statement too. We are challenged
to answer what that was in terms of non-duality.' We are all put
in Vimalakirti's place; answer who dare. The mimicryof Vimalakirti,
simply keeping silence, will not do. Hsueh-tou himself answers
with "completely exposed", a phrase with the compacted meaning of
"Tt's right here for anyone to see." That answer too challenges
the reader to discover its meaning., If we look for help from the
commentator to this text, Yuan-wu, we find a verbose footnoteé
Not only at that time, but now too it is so. Hsleh-tou
is drawing his bow after the thief has gone. Although
he uses all his strength to help the congregation, what
can he dot=-Calamity comes forth from his own door. But
tell me, can Hsiieh-tou see _where this comes down? Since
he hasn't seen it even in a dream, how can he say,
"completely exposed"? Dangert @Hen the golden-haired
lion is unable to search it out.
Yuan-wu does not explain "completely exposed". He appears to casti-
gate Hsleh-tou, but, in a school of thought that takes the ultimate
jdentity of opposites seriously and therefore ultimately considers
praise and blame to be equal, he may be praising with great blame.

The reader is thrown back on his own perplexity. He is not allowed

to rest with some easy notion of non-duality. The authorsof the
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Blue Cliff Record will resort to nonsense before they will allow

the reader anything to hold onto.

What we see functioning in this kind of 7en rhetoric is an
endlessly circling dialectic. When something is asserted, one must
tear it down, cancel it out. The cancelling out will represent
anothér assértion, so it too must, in turn be torn down and can-
célled out. A perpetual iconoclasm is the order of the school.
Yuan-wu constantly provides that service to the kdans of Hslieh-tou,
One never allows the debate to come to an end, When someone asks
a quéstion expecting an answer in terms of non-duality (as Po Chii-i
does whén he addresses Bird Nest) one answers in terms of duality;
Wheh thé person adjusts himself to feel comfortable with duality (as
thé_reéder does at the end of Rydzen's explanation of Bird Nest's
answér) then oné surprises him with non-duality (as Ikkyu does with
his pdemi}

Such a dialectic mirrors the world aiound us, which constantly
changes and allows nothing to remain still, Tt also challenges us,
as does the experience of life, to find eternal quiescence within
perpetual movement, The goal of this dialectic is not just to play
with the art of twisting thought but to prod the reader to get
beyond words, beyond the distinction between subject and object,

and to leave him, as it is said in the Blue Cliff Record, "clean

and naked, free and at ease."15 The most challenging of Ikkyu's

poetry addresses itself to this task.
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The Poet

The prééeding section outlined the philosophical and soterio-
logical problem of non-duality that is the center of so much of
Tkkyu's poatry.' As the discussion implied by reference to the

Vimalakirti Sutra and the Blue Cliff Record, the problem is not

original to Ikkya but the continuing concern of a long religious
tradition., What is unique about Tkky@ is that he gave this reli-
gious conundrum such an intensely personal expression.. If the themes
of noneduality and the mutual identification of opposites come up

so often in his poetry; it 1s not only because these ideas are
central to Zen philosophy but because the understanding and practi-
cal féalizatién of them were of vital concern to his personal 1life.
To undérstand how théy weré of concern to him, we must speak a

1ittle of the man as he appears in his poetry;

Self-Praise

Crazy madman stirring up a crazy style,

Coming and going amid brothels and wineshops.

Which of you patchecloth monks can trip me up?

I mark out the South, I mark out the North, the Fast

and wast.16
In the poem above, two characteristics of Ikkyl stand out;“.one

is his great self-confidence and the other is his penchant for
unorthodox behavior, summed up in "coming and going amid brothels
and wineshops." Both because he was so sure of himself that he did

not fear ridicule and because he knew that by conventional standards
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his own conduct as a monk was peculiar, he embraced the label "crazy"
by giving himself the 'sobriquet "Crazy Cloud";
Tkkyii's self-confidence is the expression of the boundless

sélf;possession that is the stamp of the enlightened man. Here is

another poem in the same mode.

Kaso's descendants do not know Zen.
In front of Crazy-Cloud, who would explain Zen?
For thirty years, heavy on my shoulders

I have carried the burden of Sungyuan's Zen.17

The vehement tone that marks his claim to enlightenment and
his conviction that he alone bore the burden of transmitting Zen
must be understood in a historical context, During the Muromachi
périod; 7en was at the zenith of weaith and influence as a religious
institution;- Closely allied with the ruling warrior clans; enriched
by thé lucrative activities of sake-brewing, pawn-broking and foreign
trade, the large Zen monasteries commanded a position of great
power in Mumomachi society and were correspondingly beset by the
ills of corruption and spiritual vacuity. Monks shamelessly sought
honour and welath, while such debased practices as the selling of

18 and "secret answers to the koans" flour-

seals of enlightenment
shed.19 Against such a background, it does not seem strange that
a high proportion of poems in Tkkyu's anthology should be expres-
sions of protest and indignation. Ikkyu, incensed by the decadence

of the religious structure that surrounded him, became a monk given
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to writing anti-clerical poetry.

As in the next poem, Tkkyd often holds up the enlightenment of
common labourers as a reproach to the pretentious claims of the
clergy who had forgotten the meaning of simple and frugal living.

Tkkyl's own stance is that of a wandering beggar.

Straw Raincoat and Hat
Woodcutters and fishermen, their understanding and appli-
cation is perfect;
What need have they of the ﬁen of carved chairs and medi-
~ tation floors?
Straw sandals and bamboo stick, roaming the Triple Sphere,

Water-dwellinz, wind-eating, twenty years.20
His criticism extends to the forms of religlous ritual.

I Hate Incense
‘Who can measure & master's means?
Fxplaining the Way, discussing Zen, their tongues just
grow longer.
1 have always disliked piety(

In the darkness, my nose wrinkles, incense before the Buddha.21

His most acrimonious complains, however, . &are reserved for

Daiyu Y6s0 75;,3% %éi %{_his elder brother in the Daitokuji lineage,

which is to say that both Tkkyu and Y&s6 studied with the same

master Kass but Y6so was Tkkyu's senior. For Ikkyu, Yoso was the

e . et o e e e SR e e e P T e
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symbol of spiritual superficiality, all the more infuriating because
he was one of thé family, so to speak;' In the following poem, one
of two written to "congratulate" Y6s6 upon his success at obtaining
an honorary title for their deceased master, Tkkyu compares the
virtue of a former master, Lan-tsan ’Héi.léé“ who shurined all contact
with political power and preferréd to remain in his hermitage,
stéaming sweet potatoes, to Y6s6's scrambling after titles and
worldly fame.k Daiyu means literally "Great Activity" and Tkkyu
in no uncertain terms tells us what Yoso's great activity amounts
to:

wa about Lan-tsan turning down the imperial order?

Swaet potatoes locked in smoke in the bamboo fired stove.

His "Great Activity" manifesting itself, the true monk,

On the master's face, throws slop water.zz

Standing opposed to this inspired self-confidence and uncom-
promising indictment of the spiritual ills of the monastic commun-
ity is Ikkyu's own unorthodox conduct. If we are to take him at
his word, he ignored two of the fundamental injunctions of his
monastic order, temperance and celibacy. Paradoxically, he bran-
dishes his infractions of the code as a challenge to the hypocrisy
of other monks he saw entangled in greed and the desire for power.

This is particularly true of poems which mention drunkeness.

Addressed to a monk at the Daitokuji

Many are the men who enter Daitd's gate.
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Therein, who rejects the veneration of the master role?
Thin rice gruel, coarse tea, I have few guests;
A1l alone I sing drunkenly and fall over kegs of muddy

saka.23

In the poem above, his final descripfion of himself as a lonely
man sipping gruel and twig tea, drunkenly signing, creates an
amusing picture, and on the surface makes the statement of the poem
a humble one, "6thers in this monastery pride themselves on their
poSition and crave veneration, i alone am unpopular, poor and an
undbaéhed drunkard," but underneath the cloak of self-effacement,
the defiance and protest against the prevailing order is clear;

It is characteristic of Ikkyu that, when he speaks of sake, he
hearly always qualifies it as 'muddy sake", that is unclarified
sake which, by virtue of having omitted the final stage in the
brewing process, was the cheapest grade of sake available and
therefore the drink of the poor. In a prose introduction piece
that might be subtitled "a sermon on muddy sake', he states plainly
to his pupils, "™if you are going to drink sake, then you must always
- drink muddy §ggg." Another aspect then of the subject of drinking
in Tkky@'s poetry is that it was a symbol of his sense of identi-
fication with the '"people", the "wood cutters and fishermen', who
in turn represented a wisdom unsullied by monkish pretensions.

The tone of protest and challenge is also evidence in Tkkyu's

poems about brothels.
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Putting to Shame the Knowledge of the Dharma
"With a Poem about a Brothel
With koans and old examples, decéption grows;
Fveryday breaking one's back meeting the officials,
TIdly boasting of the virtuous knowledge that transcends
the world.

The young girl in the brothel wears a golden surplice.zu

Picture of an Arhat Reveling in a Brothel
Emérging from the dust, the arhat is still far from Buddha.
Fnter a brothel once and great wisdom happens.

T laugh deeply at Mafijusri reciting the éﬁra@gama Stutra,
25

Lost and: gone are the pleasures of his youth,

The historical perspective should not be ignored when consider-
ing Tkkyu's poems about brothels, This was a péfiod of great moral
laxity within the Zen monasteries.l It appears the secret keeping
of concubines was rife, ﬁot to mention the universal practice of
pederasty.26 If a monk was not officially allowed to pursue the
religious path and also to indulge sexual desire, that seems in
fact to have been the experience of many monks. During this same
period, the popularity of the Pure Land school of Buddhism, which
under the impetus of a spirit akin to Protestant reformation, took
the step of allowing monks to marry and raise families, had grown
enormously. By taking the contemporary context into consideration,
Ikkyﬁ's preoccupation with the theme of sex can be seen less as an

eccentric aberration than as an honest confrontation of an everyday
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reality and an attempt to reconcile that reality with his own
religious views.

In 6thér poems about'brothels, the tone of protest completely

disappears;

Inscription for a Brothel
A Beautiful woman's cloud~rain, love's deep river.
Up in the pavilion, the pavilion girl and the old monk
- sing.
T find inspiration in embraces and kisses
knd think not at all of abandoning my body as though it

were a mass of fire.27

In poems liké this one, ikkyﬁ's admission of disregarding the
injunction of celibacy is startling because of the dramatically
positive pércéption of physical desire. This is all the more strik-
ing in the series of love poems about or to the paramour of his

later years, the blind singer Mori.

Calling my Hand Mori's Hand
My hand, how it resembles Mori's hand.
I believe the lady is the master of loveplay;
If T take 111, she can cure the jeweled stem,

And then they rejoice, the monks at my meeting.28

Wishing to Thank Mori for My Deep Debt to Her

Ten years ago, under the flowers, I made a fragrant alliance;
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One step more delight, affection without end.

I régret to leave pillowing my head on a girl's lap.

Deep in the night, cloud-rain, making the promise of past,
29

present and future.

Although TIkkyd often used the theme of sex for its shock value,
he obviously had a deeper concern with the subject. For Ikkyu, sex
as the principlé "desire" was a kind of touchstone for his realiza-
tion of the dynamic concept of noneduality that pivots upon the
essential unity of the realm of desire and the realm of enlighten=-
ment.' It is as though.he tested his own sense of enlightenment
against this primary experience.

Nevertheless, by traditional standards, Ikkyl's attitude toward
spiritual discipline was highly irregular for a 7en monk.' Tkkyua
was well awaré of that himself.' The breaking of the monastic code
was conventionally thought to bring karmic .retribution in its
wake, and Tkkyd, while for the most part displaying an unshakable
confidence, occasionally had doubts about his own conduct, notgbly
when he was 111, Consider the following poem, one of the two

entitled, "Composed when I was ill."

A monk who has broken the precepts for eighty years,
Repenting a 7en that has ignored cause and effect.
When 111, one suffers the effects of past deeds;

Now how to act in order to atone for kalpas of bad karma.Bo

Thus one more convolution is added to the question of Ikkyﬁ's.
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morality, because fear of karmic retribution is as hard to reconcile
with the standard conception of an enlightenéd man as attachment
to physical pleasure.

There is a koan that Tkkyd frequently alludes to known as
"Po-chang's wild fox", which centers around this puzzling relatione
ship of the enlightened man to karma. The kdan relates the story
of an encounter between the Zen master Po-chang E;7¢~ and a man
who had been coming to listen to Po-chang's sermons.' The man said
to Po-chang;'"f #m not a man.: Once, years ago, 1 was a teacher on
this mountain who, when asked, 'Does a man of great training (an
enlightened man) fall into the chains of karma?' replied, 'No, he
does not fall into the chains of karma'. Then, after that, I was
reincarnated five hundred times as a wild fox. Now I ask you, for
my sake, say a word of éniightenmeﬁt that T may be released from
my fox body;ﬁ Po-chang said, "The man of great training does not
ignore karma.“ These words enlightened the questioner, who was
the spirit of the former teacher who had been reincarnated so many
times as a fox.31

In the poem above Ikkyu speaks of his fear that his own 7en
was one that ignored karma., The first line of the poem that opened
this paper, "Students who ignore karma are sunk', echoes this same
problem;i

The formula: of the Heart Sutra, "That which is form is empti-

ness; that which is emptiness is form," implies the.same unity for

all opposites, including desire and release, but this particular
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interface in the realm of truth is a dangerous path to tread
usually shunned in the name of cautionby those following the reli-
gious path;~ It is to walk the wire between "impurity in one's
daily life' and an enlightened compassionate perception that cah
gaze with equanimity upon one's own and all beings' weakness, see-
ing it as no différent from strength. Knowing when one has fallen
off this intangible wire is difficult indeed;

This is the erux of Tkkyu's moral dilemma. Fven though the
ultimate insight of 7en is beyond the distinction of moral and
immoral, Ikkyu knew that following a course of breaking the precepts
éntailed the danger of sinking into the degeneracy of a 7en that
ignored cause and effect. ﬁb lived at the edge of profligacy and
énlighténmént, and thus met the challenge to '"give rise to knowledge
and deliverance without destroying ignorance and the thirst for
éxistencé.h So much of his poetry is directed toward recreating
the experience of the ultimate insight of Zen because, having chosen
such a difficult and dangerous path, he had a deep need constantly
to renew his perception, to borrow Po Chi-i's phrase, of "the broad
meaning of Buddhism." A dividing line cannof be drawn between
Ikkyi's grappling with his own strong emotions and his concern
with the philosophical problem of non-duality. From the mixture of
the two,issues a poetry that is at once lyrical and metaphysical,
sensual and abstract.

The Place of the Man” and his Work
Within his Tradition and his Times
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In most respects, Ikkyu with his fierce individuality, uncom-
promising attitude and unconvéntional beﬁaviour cuts a figure very
much in thé style of the great T'ang masters; Zen is a school that
has valued its eccentircs.. One might point for examples to the
recluse Han Shan 3? /5, the vagabonds P'u Hua %?/ﬂi) and Pu Tai

%ﬁ Qéé_ but nearly all the T'ang masters had a rogulsh and icono-
clastic streak.‘ The reader will have ample opportunity to savour
the provocative words and antics of the former masters because,
being tﬁé source of many allusions in ikkyﬁ's poetry, they will
appéar often iﬁ the commentaries to the poems.

In one respect, however, Ikkyu stands alone within his tradi-
tion;‘ No other Zen master approached physical desire with such a
positive and at the same time religious attitude. To my knowledge,
no other 7en master has ever broached the subject in discourse,
let alone dared to say, "Fnter a brothel once and great wisdom
happéns;h The former masters never went so far in their iconoclas-
tic rhetoric as to affirm conduct that broke with the basic precepts
of monasticism,

In the discussion that preceded above, it was suggested that

"this predilection of Ikkyu's, which is eccentric by traditional
standards, can be understood in the context of.the times in which
he lived. Reference was made to the loose discipline within the
7en monasteries and to the reformation within the Pure Land school
that sancioned the marriage of monks. Thus we made use of the his-

torical setting to render more familiar and understandable what



22,

seémed an aberration from a traditional point of view;‘ But ironi-
cally, whilé Ikkyﬁ'é positive attitude toward physical desire can

be undérstood in the light of his temporal context, the qualities

_ that madé him seem a rightful member of his tradition made him an

anomaly in thé time he lived.

In order to explain the above statement, we must go back to
discuss briefly hoW'the_Zen tradition had been transformed within
China by the Sungnynasty, for it was at that stage of development
that the tradition was imported to Japan,

Zen (Ch. Ch'an) Buddhism of the Sung period had become a
highly intellectudl and refined religious system, encumbered with
a largé body of literature;' The words of the former masters had
been ovérlaid with generations of later commentary, so that discus-
sion of the principles of the school had taken on the character of
communication in code;33 The practice of meditation upon kéans
had been regularized and institutionalized. In the writings of
the Sung masters, bold and original personalities like those of
the past are seldom seen, In the poetry and discourse of Hsii-t'ang,
for example, (the sixth master in Tkkyi's lineage, who marks the
point in the transmission of that lineage from China to Japan) it
is very difficult to get the sense of a fleshe-and-blood human being.
The feeling is more one of a careful and distant intellectuality.

Moreover, Sung 7en was concretely realized in a formidable

religious institution, The many monasteries were organized in an

elaborate order of ranking. Iikewise, a ranking system for monks
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formalized relations within the monasteries.

It was this ordered and elaborate systém that was gradually
transplantéd to Japan.’ By Muromachi times, the Rinzai school of Zen;
in particular, was a full-blown and ponderously formal religious
institution in its own right. By virtue of the great monasteries!
close alliance with the seat of secular power, Zen prelates were
in éffect high officials of the state.. Outwardly, they projected
a decorum and dignity commensurate with the wealth and power of
théir officé;m

Within that social context, Ikkytu's stance as a wandering vaga-
bond in straw raincoat and hat, however appropriate in terms of 7en
tradition,vwas outragéous and challénging to his contémporaries.
This was espécially S0 bécause he was not a complete outsider to
the circles of monastic power. Had he been only an eccéntric
;coming and going amid brothels and wineshops", pérhaps his verses
would only have been heard by his drinking companions, and his fame
would certainly not have been handed down to this age. But he
was heir to the lineage of the Daitokuji, which although it was a
monastery on the outef odge of the political arena because it drew
most of its support from the Imperial Court rather than the great
warrior clans, was still a large and powerful monastery. It should
be remembered that Ikkyu was eventually appointed abbot of this
monastery at the age of eighty-one. He was also instructor in
matters of 7en to two Fmperors., In short, IkkyQ was someone high

monastic offiecials had to contend with from time to time, which makes
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the crazy style he professed all the more remarkable,

In sum, Tkkyu, the man, was a fundamentalist, emulating and
imitating the virtues of the great founding teachers of the school.
At the same time, he was an iconoclast, breaking forms ard rules
éven the former masters did not dare to transgress. Moreover,
his fundamentalist penchant made him an iconoclast in the social
réality of his own time.

Ikkyu's poetry presents somewhat the same situation. While
the general tenor of his poetry and many elements in it have ante-
cedents in the 7Zen poetry that intersperses the records of the .
former masters and the capping of verses in the koan anthologies,
it is very unusual when compared to the Chinese poetry being pro-
ducéd by his contemporaries.

The Muromachi period was a very active period for the composi-
tion of Chinese (kanbun .%i Jt~ )iliterature. This school of
literature was known as Gozan Bungaku, =73 ZLifl;%? "Literature
of the Five Mountains', "Mountains" refers to monasteries, since
it was customary in both China and Japan to build monasteries on
hills. The "Five Mountains" refers to the top five ranks within
the monastic structure. Gozan Bungaku is a vast and as yet rela-

34

tively unexplored area in Japanese literature, Confining my
remarks here to Gozan poetry and comparing it to Ikkyu's, the first
striking difference is that, whereas most of Ikkyil's poetry is
about 7en, the opposite is true of Gozan poetry: most of it is on

secular themes. The Gozan poets were for the mpst part employing
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Chinese poetry in the same way as the Chinese literati, as a tool
of social intercourse. Thus poems written for certain occasions,
commemorations, parting, travel and so on are in the majority, 1In
géneral, the Gozah monks were writing within a clearly delineated
set of conventions with regard to appropriate topics and emotional
modés;- For réasons of taste, they suppressed highly individualis-
tic expréssion:

Most of all, they were writing with a professional attitude
towards Chinese poetry.l Their goal was to write Chinese verse
as wéll as the Chinese.» Many monks of the generations prior to
Ikkyﬁ had had the opportunity to study and live abroad for con-
siderable lengths of time, so that their knowledge of Chinese'as
a living spoken language, as well as a literary language, was
indeed profound, and their achlevement of the goal of writing as
well as the Chinese was correspondingly high.

In contrast, hardly any of the above may be said of Ikkyi.
Only rarely do his poems seem to be written to oil the cogs of
social intercourse. As mentioned in the last section, his poetry
rather appears to issue as a response to a deeply felt spiritual
need. The other main role his poetry served was to instruct his
disciples, where again the uppermost aim was to evoke and to pro-
voke the realization of the profound truths of the school.

Furthermore, Tkkyu seems to have been little concerned with

writing Chinese verse by professional standards. He broke many

of the prosodic conventions of Chinese verse, a subject we will return
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to in the first chapter. There are precedents within the Zen
school for this cavalier attitude to poetic composition., Han Shan,
for example, scoffed at those who would criticize his verse for
ignoring the niceties of prosody. Butvthough Tkkyu is in the
company of Han Shan, he is even more dafing. He commands our awe
in that he ventured to be innovative and weildin.such.a free and

unconventional manner ' .a language foreign to him,
The Audience

Since the critical analyses of all three chapters will, in
one way or another, involve assumptions concerning the reading
experiénce of thése poems by Ikkyu's intended reader, it seems
appropriate to preface the discussion with a description of who
the members of Ikkyii's audience were and of what kind of knowledge
they brought to their reading.

Tkkyt's audience was probably very small, Often one gets the
impression that Ikkyu wrote primarily:for himself. Some prefaces
to poems state, '"out of an excess of emotion, I wrote.,."35 or
"so, to console myself, T composed...“36 indicating, as has already
been mentioned, that the poems were frequently respording to very
personal needs. Nevertheless, there are even more poems introduced
by phrases like "presented to a congregation"37 and "presented to

members of my group".38 which suggests that Tkkyu's principal

audience was his own circle of students in matters of Zen. That

circle, however, includes people from a wide cross-section of
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Muromachi Socisty. The empefors, Gokomatsu 4%& /]\~ *‘\ and
Hanazono 3%; Ea studied Zen with Tkkyi, Also included among his
students are the N6 playwright, XKomparu Zenchiku ﬁg_'%% %@%’?ﬁ’
the linked-verse master Socho Eéf%é;‘the tea master, Murata Shuko
A4 @ F£ %, and at least one merchant of the free port Sakai. As
an aslde, it should be pointed out that three: of the above,
Zenchiku, SGchd and Shuko, were important contributors to the
development of Muromachi culture. Thus, though Ikkytu's audience
was small, the influence his poetry might potentially have had through
these key members was very great,

These were the members of Ikkyu's audience, the readers pro-
perly informed to appreciate his poetry. The major prerequisite
they would share was a reading knowledge of classical Chinese. I
mention the obvious here to emphasize that it was a reading know-
ledge and not a spoken knowledge. Like the poet himself, none of
the individuals mentioned above had the opportunity to live and
study in China for an extended period of time, surely the only
way, at that time, to gain a true proficiency in the spoken lan-
guage. This point will be important to observations made at the
end of Chapter one,

Since Ikkyi's poetry is highly allusive, as well as simply a
reading knowledge of the language, his readers would have to have
a firm grounding in the literature that.is the source of Tkkyu's

allusions., This would mean, first and foremost, an intimate fami-

liarity with and almost rote knowledge of the major fen texts, then
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after that, in descending order of familiarity, Chinese poetry,
Buddhist scriptures other than those of the Zen school, and the
classic works of Chinese philosophy and history.

Some of this literary background would be absorbed naturally
by the process of learning Chinese because the classics of Chinese
literature were the texts of schooling from the elementary level
on up., Therefore, for example, the metaphor taken from Chuang-tzu
in poem No..234,39 "On the horns of a snail" which has the prover-
bial meaning of "storm in a teapot" would be as familiar to one of
Tkkyu's readers as any of the host of proverblial expressions from
Shakespeara's plays is to an Fnglish speaker.

Likewise, by the Muromachi period, Japan was so much a Buddhist
country that references to a Buddhist text like the Lotus Sutra would
no more need exegesis for Tkkyu's contemporaries than references
to the Bible for this culture, at least until recently. The famous
metaphor of the "burning house" from the Lotus Sitra that appears
in poem No. 46 is an appropriate example of that kind of reference.

For Chinese poetry we have to assume a very extensive but,
in one respect, curiously limited knowledge. If we look at the
sources of allusion in Tkkyu's poetry, we find they range oﬁer the
whole of Chinese poetry up to the Sung period. References are
made to the Book of Songs,uo Tao Yiian-ming Fﬁ]}%ﬁ HA the great
T'angpoets, principally Tu Fu #i.gﬁ Po Chi-i and Tu Mu ii.%ﬁ;

the Sung poets Su Tung-po z;\ ?; j’& and Huang Shan-ku %E A /{S

The interesting limitation is that, so far as T'ang poetry is con-
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cerned, while allusions are often made to poems of some of fhe
lesser luminaries among the T'ang poets, those poems nearly always
are from a single anthology, the San T'i Shih, which enjoyed an
enormous popularity during the Muromachi period among the students
of Chinese poetry. In poem No, 203, for example, the last line

of the poem is a quotation from a poem by 1i I é? éﬁ% that appears

in the San T'i Shih., Ikkyu's poem was occasioned by witnessing

the devastation and suffering caused by typhoon and flood in the
year 1&60,‘ Someone in the midst of the general woe has having a
party. The callousness of such gaiety in the face of so many
people's suffering saddened Tkkyu and gave rise to the poem.

11 I'é poem was written to express his grief over the death of a

lover., T will cite Ii I's poem, then Ikkyu's.

On this smooth bamboo mat, water-patterned, my thoughts
drift far away.

A thousand miles to make the tryst now in one night, it
is over.

From here on, I have no heart to enjoy the lovely night;

let it be, let the bright moon sink behind the Western
Pavilion.

Typhoon, flood, suffering for ten thousand people;
Song, dance, flutes and strings, who sports tonight?
In the Dharma, there is flourishing and decay; in the kalpas,

there is increase and decline.
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"Let. it be, let the bright moon sink behind the Western
Pavilion."

In Ikkyu's poem, the first two lines set the situation. On
the one hand, many people are‘suffering, on the other, unfeeling
people disport themselves. Then he turns to consider the perspec-
tive of eternity, the rise and fall of the aeons, which makes this
time of suffering the chimera of a moment. After this, the state-
ment, "Let it be, let the bright moon sink behind the Western
Pavilion", conveys resignation and acceptance., But, in the con-
text of the original poem, the same line conveys unconsolable
grief, Thus, a reader aware of the allusion is struck simultane-
ously by both resignation and grief beyond solace, the two emotions
pulling at the heart of the poet. Ii I's poem, beautiful as it
is, is not one of the T'ang dynasty's best known poems. In Ikkyu's
poem, failure to recognize the allusion to Ii I would seriously
attenuate the poem's effect. If one had to expect Ikkyu's reader
to be able to recognize allusions to any T'ang poem of the same
currency as Li I's, we would be demanding prodigious feats of
memory, but it is the case that nearly all those allusions to
poems on the outskirts of famous T'ang poetry can be traced back

to the San T'i Shih.

By far the most detailed knowledge demanded of a reader for
Tkkyi's poems is that of Zen texts. A cursory glance through the
commentafies to the translations presented herein will be sufficient

to convince anyone of that. If we are to judge from the number and
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recondite quality of the allusions to 7en texts that pervade
Tkkyu's poetry, we must assume that Tkkyu's audience knew a great
deal of 7en literature by heart. Works alluded to most frequently
are the anthologies of anecdotes and pronouncements of the T'ang

masters, principally the Chuan Teng Lu and the Wu Teng Hui Yiian

that were the sources for most of the koans. Next would come the
koan anthologies, first and foremost, the Pi-yen Lu or "Blue Cliff
Record" which was the foundation for kdan practice in the Muromachi
period. The works associated with Tkkyu's particular lineage of
7en also appear often, beginning with the Lin-chi lu, the record

of the founder of the Lin-chi (J. 3inzai) school, then the Hsii-t'ang

Lu the record of the Chinese patriarch who marks the point in the
transfer of the lineage to Japan and finally some of the works of
the Japanese patriarchs in the lineage, such as the Daito roku,

the record of Daits #_ {5 founder of the Daitokuji. The above
is not an exhaustive list, but it includes the main works represen-
tative of the kind of material Tkkylu's reader would have in his
mental library,

At first glance, this seems like a great deal to expect of a
reader, but it must be remembered that Tkkyu's readers were active
students of Zen. The degree of familiarity they had with these
texts cannot be understood without referring to the practice of
meditation on $§g§§. In brief, the practice involved the following

procedure: A student was given a certain kdan to meditate upon.

Once he had come to a thorough understanding of it and was able
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spontaneously to deliver his own words of enlightenment on the
kdan in front of his master, he was considered to have passed the
koan., A student might sit on many hundreds of these kdans during
his period 6f training., Often his own capping words to a kdan
wouilld be drawn from other Zen writings., In fact, later Japanese

anthologies of Zen aphorisms like the Zenrin Kushi were written

in response to the need for convenient source books of material
suitable for capping koans, T believe it is easy to imagine how
a practice like this would encourage in a student the :'development
of a very specific and deeply ingrainted memory for the words of
Ten scriptures.

The poem among the translations herein that is the most
impréssive for the demands it makes on a reader is No. 44. This
poém cannot be presénted without ifs two pages of cémmentary, so
for reasons .of  space I ﬁill refrain from quoting it here.ﬂ The
point T would like to make about it is that the allusions in this
poem are not only to 7en scriptures but also to the oral tradition
of koan interpretation within the Daitokuji lineage. The fact that
the allusions are to an oral tradition of interpretation within a
single lineage indicates how particular the knowledge of the
audience had in some instancesto be and how small an audience Tkkyu
waé writing for.

Tt is hoped that this description of Tkkyu's audience has

provided a context in which to understand remarks made in succeed-

ing chapters about the reading experience of his informed readers.
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The fact that Tkkyld was writing for such a small audience with a
specialized knowledge is undoubtedly one of the major contributing
factors to the difficulty his poetry presents to a modern audience.
The amazing thingis that even though he wrote for such a particular
audience, he was also able to compose some poems of immediate
comprehensibility and wide appeal for any audience. "I hate
incense" and the "Crazy madman" poems, quoted in the section about
the poet, are examples. Furthermore, T believe the reader will find
even his most difficult poetry well worth the effort of decipher-

ment.,

Summary of the Three Chapters

The three chapters that follow hereupon will take a close
look at the poetry contained in the Kyounshu "Crazy Cloud Anthology",
Ikkyu's major anthology of Chinese poens.

Chapter one will examine some of the peculiarities of the way
Tkkyt handles the elements of Chinese prosedy. It will be demon-
strated how Tkkyu at times broke the rules of Chinese prosody and
at other times observed them in ways a native Chinese poet would
not approve of. Despite his bending and breaking of the rules
and, more surprisingly, because of it, his style has a fresh vigour
and bold originality, Taking into consideration that he was writing
for a Japanese audience, one may say he turned linguistic disadvan-
tage to advantage, ending with a style of poetry that bewllders the
ceritic who would try to make the dualistic judgment of "good" or

{



"bad",

The core of chapter two is a collection of analyses that grew
out of a fascination with the functioning of the technique of
allusion that pervades Tkkyu's poetry. The analyses attempt to
re-=create the reading experience of an intended reader to clarify
the specific roles allusion plays in particular poems.

The more general topic of the chapter is the continuing theme
of how Ikkyli's poetry creates that experience designated as dialec-
tical in the beginning of this paper, the experience that distufbs;
unsettles and pivots the mind round to face a problém that cannot
be solved by words. It is suggested that often allusion is the
vehicle for bringing the opposite term of the problematic equation
of noﬁ-duality into the poem, thereby turning it into a conundrum;

However, the poems where allusion works very effectively are
not always those of a dialectical character. It is acknowledg?d
in this chapter that Ikkyu did not only write dialectical poetry
and that in some poems allusion function in a rhetorical way, that
is, that the allusion complements the reader's expectations and
sense of given truth, For the sake of contrast, examples of this
kind of poem are also analysed.

Chapter three will pursue the dialectical theme further. It
will be argued that often the juxtaposition of opposites, usually
through connotation rather than by overt statement, is the dynamic

technique by which Tkkyl's poems are transformed into powerful

experiences. An extended analysis follows this technique in operation
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through a particularly strong set of three poems under the joint

titlé, "The scriptures are bumewipe."
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Chapter One

"Those who follow rules are asses, those who break the rules are men"

from No, 128

Classical Chinese was the language of almost all of Ikkyu's
formal education and his principle language of expression, but it
is unlikely that he knew a single Chinese sound. This situation
is possible because classical Chinese is essentially # written
rather than a spoken language, and more importantly, because it
is one of the few languages in the world that is not written with
a phonetic script. Therefore, it can be mastered to an acceptable
degree without a knowledge of any spoken Chinese dialect. Further-
more, from very early times, the Japanese developed a system of
reading Chinese:by simultanéously translating it into Japanese.
This is what is known as the kundoku ’?d fﬁé reading system,
and mastery of this skill makes the knowledge of spoken Chinese
superfluous in the practical sense.

However, TkkyQ was writing Chinese poetry, and the formal
requirements of that poetry were developed to suit Chinese sound.
One can assume that Tkkyu, being ignorant of Chinese sound, would
handle the formal elements of that poetry differently from a native
Chinese poet. "Different" is perhaps a kind word for what might,
from a Chinese point of view, be plainly maladroit. |

Let us consider first the matter of rhyme. Rhyme has a central

place in all Chinese poetry, whereas it has never played a role in
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Japanese poetry. Rhyme, then, is a very foreign device from a

Japanese point of view., The principle form of verse in the Kyounshu

is the chi yen chiieh chii -k,‘é'i@)éﬂ (J. shichigon zekku) a verse

form consisting of four lines, each line saven characters long,

The chi yen chiieh chil was especially popular among %en monks, both

in China and in Japan, The Chiang-hu Feng-yueh Chi, an anthology

of verse by Sung and Yuan monks, for example, contains only verses
of this form. Perhaps the brevity of the form appealed to Zen
' monks; one interpretation of the meaning of chieh chii (1iterally
"eut-off verse") is "unexcelled verse", the verse that "cuts off™
all competition, quintessential in its compactnpss. Fxcept for
a handful of poems, it is the only form Ikkyu wrote., While he was
following tradition in choosing the chileh chii, the fact that he
wrote only in that short form suggests that his writing scope in
Chinese was limited. The chiieh chii rhyme scheme is A A B A, the
classic model of pattern established, broken then returned to for
closure; In general, the rhymes of the Kyounshu are correct, But,
although Ikkyu may have rhymed by and large correctly, his handling
of rhyme reveals some individual peculiarities.

To begin with, on several occasions, he does something that
perhaps no Chinese poet would ever do; he uses the same rhyme
word throughout the whole poem. In other words, the three lines
that rhyme all end with the same word, Repeating any item of voca-

bulary in a poem as short as the chieh chi was usually considered

bad form, but to repeat the same word for something as important
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as rhyme verges on the unthinkable. However, Ikkyu does that very
thing to quite strong effect. Here is an example of that, poem

No. 254 "An Arhat Sporting in a Brothel",

rakan shutsujin mushiki jo
inbo yuga ya ta jo
nahen hi i na hen ze

nossu kufu mabutsu jo

The arhat has left the dust, no more desire,
Playful games at the brotehl, so much desire.
This one is bad, this one is good,

The monk's skill, Devil Buddha desire.

In this translation, the word "desire" translates &% Jo, the
repeated rhyme word. As pointed out in the commentary to this poem,
the meaning of j5 in the last line is far from clear. Because

of the preceding lines where it was clearly “desire", that meaning
.is quite present to the mind when the word appears for the third
time. However, jo can also mean "condition", or the "facts of the
matter", Hence a possible paraphrase would be "the monk's skill
'is knowing the condition of the essential unity of the Buddha and

the Devil", that is, that distinctions between good and evil are

not real, But one must caution that this is an interpretation,
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that what he actually means by the phrase, "Devil Buddha desire",

is hard to pin down. The title of this poem is, after all, "An
Arhat Sporting in a Brothel', hence another possible interpreta-
tion of the last two lines is, "This girl's no good, that one is
fine; the monk's skill is having the appetite of a Devilish Buddha."
The poet may be using lofty philosophical languagé to be lewd, yet
the diction strikes one as nonetheless lofty and philosophical,

For the sake of this discussion, the interest in the repeti-
tion of the saﬁe word at the end of the line in the rhyming position
is that the meaning of the word changes or, at least, becomes
amhiguous at the third repetition. As the context changes, the
meaning of the word changes, creating a curious tension in our
undérstanding of it.' Because of that, the repetition is by no
means monotonous, but rather works as a way of creating emphasis
and leaving the reader in a state of perplexity with opposites
juxtaposed in his head, a favorite closural strategy of Ikkyu's.

"Deluded FPnlightenment", No. 385, is another poem presented
in this selection that uses only one rhyme wofd throughout. Indeed,
in that particular poem not only the rhyme word, but several items

of vocabulary, are repeated up to three times.,

mushi mushu ga isshin
fu jobutsu sho honrai shin

honrai jobutsu butsu mogo
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shujo honrai meids shin

No beginning, no end, this mind of ours;

It doesn't achieve Buddhahood, the innate mind.
"Tnnate Buddhahood" was the Buddha's wild talk,

The beings' innate mind is the path to delusion.

As mentioned in the commentary, the repetition here makes for
almost a staccato effect that drives the message home, If it is
read in E§z§§1,41 it sounds like a pardoy of the sutras, hammering
out a message in direct opposition to the sutras--there is no
enlightenment, the Buddha was mouthing nonsense, To take the poet
to task here for repetition seems beside the point because the'
poem succeeds as a mind-twister by poetic means.

Another less obvious eccentricity in Ikkyu's use of rhyme is
a predilection for certain rhyme categories and combinations of
words within those categories. For example, over fifty poems out
of a total of eight hundred and eighty poems:are composed with
rhymes from the’\. shin category. While that is not so remarkable
on its own, within that number of poems, twenty-five have Ué gin
"sing ' and A\ shin "heart" as two of their rhyme words. That
means that twenty-five have a similar feeling tone to the rhyme
set., Tndeed, nine poems of the twenty-five use exactly the same
set of rhyme words, Uja\ gin "sing", ,‘}E shin "deep", and /\&) shin

"heart!"., Another category that is represented with a large number
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of poems is the }%iv ryu category. There are sevehtyatwo poems
using rhymes from this category and only twenty different rhyming
characters are used to make the rhyming combinations, that is,only
twenty characters are combined to fill two hundred and sixteen
slots (seventy-two sets of three, in other words)., "Fgadl", one
can hear the Chinese poet say, "What paucity of vocabulary! The
monotony of his verse must be terriblel"

T suggest that in actual experience, Tkkyu's poetry is not
monotonous at all, Rather, these recurring patterns of rhyme com-
binations set up a feeling of familiarity that gives the Kydunshu
a flavor that one can ascribe only to Ikkyi. When one encounters
a poem where the rhyming words are 05 "sing", (& "deep", /\&\
"heart', one gets the fesling of reprise, as though it were an
irregularly appearing chorus underlying the anthology. It elicits
something liké a . sigh, "Ah, Tkkyu", because in a sense, the three
words encapsulate something about the poet; his heart was deep and
he sang it out.

Herein lies another key to what gives Tkkyu's use of rhyme a
distinctive character. It often appears that Tkkyu chose his
rhyme words for the meaning they formed together, almost as if
they formed a miniature poemewithin-a-poem that sums up the overall
mood or feeling. In poem 68, for example, the rhyme words are }EE;
"deep", /\o\ "heart!, and U€; "songs". They can stand as a

description of the Fish-basket Kannon; "Her deep heart sings,"

In No. 77, the same combination, in the same order, describes T'ao
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Ylan-ming equally well.l (What is translated as "verse" here is

the same word @9 gin.) Sometimes the rhyme words taken separately
.make.an ironic comment on the poem. In two poems, Ikkyu does this
with very similar rhyme-word combinations. One is 331 son "des-
cendents", E; son '"venerate", ;{gj son "sake keg", in the poem

L2

entitléd "Living in the mountains", ™ and the other is EEI mon

Ythe school", \é son "venerate', *ﬁ son "sake keg", in poem
No. 176, "Addressed to a monk at the Daitokuji", This matching of
rhymé_words in combination with the sense of the whole poem_does
not happen in every poem, but it happens often enough to say it is
characteristic of Tkkyu's style. The clearest (and crudest) example
of the practice actually is in the other of Ikkyl's poetry antho-
logies, the Jikaishu "Self-Admonitions", a title of obvious ironic
intent because the work is, end to end, a scathing condemnation of
the 7en institution both in general and in the pérson of Daiyu
Y6s6, Tkkyu's immediate predecessor in the Daitokuji line, In the
Jikaishii, some fifty poems (fifty out of a total of one hundred and
twenty-two) are written with exactly the same rhyme-word ensemble;
consisting of Q’A sen "boats", _/&\é sen "'money", and ﬁ(?‘! zen "7Zen",
The poems very clearly criticize the trade the 7en monasteries
carried on with Ming China, and the rhyme words again sum up the
concern,

The Jikaishi as a whole has an impromtu character to it. It
is almost as if TkkyQd had collected the three appropriate rhyming

words in his mind and then just freely extemporized, pouring forth
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all the dammed-up indignation, without having to worry about think-
ing up new rhyming combinations., T suggest that one of the reasons
ikkyﬁ had such a penchant for rhyming combinations that made some
sense as a unit in themselves is that they were easier to remember
that way. Of course, this implies that Ikkyu's knowledge of Chinese
was inferior to a Chinese poet's. TIndeed, from a Chinese point of
view, Tkkyu's use of rhyme may be repetitious in the extrems.

Still, his poetry was not meant for a Chinese audience, it was
meant for a Japanese audience, for,most of whom appreciation of
rhymé was an intellectual exercise; they could not hear it.q In
kundoku reading, the rhyme inherent in the written text disappéaré;
Yét; one still perceives the text as Chinese on the page, and the
position of the rhyme words at the ends of three lines gives them
émphasis.v The matching of the sense the rhyme words make together
with the overall sense of the poem takes advantage of that position
of emphasis and whether good or bad in terms of conventional
Chinese prosbdy, undeniably gives Ikkyu's stamp to the anthology.

It is not only in the area of rhyme that we find Tkkyu "dancing
to his own tune", Iriya Yoshitaka 9\‘?i_2§ é% a specialist in
Chinese literature, is perhaps alone among his countrymen in the
field for his ability to appreciate Chinese poetry through Chinese
eyes and, more importantly, Chinese ears, When I asked him about
his opinion of Ikkyu's poetry, he said, "Frankly, it embarrasses

me.," We discussed Tkkyu's eccentric use ofrhyme and repetitious

use of vocabulary, but then he said, "Do you know what is the very
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worst of all? It is that he constantly vioclates the four-three
rhythm of the seven character line," In the chﬁeh chii, the seven
characters of a line are conventionally broken up into a group of
four succeeded by a group of fhree. The sense of the line is con-
structed so that it is natural to pause after the fourth character,
Since Chinese is a contextual language with few grammatical aids,
the rhythm of a 1line is often the clue to sense. The poet manipu-
lates his sense to fit the four-three rhythm; the reader familiar
with that rhythm reads a poem that way and finds it easier to dis-
cover the sense.v For the poet to break that rhythm is to make it
much more difficult for the reader to understand. That is why
someone attuned to pure Chinese finds Tkkyu's poetry constantly
frustrating in that way.

Here again, it is not the case that every poem exhibits this
broken rhythm, but it'haﬁpens often enough that one associates it
with Tkkyu's style. Here is an example of one poem in which the
first, second and fourth lines observe the four-three rhythm, |
bﬁt the third line breaks that rhythm in a very unorthodox way.
The poem is presented in the original Chinese with a literal

Fnglish version underneath. For a more litérary version see No., 46,

B Y = & 4K B

(?;3 wine, sippei;three cups, still unmoistened lips
¢ L £ A I 2
Ts'ao-shan old fellow, o

comforted pgbr orphan

g s R

straightway lay body, burning house within, sfe

— 4 9F £ | $ ¥

(in) one second's space. 10,000 kalpa's pain
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The third line here is an audacious experiment in breaking up a
Chinese line. It divides into three units, three, three and one.
Furthérmore, the unit of one, the verb "see", is a cése of enjambe-
ment, a verb whose object comes in the next:line, Fnja