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ABSTRACT OF THE THESIS

Translating Body: An Annotated Translation of Heiho Kadensho

Ziyang Guo

Master of Arts in East Asian Studies
University of California, Los Angeles, 2022
Professor William M. Bodiford, Chair

Keywords: intersemiotic translation, embodied knowledge, martial art, Heiho kadensho $eik5R

{3, Yagyi Shinkage Ryii WA HTFET.

This thesis translates and annotates excerpts of the seventeenth-century Japanese martial art
transmission text Heiho kadensho SeiEZR{RE . With the consciousness of intersemiotic
translation between bodily motion and written scripts, this thesis examines the transmission of
martial art knowledge both in text and in motion. This thesis demonstrates how motion and
scripts function together as two distinct modes of expression that can complement and amplify
one another in the process of martial art transmission.
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PART I. Introduction

The human body speaks its own language; a language that cannot be conveyed by words and
sentences. Conventional language can merely allude to the body. As such, while people can write
about embodied knowledge, embodied knowledge can never be conveyed by words. Yet, martial
artists in the Edo period of Japan nonetheless left us martial art treatises in abundance. Why
bother writing about martial art if the only way of transmitting it is from one living body to the
next? It could be that documenting martial art is part of the samurai class’s effort in preserving
their identity and legitimacy in times of peace. Alternatively, the increased amount of spiritual
content, together with the decreased or non-existent battlefield application, may indicate a
departure from practicality for martial arts in the Ed0 period. But martial artists read these
treatises differently. They search for connections in the text, connections between one’s own
embodied knowledge and that of swordmasters generations ago. While reading those treatises,
martial artists tap into their own experiences, speculating motions and sensations of people long
gone. In this process, the text that connects the past body and the present body will be given new
meanings. This thesis interprets Heihd kadensho SeiEFARTE (The in-house transmission text for
warring methods), one of the earliest and most prominent martial art treatises, from the
perspective of a martial art practitioner. In reading the text with a consciousness of the
underlying embodied knowledge, this thesis demonstrates that the introduction of spiritual
contents in the Edd period martial art treatises does not signify a departure from the bodily and
practical aspects of martial arts. It is instead a testimony to the gap between the referentiality of
written texts and the somatic nature of embodied knowledge and an effort across generations for

bridging it.



There is a dilemma surrounding interpreting martial art treatises. Martial art is
fundamentally a form of embodied knowledge: it is sensor-based, grounded in bodily motions
and experiences. Written records, on the other hand, can only refer to embodied knowledge, but
not convey them. The propositional mode of expression via texts is what makes interpreting
martial art treatises more of a personal conversation between the interpreter and the writer. In

this case, the conversation is across almost four hundred years.
Contexts

When over a century of large-scale bloody conflicts in Japan came to an end in 1615 CE,
carrying a pair of long and short swords become the exclusive right of the ruling warrior class.
As such, swords (and the ability to wield them) become a status symbol that distinguishes
warriors from other lower social classes (Minamoto 1989, 164). Written in 1632, Heiho
kadensho was part of the trend of consolidating fighting experiences into a more comprehensive
system that not only includes fighting techniques but also an overarching theory and mentality
that connects them all. This process of consolidation resulted in an expansion of the genre of
martial art texts in the early 1600s. As Imamura noted, in addition to catalogs (mokuroku H #%)
and certificates (inka F[17) that usually only record names of the school’s techniques, a new type
of writing called transmission text (densho {=2) emerged. Usually contains information from
catalogs and certificates, transmission texts also include more systematically organized

discussions on the school's techniques (giké £<i%) and mentality (shinho 0vi%) (1995, 17).

As the title suggests, Heiho kadensho is one of those transmission texts (densho). Its

author, Yagyli Munenori #lI2E 554 (1571-1646), is the head of the swordsmanship school Yagyi



Shinkage Ryit WA= #TFZ i, the swordsmanship instructor for the second and third generation
Tokugawa shogun (Imamura 1982, 23), and the domain lord (daimyo K#4) for the Yagyi

domain (Yagyi han P4 %).

The fame of Yagyii Shinkage Ryii has attracted admirers since the time of its founder,
Munenori’s father Yagyii Muneyoshi #4273 (1529-1606). As the second generation
headmaster, Munenori has maintained associations with people from a variety of backgrounds,
including political, artistic, and religious figures. Among them, some of the most well-known are
the seventh generation head of the Konparu %% school of Noh theatre, Konparu Shichird <%
+ BF (unknown)'; the renowned Zen monk Takuan Soho IR FESREZ (1573-1645)%; and
Nabeshima Motoshige #457C/% (1602-1654)%, leader of the powerful Nabeshima #4/5 clan.
Many of Munenori’s associates, especially high-ranking samurai who practice Yagyii Shinkage
Ryii, also constitute the major audience for Heiho kadensho. Munenori’s connections, along with
his education received as a high-ranking samurai, have familiarized him with systems of thought
from a wide array of disciplines including classical Japanese theatre, Buddhism, Confucianism,

and Daoism.

! Konparu Shichird studied Yagyii shinkage ryii under Munenori’s father, Yagyt Muneyoshi #ll2E 55 (1529-1606)
(Yuasa 2001, 37).

2 Takuan wrote Munenori several letters, one of the most well-known, titled Fudachi shinmyoroku ASEE 1 $k
(Recording the quintessence and marvel of the immovable wisdom), concerns how to connect martial art knowledge
with other interlectuall disciplines and moralities, most notably the buddhist concept of “immovable wisdom™.

3 Many of the Nabeshima family members learned Yagyii Shinkage Ryii. The original texts Imamura used for his
transcription of the Heiho kadensho was signed by Munenori in 1646 and addressed to Nabeshima Kii no Kami
EFCHHSF (i.e., Nabeshima Motoshige) (Imamura 1982, 94). In the same volume edited by Imamura, The signature
at end of Imamura’s transcription of Gyokuseishii % %E shows that Motoshige’s son Nabeshima Naoyoshi ## /5[5
HE (1623-1689) also learned Yagyii Shinkage Ryii directly from Munenori (1982, 151).

3



Challenges in Interpreting Heiho Kadensho

Munenori’s familiarity with classical Japanese theatre, Buddhism, Confucianism, and Daoism
has granted him insights into his martial art practices and inspiration for expressions used in
Heiho kadensho. He utilized existing concepts and thoughts from those disciplines where they fit
the purpose of martial art practices. For example, in describing the ideal way of landing

consecutive attacks, Munenori wrote:

The gap between the first and second strike should not have the space for one
strand of hair. The intention is to strike more and more quickly and continuously.
In Zen dialectics, as a kind of dharma combat, there is a gap in responding to a

question, the gap for answering does not have the space to fit one strand of hair.

—DOKRIJNEZDKITEDE~Z, Z—TBALZ_ZMb AL, FLILCLE
D IFTH o0, FEHlIG L T foEIC, —A L KT 2 BRI~
X, 23503 AR CED M, (Katsuninken, Heihé kadensho, in

Watanabe 1985, 85)

Packed with Buddhist allusions, this metaphor perhaps makes more sense for those who
have observed or participated in an actual Zen debate. But even if the readers can picture this
scene Munenori described, they are still left clueless as to how to achieve this seamless way of
striking. This is a common problem in Heiho kadensho, descriptions of movement are usually
sparse while writing about mentalities are more commonplace. This lack of practical knowledge
is an intentional choice on Munenori’s part, following a list of names for techniques, Munenori

wrote:



Each of the previous entries is hard to master without learning by standing against
the instructor and receiving oral transmissions. They are difficult to describe with

a brush.

Hirwvond, BEE ZHOTEHIMEE T, RO HHERAH, FiTFX

DDz Lo (Setsuninto, Heiho kadensho, in Watanabe 1985, 47-48)

This passage lists two reasons for the lack of descriptions for techniques. One is for
secrecy, compared to written records, oral transmission and in-person instruction allow more
control over the dissemination of knowledge, protecting the headmaster’s authority and keeping
the effectiveness of techniques. The other reason, which is more relevant to the purpose of this

thesis, is that movements and the accompanying sensations are difficult to describe with words.

This difficulty in writing about martial art techniques is not a result of the incompetence
of Munenori’s writing skills, but an incompatibility between expression by body and expression
by words. This incompatibility between sensation and words effectively added a layer of
“translation” (we will come back to this later) for anyone who is writing or reading about the

body.

Perhaps for this reason, in his reading of Heiho kadensho, Yuasa, a scholar as well as a
seventh-dan kendo practitioner?, has to draw a diagram to explain the structure of Shinkage Ryii
teachings (see fig. 1). This diagram, while based on Heiho Kadensho, also includes Yuasa’s own

understanding of swordsmanship as well as information from later works. Most notably from

4 In kendo, the dan grading indicates the practitioner’s proficiency. Starting with first-dan, which is awarded to
practitioner who is at least 13 years old, it requires minimum 1 year of training between first-dan and second-dan, 2
years of training between second-dan and third-dan, 3 years between third-dan and forth-dan, etc. To reach seventh-
dan, one needs to be at least 34 years old with 21 years of experience.
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Himonshii IEEE (signed by Yagyil Mitsuyoshi, son of Munenori, date unknown) and Tsuki no

sho H D (also by Mitsuyoshi, written 1642)3.

Fig 1. Yuasa’s diagram

This approach raises questions: if one has to refer to later writings, to what extent is one’s
reading authentic to the original Heiho kadensho? Moreover, how would tapping into one’s own

experience in swordsmanship affect the faithfulness of one’s interpretation? That is, how can we

5 For example, drawing from Himonshii and Tsuki no shé Yuasa explained respectively how yamai J& (impairment)
is referring to four specific states of mind (Yuasa 2001, 60) and how the mentality of being able to drink all the

water of the western river (seikozui T5317K) are necessary for achieving the position of no sword (muté no i EJ]1)
{iI) (Yuasa 2001, 67-68). Both are information not in Heiho kadensho yet present in the diagram (highlighted in Fig.

1.



justify supplementing past written knowledge with our own embodied knowledge, an act that

connects the present to the past, and the living to the dead?

Legitimizing Embodied Knowledge

Embodied Knowledge, due to its subjective nature, can only be referred to, but not carried, by
writings. Diana Taylor’s The Archive and the Repertoire examines a wide range of genres of
South and Central American performances with an emphasis on embodied memory. In the book,
Taylor identified a rift between “the archive of supposedly enduring materials (i.e., texts,
documents, buildings, bones) and the so-called ephemeral repertoire of embodied
practice/knowledge (i.e., spoken language, dance, sports, ritual)” (2003, 19), which resulted in
scholarly discourse overshadowing discourses by the often-illiterate indigenous American
cultural performers in the colonial period. As Taylor noted, “it is difficult to think about
embodied practice within the epistemic systems developed in Western thought, where writing
has become the guarantor of existence itself” (2003, XIX). This archive-centric approach cannot
take one very far in martial art training. Perhaps similar to performance training, classical
Japanese martial art training also put considerable emphasis on the acquisition of the repertoire.
Through imitation and mindful repetition of the training sequence, the practitioners become

attuned to the movement, thus embodying the school’s repertoire.

By coining the repertoire and its ability to transmit “live” to the audience here and now
(Taylor 2003, 24), Taylor pointed out that performance studies allow us to “take seriously the
repertoire of embodied practices as an important system of knowing and transmitting

knowledge” (2003, 26). While Taylor’s conceptualization is illuminating in that we should not



let the archive overshadow the fact that there also existed a repertoire in parallel, her method of
bridging archive and repertoire with live scenarios may not be feasible for examining classical
Japanese martial arts. While the martial art transmission in the Edd period can support a clear
distinction between archive and repertoire, compared to the archive, the repertoire is more
susceptible to change through time since it’s carried only by the living. A combination of a stable
archive and a fluid repertoire raises the question of historicality: Is it arbitrary to imagine a

scenario by combining a premodern archive and a contemporary repertoire?

In her introduction to Choreographing History, the dance theorist and historian Susan
Foster tackles the challenges and methods to study movements preserved in historical archives.
She begins by stating that “a body, whether sitting writing or standing thinking or walking
talking or running screaming, is a bodily writing” (Foster 1995, 3). Here we see two sets of
actions: one being writing, thinking, talking, and screaming; the other sitting, standing, walking,
and running. The former composes scripts or their verbal and mental counterparts (are we not
mentally composing when thinking?); the latter composes motions that alter the physical
arrangement both within and around the body. But such categorization is arbitrary, similar to
scripts, motions also carry meanings. For example, it’s not uncommon in a narrow hallway
where two people bounce left and right trying not to walk into each other. This is motion and

sensation delivering messages without necessarily relying on words.

This points to a distinction between two types of languages: one script-based and
establishes meaning through conceptualization; the other, composed with/by physical motions
and exert its meaning through established or hinted contact. I call the former symbolic language,

the latter somatic language.



Translating between Body and Words

In a language-based conceptualization, the rift between written knowledge and embodied
knowledge hinted by Heiho kadensho is not the result of the division between the archive and the
repertoire, it is instead the result of unintelligibility between writings with scripts and writings
with motions. In other words, to bridge this rift is to translate back and forth between symbolic
language and somatic language. Roman Jakobson, in his essay “On Linguistic Aspects of

Translation”, labeled three kinds of translation:

1) Intralingual translation or rewording is an interpretation of verbal signs by

means of other signs of the same language.

2) Interlingual translation or translation proper is an interpretation of verbal

signs by means of some other language.

3) Intersemiotic translation or fransmutation is an interpretation of verbal signs

by means of signs of nonverbal sign systems. (Jakobson 1959, 233)

The translation between symbolic language and somatic language falls into the third
category: intersemiotic translation. While by “nonverbal sign systems” Jakobson is probably
referring more specifically to sign language for people with speech and/or hearing impairments,
the feasibility of translating between symbolic language and somatic language is still sound. As

Jakobson noted:

In its cognitive function, language is minimally dependent on the grammatical
pattern because the definition of our experience stands in complementary relation

to metalinguistic operations — the cognitive level of language not only admits but
9



directly requires recoding interpretation, i.e., translation. Any assumption of
ineffable or untranslatable cognitive data would be a contradiction in terms.

(Jakobson 1959, 236)

At the cognitive level, all communication requires interpretation (i.e, translation). This
means that as long as the communication carries cognitive data, it is translatable. Since the body
and its motion are capable of conveying meanings (which is the result of cognitive processes),
those cognitive data in somatic language should, in theory, be translatable to other forms of

language.

The basic mechanics of translating somatic language into symbolic language is through
allusion. As Foster noted, “the body is never only what we think it is... Illusive, always on the
move, the body is at best /ike something, but it never is that something” (1995, 4). By naming,
we encase a portion of the body or a range of its behavior into a stable and universal concept.
The name becomes a metaphor that alludes to but never is, what it is describing. A collection of
these metaphors become what “scrutinize, discipline, instruct, and cultivate the body” (Foster
1995, 4). Phillip Zarrilli, a theatre scholar and actor trainer, expressed a similar view on the

referential property of symbolic languages using the words of Mark Johnson:

because of the limitations of our propositional modes of representation, we have a
hard time trying to express the full meaning of our experiences... So while we
must use propositional language to describe these dimensions of experience and
understanding, we must not mistake our description for the thing described.

(Johnson 1987, 4, as cited in Zarrilli 2002, 9)

10



While somatic experience can be alluded to, those allusions themselves do not carry that
experience. To translate symbolic language into somatic language, people will have to rely on
their own cognitive experiences and imagination. Martial art treatises, like any other texts that
intend to write down embodied knowledge, can never truly capture the entirety of the body in
motion. They record embodied knowledge, but they are not embodied knowledge itself. Martial
art practitioners interpret these treatises with their own embodied knowledge. Looking for
consistency and pattern from the fragments, martial art practitioners reconstruct the past body
with their present body, altering the meaning of both in the process. And when martial art
practitioners write about their embodied knowledge, the body’s motion and connection are tuned

into allusions, waiting for the next living body to reconstruct its corporal meanings.

This cycle of representation and (re)interpretation between embodied knowledge and
written words, is powered by translations (or transmutation, as Jakobson calls it) between
somatic and symbolic language. For Yagyii Shinkage Ry, as the translation between somatic and
symbolic language continues, early transmission texts such as Heiho kadensho obtain the status
of classics: it becomes the source of the school’s vocabulary. As instructors and practitioners talk
and write about what they practice, the original transmission text provides a set of enduring
allusions that can be (re)interpreted and expanded, but not easily erased. While the embodied
knowledge is invisible and can only be carried by living bodies, the endurance of its textual

reference testifies to the stability of such knowledge.

11



Qualifying First-person Experience

Here we reach the last piece of the puzzle: if the knowledge of a martial art school (both
embodied and intellectual) is maintained by its practitioners, how can someone who does not
have access to the school’s repertoire approach the school’s texts in a meaningful way? Residing
within this question is an issue of qualifying first-person experience: somatic experiences are
subjective, and their recreation requires enactment, not reference. Yet with no access to the
practice or the shared experience of the school, it is questionable how much an outsider’s reading

can represent Yagyt Munenori’s understanding of swordsmanship.

No, it cannot. I suspect not even the modern-day Yagyii Shinkage Ryii practitioners can
say they understand the school exactly as Munenori did, not to mention outsiders. But
interpretations of the texts left by Munenori can still be meaningful beyond connecting one living

body (the reader) to an imagined dead body (Munenori).

Phillip Zarrilli, in his attempt of qualifying first-person experience, provided the

following description of the change in his own sensing of a ceiling fan during a writing session:

While writing an early chapter of this book, several years ago I was in hot/humid
Singapore sitting at a table in a standard Singapore highrise apartment working on
my laptop when I experienced what was at first only a vague, indistinct feel of the
air in movement along my neck and just over my right shoulder. I then sensed a
soft, vague whirring noise above and to my right. I tilted my head slightly to the

right, and attended to the soft whirring sound. Without having to look, I realized

12



the movement of the air and the sound, were from the spinning overhead fan as it

circulated the air in the room... (Zarrilli 2020, 13)

While we readers were probably nowhere near that apartment at the time when Zarrilli
sensed that ceiling fan on his back, that will not stop us from reasonably imagining what his
experience might be like. The reason is that “the ceiling fan as an object and the potential
experience of this encounter with the fan is accessible for others to experience or to imagine and
understand” (Zarrilli 2020, 16). That is, although we do not know the specifications of the fan,
nor heard the “whirring sound” that fan was making, we still understand that feeling as long as
we have experienced a ceiling fan operating on our back. What is important during our reading
of Zarrilli’s description is perhaps less on the accuracy of our imagined experience, for not even
Zarrilli himself is guaranteed to have the same experience if put into the same situation again.
What’s more, there is no way to compare and examine somatic experiences without first making

them into disembodied references (into words) in the first place. As Zarrilli puts it:

What is important is not that my attempt to describe what this experience was like
was my personal experience but rather that the description makes available for
discussion, analysis, and understanding the structure and ‘what it is like’ quality

and nature of this type of sensory/perceptual experience. (Zarrilli 2020, 16)

Since sensation itself is absent in any written discourse based on first-person somatic
experience, the goal of critically examining these discourses is not to reveal, with more words,
what are those sensations — such an act is paradoxical in that it attempts to reveal the referenced

with more references.

13



This is not to say making references for embodied knowledge is a fruitless endeavor.
Quite the opposite, the cycle of (re)representation and (re)interpretation is what constitutes such
an impressive archive on the Yagyii Shinkage Ryii. An archive of immense value for martial
artists who wish to bring their own embodied knowledge into dialogue with past masters. But
alas, these dialogues are personal and subjective, thus difficult to validate. For discourses aim for
transparency and validity, an investigation can instead emphasize the hows of those references,
that is: how is the body (their motions and sensations) conceptualized in those writings; how do
those conceptualizations differ from each other; and finally, how, through reading about past

bodies, can we understand our own conceptualization of the body.

To that end, Heiho kadensho sets itself apart from other martial art transmission texts in
that it not only contains references and descriptions of the school’s techniques — the whats of the
embodied knowledge; considerable portions of the book have also been dedicated to explaining
the school’s conceptualizations — the Aows: how to understand, in combat, the working of one’s
body and mind, of body and the weapon it wields, of my body against others’, etc.
Understanding these conceptualizations requires less specialized knowledge of Yagyi Shinkage
Ryii, a person trained with any kind of Japanese swordsmanship should be eligible to provide a
reasonable interpretation (similar to how a person who knows and felt a ceiling fan before can

reasonably interpret Zarrilli’s first-person account above).

My Approach

Strictly speaking, all three kinds of translations labeled by Jakobson exist in this thesis:

intersemiotic translation between embodied knowledge and written text, interlingual translation

14



from Japanese to English, and intralingual translation between the original text (including its
translation) and my interpretation. In this thesis, I intend to read Heiho kadensho the way a
martial art practitioner would: finding and understanding the embodied knowledge the text refers
to. Focusing on intersemiotic translation means that my annotations will consist of
understandings based on my personal experiences with classical Japanese swordsmanship®. To
balance such subjectivity, I will provide a more literal translation of the original text. I hope that
my annotation of the original text will demonstrate zow the text can be understood, while the
more literal translation will enable readers to come up with their own understanding of what the

text is saying.

In the following chapter, drawing from later writings such as Himonshii JitifE %€ (signed
by Yagyii Mitsuyoshi, son of Munenori, date unknown) and Tsuki no sho H DY (also by
Mitsuyoshi, written 1642), I will translate and annotate passages in Heiho kadensho that are
related the following learnings: ken %% (attacking), tai ¥ (waiting), u & (being), shinmyoken i
253l (the sword of quintessence and marvel), and suigetsu 7K A (water moon). Focusing on the
“translation” process between embodied knowledge and written records, I will demonstrate how
a reciprocal relation between sensation and conceptualization can reveal and reinforce the
practitioner’s grasp of the school’s embodied knowledge, completing the cycle of representation

and (re)interpretation between body and texts in the school of Yagyi Shinkage Ryii.

The version of Heiho kadensho 1 quote in this thesis is transcribed and edited by

Watanabe based on the materials provided by the Yagyt family in Tokyo (Watanabe 1985, 5). In

6 While I have a few years of experience in classical Japanese swordsmanship, | am not a Yagyd Shinkage Ry
practitioner. As such, | am not qualified in explaining any of the school’s techniques and will not attempt to do so.

15



this version, many literary Sinitic phrases have been written in Japanese phonetics (kana R %)
or supplied with auxiliary readings (furigana 3 U i %) (Watanabe 1985, 5). For comparison,
also use Imamura’s transcription for Heiho kadensho, which is based on multiple sources of
original documents (Imamura 1982, 93). When using later writings to explain Heiho kadensho, 1
use Imamura’s transcriptions of Himonshii and Tsuki no sho from Nihon budo taikei * daiikken

HAREKR - & (Systems of Japanese Martial Art — Volume One).

16



PART II. Ken-Tai: The Basics of Combat Dynamic

There are three chapters in Heiho kadensho, Shinrikyo $EJERG (The bridge of presenting a shoe),
Setsuninto #¢ NJ] (The killing sword), and Katsuninken & N#&| (The invigorating sword)’. The
first chapter contains the catalog (mokuroku) of Yagyii Shinkage Ryii, mostly names of
techniques with occasional explanations, it serves as a reference for aiding the memorization and
understanding of the school’s techniques as well as an acknowledgment of the practitioner’s
proficiency in them. Since the catalog is meant to be intelligible only by practitioners of the
school, I will refrain from discussing the contents of this chapter. Nevertheless, the title alone
can still provide a glimpse into Munenori’s vision of how the school’s physical practices should
help its practitioners. The title of the first chapter, The bridge of presenting a shoe, alludes to the
story between Huangshi Gong #4173 (The Yellow Rock Old Man) and the statesman Zhang
Liang 7R R (251 BCE-186 BCE), the latter was instrumental in the establishment of the Han
dynasty in China. In the story, Huangshi Gong tested Zhang Liang’s character by rudely asking
Zhang Liang to fetch his shoe the first time they met at a bridge. In the end, Huangshi Gong
awarded Zhang Liang for his patience and consistency with a scroll called Taigong bingfa K73
Y23k (The Grand Duke's warring methods)®. The scroll promised success in government

positions and general fortunes, which supposedly assisted Zhang Liang’s rise of status from a

7 # N J] and i A& are pronounced respectively as satsujinto and katsujinken in conventional Japanese, but as a
set of Buddhist terminologies they are pronounced as setsuninto and katsuninken respectively. In Buddhism,
setsuninto and katsuninken are analogies highlighting the practitioner’s freedom of offering termination or salvation
to lives (Nakamura 2002, 1017).

§ See appendix for Burton Watson’s translation of relevant paragraphs from Shiji S &€ (Records of the grand
historian).

17



fugitive of the Qin empire to a key advisor to Liu Bang Z[F (a.k.a Emperor Gaozu of Han {# 5

fH, 256 BCE-195 BCE).

Alluding to Zhang Liang’s story shows that Munenori envisions practicing fighting
techniques being the starting point at which practitioners need to show their patience and
consistency (similar to how Huangshi Gong tested Zhang Liang). In the same vein, perhaps for
Munenori, the later chapters will serve practitioners the same way as Taigong bingfa to Zhang

Liang: helping their success in both their professional and personal life as samurai.

Our close reading starts with the second chapter, Setsuninto. At the beginning of this

chapter, Munenori wrote:

Bows and arrows, swords, glaives, these are called weapons, they are said to be
unlucky and inauspicious instruments. The reason is that the way of heaven is the
way to preserve life, despite that, weapons take on the matter of killing, they are
truly inauspicious instruments. As such, one can say that whatever goes against
the way of heaven is despised. As it is, it is said that killing people using weapons

when it is inevitable is also the way of heaven.

5%, K. BJl. ek Z0, WEARELHEORRD L~ Hig
. KW 2 wrd#Exsic, AN A29H%2 L 51, R0

H, Loaid, REICEBSTZHIbICS L En~2, Lardbhl ikt
ZeEBTLCREAAMATCAZRTZ, XKEME RS, (Heiho

kadensho, Setsuninto, in Watanabe 1985, 19-20)

18



Munenori pointed out a dilemma for employing weapons (tsuwamono %), or violent
means in general: the way of heaven preserves lives; violent means take lives. Yet when its use is
justified and not out of hatred, it can also align with the way of heaven. Setsuninto, in this sense,
is such a violent means. This chapter contains knowledge that will help its readers excel in
combat — excel in taking lives. One of the prominent themes that appear throughout the
Setsunints chapter is the idea of ken-tai #%1F (attacking-waiting). While Munenori did not invent
the idea of ken-tai, by looking into relevant passages written by Munenori, as well as his
predecessor and his descendants, we will be able to see Munenori’s effort in recording the

school’s embodied knowledge in writing.

The following paragraph from the Shinkage ryii mokuroku 23 H % (Catalog of the
Shinkage Ryii school, written 1566), contains the original principle of ken-tai written by the
school's founder, Kamiizumi Nobutsuna I SR f5#ff (the early 1500s — late 1500s). Although this
paragraph does not define ken and tai, it does hint at their relationship and their functions in

combat:

Ken-tai (attacking-waiting) and /yo-ri (exhibiting-concealing)® are to not fixate
on one aspect. One adapts according to the enemy, and deploys a layer of tactics,
just like using the sails when encountering wind, or releasing the eagle when

seeing a rabbit. It is common to take ken (attacking) as merely ken, tai (waiting)

® Hyo-ri % or &5, literally means exhibited and concealed, refers to employing strategy to deceive, lure, or
mislead the enemy in combat. Heiho kadensho explain hyo-ri as follows: hyo-ri is to plot. It is to obtain true (results)
via fake (movements). K & (F0gH, B0 Z L CTH%Z 152, (Heiho kadensho, Setsuninté, in Watanabe 1985,
32).
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as merely tai. But ken is not ken, tai is not tai, the meaning of ken lies in tai, the

meaning of fai lies in ken.

MRFREE . AT BERURA. f—ETE AR, R
., DURAE. DRERGEEEL, IR, IR, BEEER. FEE

TER%. (Shinkage Ryii Mokuroku, as cited in Watanabe 1985, 35)

Ken % (attacking), in its most basic, evokes senses of suspension, hanging, and anxiety.
Tai 15 (waiting), on the other hand, evokes senses of waiting, expecting, and settling. Ken-tai,
together with hyo-ri (to deceive, lure, or mislead), are supposed to be dynamic and adaptive. Its
dynamic nature dictates that instead of taking ken and tai as two distinct states, a swordsman
should consider them as interconnected. That is, the active aspects and passive aspects are to be

considered inseparable in combat.

Nobutsuna’s wording certainly left more questions than it answers: how is it that ken is
not merely ken, tai is not merely tai? If the meaning of ken is in tai and vice versa, what is the
point of establishing Ken and Tai as two separate concepts in the first place? It is possible that
the wording has been left intentionally ambiguous so that the reader cannot fully understand the
meaning without processing the school’s embodied knowledge. It is also possible that the
ambiguous wording is a result of Nobutsuna’s less successful attempt to capture complex
embodied knowledge with concise words — a daring undertaking given the seemingly

unbridgeable gap between somatic language and symbolic language.
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But there is more that can be done to bridge this gap. In Heiho Kadensho, Munenori takes
a more comprehensive approach to recording the embodied knowledge of ken-tai, starting with

clear definitions:

- Ken is that, as soon as standing against the enemy, the swordsman, with a
singular thought, tensely cuts towards the opponent, and commits to making the
first strike. This is called ken. Be it in the enemy’s mind or in my mind, the

mindset for ken is the same.

- Tai is that, not to suddenly cut towards the opponent, but to wait for the
initiation. This is called 7ai. One should understand zai as being stationary while

intensely mindful. ken-tai refers to these two states: attacking and waiting.

ML iI. ThbdbrPnhe, —RCHPTTEPRLLY>THh b, 4
DRIN B NA L 22BE A, BlOLICH Y THIHROLICTTD,

B LR F U,

— fFLlEI. BIRICEDTH 6T LT, MOL»L 2%%2Fo%n s
th, TRLLHLLTESZ ZFHFEOERL, BfFlE. 22820

., (Heiho kadensho, Setsuninto, in Watanabe 1985, 35)

10 Sen 4t in its most basic means “prior”, “early”, “up front”. Here I translate it as initiation so that it reflects the
combat situation in which both sides are actively seeking opening for attack. Sen no tachi 4c0)K J], literally means
the sword of initiation, is the first strike made in such combat situation. While Sern have become a more
sophisticated concept in modern time for activities such as Kendo, its use in Heiho kadensho seems to be more
literal. Having said that, intentional or not, the text already hints on the potential depth for Sen by introducing the
concept of hyo-ri. After all, if the enemy is tricked into believing that he has the initiation and made the first strike,
who then has the true initiation in the fight?
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Munenori defines ken and fai by introducing a combat scenario: a scenario involving “I”
and an enemy, both wielding a sword and trying to cut down each other. For a reader who does
not already have a clear understanding of the terminology, explaining them in an imagined
scenario can be helpful in that it invokes the reader’s intuition: even if a person has never stood
on the battlefield, he may still be able to imagine the situation if the writer provides sufficient

details.

In a combat scenario, ken refers to an aggressive state. To be in the state of ken is to
execute offensive actions: to cut, to attack, to take the initiative. Whereas the state of fai is more
passive, the swordsman is not in a hurry to take initiative, he instead mindfully waits for the
opponent to make the first strike. At a glance, these two ways of engagement seem to be
mutually exclusive: if a swordsman decides to take the initiative and make a strike, how can he
also be waiting in a stationary position? This way of thinking is what Nobutsuna was referring to
when he stated in Shinkage ryii mokuroku that “it is common to take ken as merely ken, tai as
merely tai”. To demonstrate how this principle works for the physical body, Munenori
encourages the readers to conceptualize the swordsman’s body into distinct sections, whereas

some sections are in the state of Ken, other parts can simultaneously be in the state of fai:

- The matter concerning the principle of the ken-tai between torso and sword

For the torso, make it closely cover the enemy and become the state of ken. For
the sword, become the state of zai, lure out the enemy’s initiation with the torso,

legs, and hands, and win by letting the enemy have the initiation. With this, the

22



torso and legs are in ken, and the sword in tai. Setting the torso and legs to the ken

state is because the swordsman intends to let the enemy have the initiation.
— BRIt OEGFOERD 5 H

GRIEHICE 2L R0 20 TRICAR L, KIZIEFICRLCERETICT
Mok BUREHLC, BUckr ¢ THoth, 2 v 2T, BRITE
. RN, BRARICT 2k, BuSEE S A, (Heiho

kadensho, Setsuninto, in Watanabe 1985, 35-36)

Here a swordsman’s body is conceptualized into three (or four) physical parts: the torso,
the legs, and the sword (and the hands wielding it). The winning tactic is to use the body (torso,
hands, legs) as bait, luring the enemy to attack the body, and use the sword to counter. This tactic
also fits the aforementioned idea of 4yo-ri: to deceive, lure, or mislead the enemy. In other
words, the tactic here is to feint with the body and counter with the sword. One underlying
assumption for this tactic to work is that people are naturally attracted by activities and
aggressions, while prone to ignore the stationeries and passives. Such assumption on Munenori’s
part is logical considering the founder of the school, Nobutsuna, wrote that “It is common to take
ken as merely ken, tai as merely tai”. For Shinkage ryii, an uninitiated will be prone to take an
active stance as a sign of attack, in anticipation, paying full attention to the active part of the
body (taking ken as ken), while dismissing the stationary parts for they do not display threats
(taking fai as tai). Accordingly, for a swordsman to successfully manipulate his enemy, he

should understand that his outward displayed motion and its implications should not always align
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with his true intention. Without falling into the trap of “taking ken as ken, tai as tai”, the

swordsman should conceal his true intention with fake movements.

While this section only deals with the physical configuration of a swordsman, perception
and intention are also crucial elements for the idea of ken-tai. The connection between the
swordsman’s mentality and physicality becomes explicit as Munenori explains the ken-tai of

mind and body:

- The matter of the ken-tai between mind and body

When the mind is in fai, the body should be in ken. The reason is that if the
mind is in ken, the swordsman will move too hastily, which is undesirable.
Keeping the mind under control and holding on to the idea of tai, while the body
is in ken, the swordsman should win by letting the opponent have the initiation.
When the mind is in ken, the swordsman will want to attack first and suffer
defeat. There is also the approach of having the mind in ken while keeping the
body in fai. The reason is that as the mind is cautious without negligence, the
mind is in ken, and the sword is in fai, the intent is to let the opponent have the
initiation. It is sufficient to understand the so-called body as the hands holding the
sword. As such, the mind is in ken and the body is in fai. Although these are two
interpretations, they are ultimately the same mindset. Regardless, to win by letting

the opponent have the initiation.

— LEHLICEGHLHE
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DZRIERRIC, B2 IXRicT L, i, Loz, 1Tl
WECHELERIC, LEIFOL~TRRICREL T, 2 BicL <, Hucks
TETHONEW, LABENT, AZEOZXLALLTATZ L B,
NOFEICTIE, LZRIC, BZFFCE OG5 M, 2T, O ldibmbr
WIZ 7o LC, LERICLT, RKJJZIEFFICL T, ANickz T 3250
Ot HemSHE, BB RI2FoF L oFnEs o, A, L3k
. HIEfFe A, MEZRNE D, MEATEFECOWE, &2 %

X THsot, (Heiho kadensho, Setsuninto, in Watanabe 1985, 36-37)

Similar to the ken-tai between body and sword, ken-tai between mind and body also
requires these two parts to constantly sit in opposite states. When the body is actively attacking
the enemy, the mind needs to remain calm and settled. Conversely, when the body is stationary,
waiting for incoming attacks, the mind should remain actively offensive. Like that for among
body parts, ken and fai between mind and body are also mutually supplemental. The practical
reason behind this, as Munenori pointed out, is that if the mind and body are both in ken, the
swordsman will move before the right timing. Since the tactic here is to lure the opponents to
make the first strike, not being able to control the timing of one’s movement is undesirable.
Losing control not only goes against the established tactic but also opens the swordsman for
exploitation by the very same tactic he is trying to execute. Overly committing to ken is a risk
both sides of the combat may suffer, as Munenori already made clear: “be it in the enemy’s mind

or in my mind, the mindset for ken is the same”.

Munenori employed a strategy of “divide and conquer” to make the principle of ken-tai

more accessible (at least compared to his teacher Nobutsuna’s explanation). He first simplifies
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the reciprocal ken-tai dynamic, making them two distinct concepts of aggressiveness and
passiveness. Only after providing straightforward definitions does Munenori reveals the nuance
of this ken-tai dynamic gradually: by explaining their application to the physical body, Munenori
shows the reciprocal relation between ken and tai; by showing such reciprocal relation at both
the physical and mental dimensions, he hints on the multiplicity of the potential application of
this ken-tai dynamic. This approach of explaining by gradually providing more complex
scenarios is helpful for the reader’s comprehension. As the reader works through the text, chunks
of information will eventually come together in the reader’s mind, forming an understanding of

the embodied knowledge hinted at by the text.

Aside from making complex concepts into digestible chunks, Munenori’s approach of
gradually priming the readers with scenarios also enables the reader’s own reflection of the topic.
As scenarios in the text are not exhaustive, readers with a basic understanding of ken-tai can
begin to ask questions of “what if”. For example, while Munenori clearly stated that a ken-ken
configuration for mind and body is undesirable, how about tai-fai? Munenori said that when the
body is waiting, the mind is active, “mindful without negligence”. Following this claim, a fai-tai
configuration means that the swordsman is not focusing on his enemy in a stand-off. The result
of attention-slipping in combat is obvious: the opponent takes the initiation as planned, but due
to the lack of attention the swordsman will not be able to react promptly, leading to defeat. It
seems that for the tactic of giving up the initiation to work, maintaining a balanced ken-tai
dynamic is crucial. In a balanced ken-tai configuration, the swordsman is constantly in a state of
anticipation: when the body is pretending to be committed to attacking, the mind is calm in

anticipation and preparation for the incoming enemy attack. When the body is stationary, the
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mind is actively paying attention to the enemy, preparing for a swift counterstrike the moment

the enemy falls for the lure.

While the theories are all well and good, in practice fights can get messy. Opponents will
not play by the rules. While a swordsman can try to lure his enemy, the enemy can also use
feinting or other unexpected moves. As such, there is no guarantee a sword fight can end in the

first exchange of blows.

Ken-Tai in Motion

With the basics of ken-tai already conveyed to the readers, Munenori can discuss some advanced
applications of ken-tai without losing his readers along the way. Later in the text, he provided a

more detailed description of how swords fight between two adapted swordsmen may pan out:

- The matter of returning the mind

The previous mindset is that, when a swordsman made one sword strike and
thinks “it’s a hit”, the mind thinking about “it’s a hit” will stay there as it is. Since
the mind is yet to return from the strike, the swordsman is empty inside and will
be hit by the second strike from the enemy. The fact of having the initiation is
also of no use, the swordsman will be hit by the second strike and lose. Returning
the mind means that, when already made one strike, the mind is not attracted by
that strike. After the strike, the swordsman pulls back his mind and watches the
enemy’s sign of action. After getting hit, the enemy becomes irritated. After
getting hit, the enemy may think “ah, that is regretful”, thinking about being hit,
and become angry. When angry, the enemy becomes dangerously intense. At this
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point, if the swordsman is negligent, he will be hit by the enemy... Additionally,
as the enemy quickly pays attention to the place that was hit, if [ strike with the
same mindset as before, it will miss. When strike and miss, the enemy will
certainly go past and hit me... Additionally, after a committed strike, the
swordsman should not allow the enemy to return his mind. He should follow up
with the second and third strike without letting the enemy regain composure.
Making the enemy busy and non-stop like that is the ultimate mindset. This is the
so-called “a gap can’t fit a hair”. The gap between the first and second strike
should not have the space for one strand of hair. The intention is to strike more
and more quickly and continuously. In Zen dialectics, as a kind of dharma
combat, there is a gap in responding to a question, the gap for answering does not

have the space to fit one strand of hair.

R ES~TE

HGDOLFHZ, —KIIHIDT, 927feBd~E 9b-LeEEBD N0
BrDFE vzt v I, YOLFELAL~LAICKY T, 520
ERD CZOKRIIEHUC ) 7240 C, ek AT 5 HDIEICHK Y. —DKJ]
Zol-hCcadl, LEr~Tersbid., —KRJII527706I1K, 527FC

LDEEDPT, 2320 LEVDOL~L OB 2R X, 5720 7T, W

' In Watanabe’s note, he explain iro t& as keshiki <\t& (mood, attitude, signs, intention) and Kaoiro ZA . (facial
expression) (Watanabe 1985, 83). Additionally, when the sinograph € is pronounced as shiki, it come with a
Buddhist connotation. In Buddhism, the term means the existence of those that with shape, which appear, disappear
and changes constantly (Nakamura, et al. 2004). Heihé kadensho use iro in the section Iro ni tsuki iro ni shitagau &
ICHE % 21T fl.5 to describe how a swordsman can show various iro to incite the enemy; and how a swordsman can
observe and take advantage of the iro his enemy manifests (Heiho kadensho, Setsuninto, in Watanabe 1985, 40).
This mode of observing and luring again ties back to the idea of Ayo-ri.
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X, —LEIITO%2m%E, LEP~ITLC, BE2hrId _H_-HEHL
BRPTFTIDTC, PIEEDHICSEOERIIZS T D, BEMOLEHE, Blic
ZranT i, BExnsthl, —OXJJE DRI EDREI~IZ, Z—TH
ABREMB AL, BLLLCED v IFTHI 20, kL T, ol
L, e LT 2R B~ E, BE—T B0 LR E® S, &
Wiz NI 2 % % v, (Heiho kadensho, Katsuninken, in Watanabe 1985,

83-85)

No able to return the mind in a fight put both mind and body in ken, which leads to over-

commitment during a strike. The danger of over-committing is twofold: it costs the swordsman

both his physical agility and mental sensitivity. As the attention is directed to and fixated on the

target for striking, the swordsman loses awareness of his own body and the surroundings. On one

hand, an over-committed strike without the mind to keep it in check could lead to awkward

stances hindering the swordsman’s ability to quickly move in and out of attack range. On the

other hand, a lack of awareness of the enraged enemy means the swordsman can be easily cut

down by an unexpected counterattack. To avoid this, the swordsman needs to have the habit of

thinking ahead: instead of thinking about strikes already made, he should be prepared for the

counterattack that may happen next. To be prepared and able to execute a spontaneous response,

the swordsman needs to be able to swiftly and seamlessly switch between ken and tai. The pause
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for switching has to become so brief to the point that the ken and fai can no longer be perceived

as two discrete states.

“A gap too narrow to fit a hair” is how Munenori describes the pause between motions
for a competent swordsman. The motion should be continuous, spontaneous, and well-composed
like sentences in a Zen dialect — an analogy perhaps more relatable to warrior elites and
aristocrats at Munenori’s time than to us now. But still, an analogy outside the realm of
swordsmanship provides an additional anchor point from which readers may draw from a
different aspect of their somatic experiences. In line with Munenori’s approach, in the next
paragraph, I provide a story of my own making. A story that attempts to recreate the sensation of
continuous movement based on the ken-tai dynamic. Hopefully, by tapping into our experience
with a common household object, the sensation will be easier to imagine for readers in modern

times:

A swordsman is mopping the floor in a hot summer, pushing and pulling the mop,
covering one chunk of the floor before another. Trying to get over this torture as soon as
possible, he pushes the mop with strength and speed, holding nothing back. Yet when he is
trying to pull back the mop, there is a gap between the motion of pushing and pulling: a split
second in which his body seems frozen, refusing to move despite him shouting in his head:
“c’mon, I don’t have all day.” In the agony of losing control of his own body and temper, the
swordsman recalled his training: “maybe I can use the mop like a sword.” After a deep breath,
the swordsman begins to mop in a new way: instead of pushing the mop at full power, he now
thinks of pulling back before the pushing motion is finished. In coordination with this thought,

the swordsman also stopped following the mop. He now slightly leans back his body while the
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mop is still moving forward and leans forward when the mop is moving back. The mopping
swordsman looks completely different now: instead of following the mop’s motion like a wobbly
man, he now leads the mop. As the mop and swordsman’s torso alternate position, their motion
become continuous. The irritating freezing the swordsman experienced — the gap of motion, is no

more.

Achieving this mind-body coordination of ken-fai is not an easy feat. Mopping the floor
is one thing, fighting with deadly weapons is another. Doing it at one’s own pace is one thing,
maintaining it in the heat of the battlefield is another. Like any other acquired coordination, a
dynamic ken-tai balance comes from rigorous training and countless repetitions. But once
achieved, the swordsman will be at a higher level of competency, and ready to advance to deeper
concepts for swordsmanship. Yagyil Mitsuyoshi HI4E =& (1607-1650), elder son of Munenori,

discusses the next level of ken-tai, namely u & (being) and shinmyoken Y #| (the sword of

quintessence and marvel), in the following manner:
The matter of ken-tai-u

This is the ultimate matter. When talking about attacking at a shallow level, it
means attacking with tai when the enemy is in ken, and attacking with ken when
the enemy is in tai. U (being) means to apply this principle non-hustling in a
grand manner. As using tactics to lure enemy attack and dodging it is the best
way, this is how to achieve victory. It is also said that in this situation, the best
way is to stimulate the mind, keep it relaxed and rested above, and use it in a

manner that is not driven by ken. Without the mindset of ken-tai-u, everything is
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hard to achieve. This is the initial step towards shinmyoken (the sword of

quintessence and marvel).

BT B H I T, R TR TFRE. BUR R S IR I, B
IR L R Ic T, AL mIE, HIEL A RERICLALEZR
X e, 25 XFIROLEE— L BYHERE~IZ Bo L HE
KT, XH, ZZ00L%EIFDOHR, I ~EDLITTWIT, BED I DL bk
IBDFFR— CHERIC TR, EEICH -7 - FOORETIE, kg H

T, B EICT D 7291, (Himonshi, in Imamura 1982, 275)

Like his father, Mitsuyoshi also sees countering a lured or incited enemy as the best
tactic. But as stated in “The matter of returning the mind”, if the swordsman cannot remain calm
and maintain his ability to observe the enemy, the competition of tactics (4yo-ri) will be turned
inside out: the hunter who set up traps becomes the pray; the incited pray instead become the
predator that chews on the pray relentlessly. The key to staying advantageous in the ken-tai

dynamic lies in the additional mindset of u.
U: Analogy of Wind and Water

Mitsuyoshi considers a simple polarized view of ken-tai to be “shallow”. The mindset of u
should be applied on top of the ken-tai dynamic to ensure consistent victory. Finally, the mastery
of ken (attacking), tai (waiting), and u (being) is the initial step towards the even more advanced
shinmyoken (the sword of quintessence and marvel). Here we see a progression of three stages of

learnings in an esoteric manner. In the beginning, the practitioner works on understanding and
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internalizing the ken-tai dynamic. After the attained competency in ken-tai, the practitioners will
work on incorporating u into their repertoire. Only after mastering ken, tai, and u, does the

practitioner fit for exploring shinmyoken.

Similar to how embodied of the school is gradually revealed to the practitioner as they
gain competency, its record in Heiho kadensho also unfolds layer by layer. Not far after
introducing the ken-tai dynamic, towards the end of the Setsuninto chapter, Munenori explains

the concept of u by alluding to wind and water:

- The matter of hearing the sound of wind and water

...Before standing against the enemy, the swordsman should not be negligent just
because he already knows that the enemy is in ken state. Being ready in the first
place is of most importance. Without thinking the enemy is in ken state, as soon
as standing against the enemy, when suddenly receive an intense attack from
others, I cannot deploy any techniques I learned in life... One should watch with
u in mind. This is the learning of taking u with the hand. When unable to watch

calmly regardless, it is hard to apply the learnings of the sword.

— JEKkDEE ELE

LALL HIFRT F I, BUIRE L RS L Tl <2 o 9, TIREEE,
MR E DB IFTLC, THSE WAL, P LALICEVTL 2T
LNTHH I, b FEDEMOFHTToH M, Ao XiLichriF

THR2ZXL, AZFICENERSELR L UEDR, WNICH LoD B3,
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KITDOE SIS 2%F U WM, (Heiho kadensho, Setsunintd, in Watanabe

1985, 48-49)

One crucial difference between training and actual combat is the swordsman’s mental
readiness. Training is more forgiving in that the trainee is allowed or even expected to be
mentally preoccupied. In the early stages of training, the trainee may direct his attention to one
specific aspect of training at a time. For example, the trainee could focus entirely on correcting
his footwork without necessarily maintaining a heightened awareness of his surroundings. But
the real-life situation is the opposite of the training: for Munenori, plotting (4yo-ri) is an integral
part of combat, sword fighting is not about playing fair, it is about luring the opponent, letting
them make mistakes, and take advantage of it. In this case, the prerequisite for being combat
effective is not having high proficiency in techniques, but rather, having a stable yet sensitive
mentality. To achieve this mentality, Munenori says, one needs to understand how wind and

water make sounds:

The matter of hearing the sound of wind and water, is to be still on the above, and
keep the ki (vital energy) in ken state on the below. The wind is an entity with no
sound. The sound generates as the wind hits objects. As it is, the wind blows
quietly on the above. As the wind touches woods, bamboo, and various things on
the below, the sound becomes noisy and hasty. Water as well, there is no sound
for it dropping from the above. As it touches objects, fell down, and stays, it
makes the hasty sound below. Take these as analogies, the saying is to be still on
the above, and keep the ki in ken state on the below. On the above, remain calm

and quiet regardless, still without hast, this is the analogy for keeping the ki in
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Ken state without negligence on the inside. It is bad to keep the body, hands, and
feet hasty. Ken-tai is to be done attached to inside and outside. It is bad to stay

firmly on one aspect.

JEOKDE %2 & L r&H, LIcEc, TidcEicroW, BUc 2 2037z &
W, Mickzv <z azidth, TF L2z LI, FicTR
MMEADOPNCZIIV T, 2o I L, WERIFLEW, Kb EX
DWEDDICIEFEEL, PITZEY, TBbOE T, TIZTwZAiFLL
T AW, gEZE~ICHE T, LICERC, TRABRICES L s,
I DOHITIE, WHTICH L E DT, S0 hd LTEIC, NiCiZRZHIc
HWTEE b o e ~h, BFRVZARILERDL . BREZAIMCH T
TIRL, ~HIC»EN2EHL v, (Heihd kadensho, Setsuninto, in

Watanabe 1985, 49)

Through the analogy of wind and water, Munenori breaks down how an observable

activity occurs in combat. There is a source on the “above”, it is active like blowing wind or

falling water, but it is not observable by itself. The activities on the “above” are made observable

when interacting with objects on the “below”. In other words, a motion (observable activity) in

combat originates from that on the “above”, and manifests through that on the “below”. As the

text suggests, in this case, what is on the “below” is ki &\ (vital energy). But what does Munenori

means by ki, and what is the thing on the “above” that causes movements of 4£i? In an earlier

section of the text, Munenori wrote about “The matter of ki (vital energy) and kokorozashi

(determination) X\ & i& & D
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Being ready on the inside, the mind that has a determined thought is called
kokorozashi. Inside there is kokorozashi, what manifests outside is called ki. For

example, kokorozashi is the master, ki is the servant.

NIZHE~T, B OO 308 EEsA, WITERDL T, A
2R s, E~F ERFEAL, [FO Lo SEM, (Heiho

kadensho, Setsuninto, in Watanabe 1985, 31)

Munenori believes what directs ki is kokorozashi 75, and he is not the first person to
come up with this relationship. As Katd pointed out in his interpretation of Heiho kadensho,
Munenori’s explanation of kokorozashi and ki is based on Mencius 2A2 (2003, 92-93), a
paragraph on the relationship between zhi i& (a Chinese term using the same sinograph as
kokorozashi) and gi & (the same sinograph used for the Japanese term ki in most premodern
texts'?). As pointed out by Alan K. L. Chan in his interpretation of Mencius 2A2, in addition to
the relation between zAi and gi, this section has also clarified the relation between ¢i and the

physical body: “Zhi is the commander of gi; and gi is that which fills the body” (2002, 46-47).

This relationship among zhi, gi, and body, described in Mencius 2A2, resonates strongly
with Munenori’s writings. In Heiho kadensho, kokorozashi is the source that causes the
manifestation of ki. The wind and water work silently on the “above” allude to kokorozashi, and
the observable sounds they generate on the “below” allude to ki. As for ki and body, Munenori
says that the ki that stays “in ken state without negligence” is on the “inside”, while the physical

body should not be hasty. According to the ken-tai balance, when the “inside” is ken, the

12 The transcription of Heihd kadensho this translation uses has gone through a standardization process (Watanabe
1985, 5). The original sinograph for ki 5§ could have been modified to fit modern conventions.
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“outside” should be fai. In this case, the physical body that is not hasty is in tai. Together with
that of the relationship between kokorozashi and ki, the conceptualization of ki on the “inside”
and body on the “outside” corresponds neatly with Mencius’s assertion that “Zhi is the
commander of gi; and ¢i is that which fills the body”. The introduction of the Confucianist ideas
of zhi, qi, and body added additional nuances to the binary conceptualization of mind and body
used for explaining the basics of ken and tai. The use of existing terminologies (and the mind-
body relationship they allude to) avoids the difficulty of having to describe a complex somatic

experience from scratch.

As the ken-tai dynamic becomes more nuanced with the additional mindset of u,
Munenori introduces the Daoist (also Neo-Confucianist) idea of yin [& (in in Japanese), the
concealed, and Yang [%; (yo in Japanese), the apparent, to explain the relativity between ken and

tai:

One should consider carefully the mindset of reciprocal transformation between in
and yo. Activities are yo, stillness is in. In and yo alternates for inside and outside.
When the inside is yo and active, the outside is in and still. When the inside is in,
it moves and manifests on the outside. Similar to this, in the methods of combat,
the mind inside drives the ki, moves it, without negligence. On the outside, it is
again with no hast and remains still. This is yo moving on the inside, in being still
on the outside, completing the inherited natural principle. Also, when the outside
is in an intense ken state, the mind inside is not to be overtaken. When the inside
is still and the outside is in ken state, the outside will not be disturbed. When both

inside and outside are active, one will be disturbed. ken and tai, activity and
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stillness, inside and outside, must be reciprocal. Just like a waterfowl floating on
the water, although the above is calm, it uses the webbing there. When the mind
inside has no negligence, and the swordsman has been consciously practicing with
this, the inside mind and outside will all melt together, and the inside and outside
become one, without the slightest obstacle. Attainment of this level is the most

ultimate.

a7z 28 ONC 2013 2 D FE 2 BIER TR L, B kG, #7213 fEth, &
LI ek, WAMC LD T ISk S ST ShkE T, Mg

X, 90 THMCH B 1F 5, oI FEIch, NLiIcRz 37265 L,
5T L, HMEHES LT, SMIN 700 F, BicT 3, BBHNICS

& S s, REICh 7, X & OL (AR, WD ESMC
Lo I, WERHC L TOMERNIE, AaZhd s, WoLE b ic
5 I, AL v, BERE BIER. WAL R 2 MCET R L, IKEDIKIC
IDNT, FiFL okt b, Z2IIFKIrERZOPILT LI, AL
CHBI 7R LT, iFweob hahid, st bicr b e, Pt
=D T, ALDBI RV al, WALICRES, BEAMA W, (Heiho

kadensho, Setsuninto, in Watanabe 1985, 49-50)

13 Shii/shiyui SEE: When pronounced as shii, this term refers to a process of deep thinking (Shinmura 1998). When
pronounced as shiyui, it is a Buddhist terminology, in addition to referring the general idea of thinking, it especially
denotes the working of the mind as it processes and distinguishes things (Nakamura 2004). Based on the flow of
Munenori’s thoughts in this paragraph, that is, one needs to realize the duality of ken-tai, inside-outside, in-yo [Z[5
(more commonly known as yin-yang in mandarin) first, then proceed to merge these duels into one. The sinograph
RBHE in Heihé kadensho seems to contain the meaning of carefully considering, distinguishing, and reflecting, while
hints on the Buddhist notion that one should ultimately set themselves free from such distinctions on any and all
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Munenori uses the term in-yo to explain the reciprocal relationship between ken and tai,
activity and stillness, inside and outside. In Laozi & (one of the foundational texts of Daoism,
said to be written approximately in the Spring and Autumn period), Yin-yang (in-yé in Japanese)
is derived from the Way (the principle of the universe, dao i) and serves as the source of all
things in the universe. The following passage is an annotated version of Laozi 42 from Laozi
heshanggong zhangju & -] b2 B4 (written in the Western Han dynasty) which explains the
function of yin-yang in the universe. In the source text, Characters in larger scripts are the
original Laozi, while those in smaller scripts are the annotations. For ease of reading, in the

translation, I put the annotations in brackets.

The Way generates the one, (It is caused and generated by the Way.) the one
generates the two, (the one generates yin and yang.) the two generates the three,
(vin and yang generate three types of gi, the harmonized, the hazy, the turbid.
They become the heaven, the earth, the people.) the three generates all things.
(Together, the heaven and the earth, generate all things. The heaven supplies and
the earth transforms, the people develop and nourish them.) All things bear yin
and embrace yang, (not one of all things not bearing yin and facing yang, circling
at the center and reaching towards the sun.) they are harmonized by emptiness and
qi. (All things contain the primordial ¢gi. With the primordial ¢i, things are
harmonized and gentle. Just like there are organs in the chest, marrow in the bone,
empty voids and air channels inside grass and trees. For this reason, they can live

long.)
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A —, R, T, —AREBD, TS BEBARSEER HRK
A, ZAEEY), KudtEEph, Kiet, AE#zh, BYAakmiars,
PIEAR GG, e, HRUAH, Sy hsatE BUnE #ghs
i, B AR RO E R, BUSAEW, (Laozi heshanggong zhangju,

Daohua 1, in Sturgeon 2022)

In Laozi, yin and yang generate the three types of gi that are the bases of all things. As
such, everything in the universe has both yin and yang aspects. Having both yin and yang works
in harmony is what makes things sustainable. As the text says, for plants and animals (including
humans) to live long, they need a hard chest and soft organs, as well as solid bones and fluid
marrow. Similarly, plants need both void and air (being empty and filled simultaneously) in

order to survive.

Munenori believes that the same principle applies to swordsmanship. For a swordsman to
sustain himself in a fight, firstly, he cannot have only one aspect of ken-tai and forgo the other.
Secondly, the ken aspect and the fai aspect of the swordsman cannot function discretely, they
need to work together in harmony. The motion should always contain both activeness and
stillness (recall the analogy of “wind and water”), the mentality should always have both
aggressiveness and calmness (recall the example of “returning the mind”), and the mind and
body should always be connected and harmonized by the i (recall that i is what on the “below”

relative to the kokorozashi, but is also what on the “inside” relative to the physical body).

At the beginning of “The matter of hearing the sound of wind and water”, Munenori says

that a swordsman should “watch with u in mind”. At its basic, u is the ability to calmly watch the
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enemy. The swordsman needs to not only be able to observe the manifestations of the enemy’s
mentality and motions — the yo, but also be able to capture the invisible source of those
manifestations, the in. To achieve this mindset of u, the swordsman needs to understand the
reciprocal relationship between the source and manifestation of the phenomenon (e.g., thoughts
and motion). While Munenori introduces u as a way to be ready for ambush or surprise attacks,
the implication is that when the swordsman begins to see the world (specifically, the ken-tai
dynamic inside and outside the swordsman) function according to the harmonized in-ya, his body
and mind will be prepared for action regardless of occasions. This is perhaps what Mitsuyoshi

means by saying that “without the mindset of ken-tai-u, everything is hard to achieve”.

In explaining this advanced level of ken-tai dynamic, Munenori supplied the reader with
quite a few allusions: “a gap can’t fit a hair” in a Zen debate, ¢i and zAi from Confucianist
classics, and yin-yang balance from Daoist thoughts. While these allusions deepen the reader’s
understanding of the ken-tai dynamic from different angles, all of them are derived from
practical challenges a swordsman faces in combat. As Munenori pointed out in “the matter of the
ken-tai between mind and body”, being advantageous in combat is about optimizing the
coordination of the swordsman’s physical body and mentality. As the swordsman’s control and
understanding of his physical body deepen, so it needs to be for his mentality. Since for
Munenori, effective swordsmanship is a result of a sophisticated and intertwined mentality and
physicality, it is only logical for him to explain such nuance with concepts from his intellectual

repertoire.

Our exploration of ken-tai started with two polarized definitions and has now reached the

point that ken-tai is no longer separable: they exist simultaneously, work in harmony, and change
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accordingly. While Munenori says that “attainment of this level is the most ultimate”, we are
only about halfway in Heiho kadensho, reaching the end of the Setsuninto chapter. While this is
perhaps the ultimate for “the people killing sword” (the literal meaning of Setsuninto), as
Mitsuyoshi pointed out in “The matter of ken-tai-u”, attainment of u is only “the initial step
towards shinmyoken”. In the second half of Heiho kadensho, the Katsuninken (the invigorating
sword) chapter, Munenori will discuss the even higher level of swordsmanship including
shinmyoken. As we will see, with the increased nuance of the concept, Munenori will adjust the

delivery of content accordingly.

Shinmyoken: Quintessence and Marvel of the Human Body

The learning of shinmyodken is featured extensively in the Katsuninken chapter, the latter half of
Heiho kadensho. Unlike the previous chapter, which focuses on the aspect of the way of heaven
that takes lives — violent means and knowledge for killing, the Katsuninken (the invigorating
sword) chapter focus on the aspect of the way of heaven that preserves lives. As the title
Katsuninken suggests, this chapter contains knowledge of the lives of both oneself and the
enemy: the inner functionings of the living body, ways to observe them, and connections of the
living bodies on the battlefield. Through shinmyoken, Munenori explains how the mind and body

function together to generate movements:

- The matter of shinmyoken (sword of quintessence and marvel) In addition:

The matter of carrying the mindset of the seat with the body and with the feet

As stated previously, the shinmyoken, it is the ultimate matter of importance.

There is a place in my body that shinmyoken refers to. When it is in my body, one
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should know that the ken (sword) in shinmyaoken is written as the sinograph for the
sword. Be it assuming a stance on the right or assuming a stance on the left,

1'4 of shinmyéken, there is

without deviating the sword from the pedesta
mindfulness for the sinograph for the sword. Alternatively, when it is in the
enemy’s body, one should understand the sinograph ken %I (sword) of
shinmydken as if it is written as the sinograph ken &, (to observe; to perceive; to
discern). For being able to clearly see this seat of shinmyoken and attack, the place

to look at is essential. Accordingly, it denotes the significance of the sinograph

ken R, (to observe; to perceive; to discern).
— MPRloRE ff JEOLBEICHY BiICL 55

. MR B RKFH, HEICHPRIE S THH Y, bHRHICHY
T, RO OFEFOTFICEETCLEXL, HILrE~THLELCH,
TATH, KIJHBDROEE Z e nnfiic, flé mAFITLd Y, XFo
BickhhCid, floFz AoFIcHE LA L, Hpalomz k<R
TE by oufic, RI2pAfEt, AniE. RoFicod v, (Heiho

kadensho, Katsuninken, in Watanabe 1985, 69)

For the physical body, shinmyoken refers to a core region. When the swordsman assumes

various stances and postures, he shall never deviate from that core region of the body. In

Himonshii, Munenori’s son Mitsuyoshi wrote down the approximate location of shinmyoken: a

14 The original word za J# can be literally translated as “seat”, but usually denotes a more general meaning of
“designated position”. When this word is paired with the term shinmyoken, it means the designated place within
one’s body where this metaphorical “sword” should be firmly placed on. In line with Munenori’s metaphor of
shinmyoken as “sword”, in this particular case where the za is designated for shinmyoken, 1 translate it as “pedestal”.
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square of roughly six by six sun ~J (1 sun = 1.82 centimeters) around the navel (~%Z D £ H b
NPT 72 O % SR & HifsE,  Himonshii, in Imamura 1982, 278). As this core region exists
both in oneself and in the opponent the swordsman need not only know how not to deviate from
his own shinmyaoken, but also be able to see that in his opponent. To express such a two-folded

connotation of shinmyoken, Munenori resorts to the use of a pun (kakekotoba ).

The term shinmyoken consists of three sinographs: shin ff (quintessence), myo i
(marvel), and ken | (sword). Munenori uses two ways to write the sinograph for ken: #l|
(sword) and 5 (discerning). When written as ken %l (sword), shinmydken refers to a core region
within the swordsman. Shinmyoken as a “sword” does not refer to an actual weapon, instead, its
connotation aligns with the title of this last chapter: Katsuninken (the invigorating sword). As
Munenori will explain in the upcoming passages, shinmyoken is the knowledge concerning the
functioning of the essence, the mind, and the body of a living person. As such, while being a
knowledge recorded by and for warriors, shinmyoken as a “sword” has transcended the scope of
violent means. As Munenori will demonstrate in later sections, carrying the knowledge of the
function of a living person, shinmyoken becomes a type of “invigorating sword” that has much

wider applications.

When written as ken . (discerning), it refers to the swordsman’s ability to focus his

physical body onto the opponent’s shinmyoken:
- The matter of discerning the shinmyoken, in terms of three levels of analysis

Discerning with the mind is to be regarded as the foundation. It is only because

from the mind one discerns, that there come to be things the eyes can notice. As
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such, discerning with the eyes is secondary to the mind. After discerning with the
eyes, one should discern with the torso, hands, and legs. Discerning with the
torso, hands, and legs means not letting the enemy’s shinmyoken deviate from my
torso, hands, and legs. This is called discerning with the torso, hands, and legs.
Mental discernment enables visual discernment. Discerning with the eyes is a
matter of intent to focus the hands and legs on the enemy’s pedestal of

shinmyoken.
— MR 5%, =B D

DICCTRZ2ZBRARL T, L2LRTIZHD DL XEY i, B,
HicTR21ZL0oXt, HIZTRT, 20RICHFFRICTRZ XL, FF
RICTH 2 &k, WoMBRICORGFRDOITIONBIRICT 2%, T2
CTHR2Z2 RS, DicTR21Z, HecRAth, HicTtR31E, 2F
OISR DB H CA L m5FHW, (Heiho kadensho, Katsuninken, in

Watanabe 1985, 79)

To be able to discern the enemy’s shinmyoken, a swordsman needs to discern at three
levels: discerning with the mind, discerning with the eyes, and discerning with the body. Here we
see a method of observation that not only relies on merely seeing with the eyes but also on

sensing with the mind and synchronizing with the body.

Methods of observation are pervasive topics that run through the entire Heiho kadensho.
While observation techniques in the Setsuninto chapter (the previous chapter) generally consist

of looking at specific locations (for example, fists, elbows, or behind the shoulder) depending on
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the situation, observation techniques in the Katsuninken chapter (this chapter) are more obscure
in written records. Named shujishuriken FFTEA] %] in Heiho kadensho, this advanced
observation technique was written in at least seven different ways'> in other Yagyi Shinkage

Ryii-related writings (Kato 2003, 194).

This advanced observation technique called shujishuriken may be what Munenori is
talking about when he read ken as discerning. In Katd’s interpretation of Shujishuriken in Heiho
kadensho, he associates shujishuriken with the idea of u (being) (Katd 2003, 196-198). Similar to
how u was discussed in “The matter of hearing the sound of wind and water”, Kato believes that
shujishuriken is the learning of seeing what is usually hidden from or ignored by ordinary people
(2003, 197). The same idea applies to shinmyoken. While it is said to be located around the
navel, shinmyoken is not visible to untrained ordinary people. While the application of
shujishuriken in discerning the enemy’s shinmyoken should be explained and demonstrated in
person by a qualified practitioner of the school, it is clear that the pun of ken is a testimony to the
complex and intertwined nature of many advanced teachings in Heiho kadensho. In this case, by
reading the sinograph ken in shinmyoken as both “sword” and “discerning”, the reader can then
associate the terminology with multiple teachings such as Katsuninken or shujishuriken

simultaneously.

Following the discussion on the multiplicity of ken in shinmyoken, Munenori goes on to
explain the meaning of shin and myo, showing the functionings of shinmyoken within a living

body:

15 Bach part of the phrase Shujishuriken, that is, shuji, shuri, and ken, can be written in different ways. For ken, it can
be written as /] (sword), &, (decerning), or purely phonetically as J A.

46



- Explanation of the two sinographs of shin ffl (quintessence) and myo ¥

(marvel)

The shin (quintessence) that exists on the inside manifests on the outside as

myo (marvel), this is termed shinmyo (quintessence and marvel).

I state the meaning of the two sinographs, shin (quintessence) and myo
(marvel): the shin (quintessence) that exists on the inside manifests on the outside
as myo (marvel), they are named shinmyo (quintessence and marvel). For
example, for a tree, it is because there is a shin (quintessence) of the tree on the
inside, that its flowers bloom fragrantly, its greens sprout, and its branches and
leaves flourish. That is called myo (marvel). For the shin (quintessence) of a tree,
even crushing a tree into pieces, nothing the eyes see is shin (quintessence). Still,
without shin (quintessence) it is impossible for flowers and greens to manifest on
the outside. Same for the shin (quintessence) of people, even tearing up the body,
nothing the eyes see is shin (quintessence). Still, it is due to the shin
(quintessence) that exists on the inside, that one can perform various techniques.
It is because the shin (quintessence) resides on the pedestal of shinmyoken, that
various myo (marvel)manifest through hands and legs as flowers bloom on the

battlefield.
— TR

RIS Y TIANICEE S . Bo T T e By, 10

16 This line is almost identical to the second sentence in the next paragraph. One reason for this repetition is that this
line was probably originally written in literary sinitic, and warrants explanation from Munenori for readers not
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- WO FOLEDRTY,, HNICH Y THINCEES, B L4
<o, Ze~F—KoRIC, AICKRDHD 2, fES &YV, ALY
DiLh, BEELIT S, B2 Lrs, KoM, KREL{AFECH, &%
e CcHICRZRE D, Mg QIZERIMCIEH L 1E 2 U EH, Ao
b, BEIETCH, BXMETCHIRERARARE D, NITHH 2ic X h T,
a2 ob I3, MRlomIcHEZ I 5HIC, L2 OWRFRICH
blIn T, Hicfbz 59 5, (Heiho kadensho, Katsuninken, in

Watanabe 1985, 70)

There is a causative relationship between shin (quintessence) and myo (marvel). Myo
(marvel) as an observable phenomenon (i.e. flowers of a tree or bodily movements of a warrior)
can only manifest due to the existence of shin (quintessence) inside a living being. For
Munenori, shin (quintessence) is the source of wonderous bodily movements that bloom like a
flower on the battlefield. While residing in the seat of shinmyoken, shin (quintessence) is
nowhere to be found even if the physical body is torn up. While the lack of physical form makes
the idea of shin (quintessence) seem spiritual from a modern perspective, shin (quintessence) is
not a concept detached from the physical body. As Munenori’s son Mitsuyoshi wrote in

Himonshii:
The matter of the application of shinmyoken

...Shin, to state using an analogy, is to select among many so that only a single

one left is called skin (quintessence). Alternatively, pick out ten riders (jizki | 5)

proficient in the language. In Imamura’s transcription, this sentence is written completely in literary sinitic: $#7E A
MBS, BAEMWE, (Heihd kadensho, Katsuninken, in Imamura 1982, 114).]
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among a hundred riders (hyakki F1%5%) of brave soldiers (viishi 5 1-), and select
among the ten riders for the ultimate only one rider. This to the human body is

called shin (quintessence).

Sufficiently refine the mind and practice (swordsmanship) for years and
months, ridding all the illness and leaving only shin (quintessence). Having shin
(quintessence) stay in the six sun (Japanese inches) square should be the first and
foremost understanding. Shin (quintessence) is the purity (kissui £ F¢) derived

from a well-refined mind.
b A AR O =

LfEECHET, filictd St i 25 UL T, R—oEb -3 %
DZRMEHE, KiFws LEZDO b LIV FXEHRL T, +2DoNXD 2
LbUOTH—-ZX KTV 22 %, ANDOHITHTIIM & HE,

DEBEE/ZVLWTEHOREHICTHRAZ & K EETH—DIEED T, N
STPUONICE B &, o MR ERE, I ORREEZ0uhAnZE 2T

., (Himonshii, in Imamura 1982, 278)

For Mitsuyoshi, shin (quintessence) to the human body is like the single most valiant
rider among the one hundred braves. Finding shin (quintessence) is thus a process of selection
and elimination. By refining the mind (just as one refines steel) and practicing swordsmanship

for years, the practitioner will be able to get rid of bad habits which Munenori call yamai
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(impairments) 7, leaving only the quintessence. While Mitsuyoshi states that shin (quintessence)
is the purity of the mind, he also states that this shin (quintessence) should stay in the “six sun
square”, an area around the navel that is the pedestal of shinmyoken. For Mitsuyoshi, while shin
(quintessence) is intangible, it is nonetheless linked to the awareness of a specific region of the
physical body. As Mitsuyoshi’s father and martial art instructor, Munenori holds a similar view

on the concept of shin (quintessence), as we shall see in the following excerpt.

Continuing his explanation for shin (quintessence) and myo (marvel), Munenori touches
on the function of shin (quintessence) using another pun. This time the pun is shin itself. While
1 is the default sinograph for shin in the phrase shinmyéken, shin can also be written as [, the
sinograph for “mind”. In the flowing passage, Munenori uses shin to refer to not only ffi: the

quintessence; but also <[»: the mind.

Shin ff (quintessence) is the master of shin [» (mind). While shin (quintessence)
resides within, it employs shin (mind) outside. This shin (mind) also employs the
service of ki. It employs the service of ki (vital energy), and serves on the outside
for shin (quintessence). When shin (mind) stays in one place, its function is
obscured. Since this is the case, the crucial matter is to have shin (mind) not to
stay in one place. For example, the master of people sits on the inside and has
servants to do his biddings in other places. When servants stay at their destination
and do not return, their functions are as if being obscured. When shin (mind) stays

on an object and does not return to its original position, the techniques of warring

17 Munenori gave several examples for yamai Jii (impairments) in Heihé kadensho, includes only thinking about
winning the fight, only thinking about applying techniques in a fight, and generally single-mindedly doing anything.
fIFEDHLO—FTEICE vEV22%E T 5%, Heiho kadensho, Setsuninto, in Watanabe 1985, 51).
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methods become dull. Because of this, the matter of shin (mind) not staying in
one place does not only exists for warring methods but also is a matter that
concerns all things. There exist the two understandings of shin (quintessence) and

shin (mind).

T LD RITITFEAM, 2N H Y T, L'~ 5, LA
DLO»SM, [zd LoD, ORI T 5, LA —ATICE”
ThE, AL 2, R30I T, LEFNICE v RkICT 2 A3
ToF, 7ze~F, AoEA WIKET, TAZXZA~fflicedic, 1T
(XFICE v EDTHh~LRIE, A2 228, Loice v
T, RfLicoe~bhld, BEOFFIH R M, ikic, Lz—Frice®
NE, TEoRrcH LT, THRiCbkHEM, el 20850,

(Heiho kadensho, Katsuninken, in Watanabe 1985, 70-71)

Reminiscent of his previous assertions in “The matter of ki (vital energy) and kokorozashi

(determination)” and “The matter of hearing the sound of wind and water”, Munenori employs

the analogy of “master and servant” as well as the notion of “inside and outside” to illustrate the

function of shin (quintessence) and shin (mind). In those paragraphs, Munenori stated that the

mind and the body function as a whole, the determined mind on the inside exerts its influence on

the body on the outside through the medium of 4i. Here, the determined mind on the inside has

been further differentiated into two layers: shin (quintessence) as the master on the inside, and

shin (mind) as the servant carrying out its master’s biddings on the outside. Same as in “The

matter of hearing the sound of wind and water”, the notion of inside and outside is relative.
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While 4i is on the inside relative to the body, it is on the outside relative to the determined mind;

while shin (mind) is on the inside relative to 4, it is on the outside relative to shin (quintessence).

Conceptualizing the human body with the relation of “inside-outside” and “master-
servant” allows Munenori to establish the invisible shin (quintessence) as the source of all human
functions. Through the Setsuninto chapter, Munenori has already described how a proper mind-
body configuration (the ken-tai dynamic) can have a meaningful impact on combat, as well as
how a deepened understanding of the invisible aspect of bodily functions (u and the sound of
wind and water) can help the swordsman better observe his enemy. Here, the understanding of
shin (quintessence) takes one step further: with years of swordsmanship practice and refinement
of the mind, the swordsman can rid himself of all the bad habits and mentalities (the
impairments). As a result, the swordsman will obtain an unobscured skin (quintessence), which
enables him to perform wonderous movements (myo) in combat. But the benefit of attaining
shinmyoken does not only limited to movements, with proper training the swordsman can also
utilize the knowledge of shinmyoken to observe his enemy (ken written as “decerning’), and
even assert influence on the battlefield itself. This learning of manipulating the battlefield is what

Munenori calls suigetsu 7K F (water moon).
Suigetsu: Aligning the Moon and Water

Mitsuyoshi, in his discussion on shinmyoken, wrote about the relationship between shujishuriken

(the advanced observation technique), suigetsu, and shinmyoken as follows:
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The matter of Shinmyoken

...Shujishuriken, suigetsu, shinmyoken, these three constitute the measuring of
overall human distances, and are the parents of warring methods. From these
three, various mindsets come out. On a grand scale, these three are the ultimates.
Suigetsu 1is also an approach derived from shin (quintessence). One designates the

determined mind as the moon, and perceives shinmyoken as a mirror.
DRI D

LDEFFEARL KA, fdl, k=213, AR KEOREY ., kiko
REFz0, =250, LFf L IcH 2, KIPH=2M257% 0. KAD
LY ofth, Roo b2 HEE, a8 L 3, (Tsukino sho, in

Imamura 1982, 176)

In Mitsuyoshi’s view, shujishuriken, suigetsu, and shinmyoken, together these three
learnings cover the overall distance measuring between human beings. Since suigetsu is derived
from shin (quintessence), the learning of suigetsu naturally have overlap with shinmyoken. The
term suigetsu consists of two sinographs: sui 7K (water) and getsu H (moon). Mitsuyoshi
associates the moon in suigetsu with the determined mind, and the mirror (the still water that
reflects) with shinmyoken. The implication of this association will be clear as we dive deeper into
the subject. In Heiho kadensho, Munenori’s discussion on Suigetsu starts in a relatively

straightforward fashion:
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- Suigetsu (water moon) In addition: The matter of its reflection

As stated previously, between the enemy and me, when there is roughly a few
shaku'®, at that distance, the sword of my enemy cannot hit my body. Across that
distance, I employ warring methods. Stepping inside and covertly entering this
distance, I get close to the enemy. Like the moon projecting the image onto the
water, this is called suigetsu. With the scene of suigetsu in mind, one should
already be thinking about it before standing against the enemy, then he will stand

against the enemy. The distancing should be transmitted orally.
— JKH N HEo®H

f. R Eofic, WZMRBENE, BOKIKREICH-bRE R
DbV HYT, ZORE~ET L TiEEZDOD S, HWRDIB~FEAD, 8
TAHZH, BUCIEMN S 2. HOKICHEZ I FICz & ~T, KA LTS,
DMCKA D% I HITRLATNICED VELTTIH L, ROFF

3 XL, (Heiho kadensho, Katsuninken, in Watanabe 1985, 68-69)

There is a certain safe distance between two swordsmen in combat. Provided that the two

swordsmen are not drastically different in height, stepping over the safe distance means both

sides are now within the reach of each other’s attack. The challenge here, as Munenori pointed

out, is how to manipulate such distance in a way that the enemy is unable to perceive the change

and/or react in time. The knowledge for achieving such a feat is called suigetsu. The term

suigetsu (water moon) is coined by the scene which it is describing: the moon projecting itself to

18 Shaku JX: A measurement unit, 1 shaku = 30 centimeters.
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water, and the water reflects the image of the moon. In the following passage, Munenori will

explain in detail the meaning of this scene as well as how it is related to combat.

Before going into the passage itself, it is crucial to go over some translation and
interpretation issues for suigetsu. As Katd pointed out, in Heiho kadensho, passages on the topic
of suigetsu are fairly nuanced and open to interpretations (2003, 222). One focal point for the
ambiguity is the verb used to describe the interaction between the water and the moon. This verb,
utsusu 9 23", when written entirely in kana {ix % (Japanese phonetic symbols), has the
connotation of moving toward (573°) and projecting/reflecting (B 37). As such, “the image
(which the moon) projects to the water” may also mean “the image the water reflects (from the
moon)” or “the image (of the moon) moving to the water”. Munenori may intend to take
advantage of such ambiguity as he consistently only uses kana to write the word utsusu. While
for the sake of ease of reading I will translate utsusu according to the context, I would urge
readers to keep in mind the ambiguity of the term and the resulting sense of: 1. a compound
meaning of “projecting/reflecting”, evoking a sense of reciprocal connection between the moon
and the water; 2. the traveling of the moonlight from the moon to the water as potentially an

analogy for how a swordsman can manipulate the safe distance himself and the enemy.

- The mind is similar to the moon in the water, the physical form is like the image

on the mirror.

The mindset of applying the previous sentence to warring methods, is that
water is where the image of the moon resides. The mirror is where the image of

the body resides. The mind of people moves to objects, just like the moon projects
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to the water. The projection is indeed speedy. Water allure to the pedestal of
shinmyoken, the moon allure to my mind, and the mind should project to the
pedestal of shinmyoken. When the mind projects, the pedestal of shinmyoken
reflects the body. When the mind moves, the body moves. It is to the mind the
body subordinates. Alternatively, the mirror allure to the pedestal of shinmyoken.
The application of this sentence is the meaning of this saying: “Let my body be
reflected by the pedestal of shinmyoken as an image”. The meaning is to not

deviate one’s hands and legs from the pedestal of shinmyoken.

— DiIkodFoHiclzY ., BiEED FogoilL,

HoM % RO A 2 0FHZ. KITEA»F R doH, Sicizs
DT ETYH, AOLOYITID2HIE, HOKICSI DB T LK
H, WITH FTALHIC) DY, HDRIOMEZKICTZ L~ DLz
Hiciz b~ DEMDFIOEE~S DF XL, L2895 DX, B2 alo
JE~S D5, LHARTFIE, 2w R, LICHF LRSI, X,
BE ISR OB e~ DR EPIFTOI L IR ORE~> O
ERSOIC, WA ZEH A M, FRZMPREIOMRICIZOT R L x5,

(Heiho kadensho, Katsuninken, in Watanabe 1985, 80)

The scene of the water and the moon is an analogy to how Munenori believes the mind
exerts its function onto the body. Like the moon projects its image to the water, the mind projects
its intention to (move to) the pedestal of shinmyoken. Also, just like how a mirror reflects the

object it faces, when the body does not deviate from the pedestal of shinmyoken, the pedestal of
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shinmyoken will reflect the body. The relationship between the mind, the pedestal of shinmyoken,

and the body are consistent with Munenori’s previous assertions.

In the passages discussing shinmyoken, Muunenori has already stated that the mind
carries out the directions from the shin (quintessence). To execute combat movements (m1y0)
effectively, the mind needs to not linger on the object on which physical movements are
performed, it needs to return to its original position: within the swordsman’s body. On the other
hand, Munenori stated that the body of the swordsman shall not deviate from the pedestal of
shinmyoken, an area around the navel. In other words, before discussing suigetsu, Munenori has
already established connections between the body and the mind as well as the body and the

pedestal of shinmyoken, although the nature of these connections remains vague.

Suigetsu helps alleviates such ambiguity and clarifies the nature of the pedestal of
shinmyoken. With analogies, Munenori clarified the mechanic in which the mind, the pedestal of
shinmyoken, and the body interact. The mind projects its influence to the pedestal of shinmyoken
similar to how the moon projects its image to the water. The pedestal of shinmyoken reflects the
body just like how a mirror reflects images. In other words, the pedestal of shinmyoken is where

an intangible thought translates to a tangible motion (see fig. 2).
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The Body

The Mind

Projection

The Pedestal of Shinmyoken

Reflection

Fig. 2 Functioning of shinmyoken

With the pedestal of shinmyoken acting as a medium, translating the mind’s intention into
bodily motions, Munenori states that “when the mind moves, the body moves”. While the body
is subordinate to the mind, the result of proper projection and reflection should be spontaneous
movements of both the mind and the body. In the following passages, Munenori will further
explain how Suigetsu helps achieve the synergy between the mind and the body, as well as how
this synergy can manifest not only within the swordsman himself but also between the

swordsman and his opponent.

The moon’s projection of image to the water is indeed speedy. Although it is in
the sky far and high, as soon as the cloud recedes, it quickly projects the image to
the water. It is not something gradually and continuously falling down from the

sky. It moves quickly within an instance of blinking. People’s minds moving to
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objects is as speedy as the moon projecting to the water, this is the metaphor.
Also, the line in the sutra reads: the speediness of ideas is like the water and the
moon, the mirror and the image. The moon projects to the water, although it is
stable, the principle is not to seek under the water and says: there is no moon. The
meaning is just that from the sky afar, it just projects without a gap. Same for the
shapes reflected in the mirror. When the mirror faces any objects, it reflects. This
is the metaphor saying that it is speedy. The mind of people moving to objects is
like this. At an instance of blinking, the mind goes to the great Tang. When sleepy
and thinking of taking a nap, the dream goes to the hometown a thousand i’
away. For instances like this in which the mind projects and goes, the Buddha told

with the metaphor of the water and the moon as well as the mirror and the image.

HoOKICHF % 52T lE, Wit dbTALr Y, 135 CHEERICH
e, Eno bk, FeoKerdrsdt, GRK»6256 L

B2 THIDEPcHH T, HEB—28hI b, 1I¥PHD237%
Do NDLODOYNCTHIDBH, HDIKICIDENRT LK THYNERSRL
~e ), HOE» 5 EKAFIROUML L AL, AKICS> DY
T, kbbb, Koz zxCniE, HEZR0EnSEHICED
b3, 72v ek EROENL, DR ZDE L 525 L0, HHIC
H0B bbb, M TOMATLLLIIP I 25, TAHSLLR LS
e~z ), NOLDYIC) 255, WoEh, HEB S 2, KE
FTHLIER AW, LACEELRASL LLBL~E, THOHDOEHRE~

19 Ri H: A measurement unit, 1 7 ~ 600 meters.
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bEIT A, PRRICODD I DV W HEEZ, KAFRIC & ~TARERE

¥a & &, (Heiho kadensho, Katsuninken, in Watanabe 1985, 80-82)

In this part, Munenori explains the reasons for employing the analogy of suigetsu (water
and moon) and kyozé (mirror and image). Originally Buddhist terminologies?’, suigetsu and
kyozo are used in Heiho kadensho to show the mind’s inherent ability to travel far in an instance.
Similar to how the moon high in the sky can project its light to the water as soon as the sky

clears, the mind can travel to places far away in the blink of an eye.

But there is a caveat to this near-instantaneous projection and reflection: the confusion
between the source and the image. Although the reflection of an image is spontaneous to the
projection from the source, one should not mistake the image for the source itself. As Munenori
stated, the point of the analogy of suigetsu is not to prompt the reader to search for the moon
inside the water. That is, instead of focusing solely on the two-dimensional surface containing
reflections, the swordsman should conceptualize suigetsu as a three-dimensional scene. The
moon and the water are two distinct entities, the reflection is only the manifestation of an
unobstructed alignment between water and the moon. The same is true for the analogy of the
mirror and the image, as Munenori said: the mirror reflects images as soon as when facing an
object. Since projecting far and fast is the mind’s natural ability (Munenori states that one can do
it when falling into sleep), the ability to achieve unobstructed alignments between the mind, the

pedestal of shinmyoken, and the body is what makes the difference. Munenori pointed out that

20 Suigetsu 7K A and kyozo $i{R are two of the eight metaphors of para-tantra (eta no hachiyu A/ \I&). While in
Buddhism these eight metaphors are for showing the falsehood of the relativity of para-tantra (Nakamura 2002,
130).
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this alignment, is conceptualized as shinmyoken when within the body, and is conceptualized as

suigetsu when applied to the battlefield:

- The previous sentence, when alternatively applied to water and moon for
warring methods, is also the same matter. My mind should move at the (combat)
situation like that of the moon. To the degree that the mind goes and the body
goes. When standing against the enemy, just like a mirror reflects images, the
(combat) situation should drive the body. In mental preparation, when the mind is
not sent out in the first place, the body will not go. For the (combat) situation it is
suigetsu, for the body it is shinmyoken. Either way, the matter of reflecting the

torso, hands, and legs are the same.

— HofEk, XeEokHickd T bRECEHE, ROEHDO L CHA~
IDOFTRL, LT IEHEPPERIC, VHSTEY, HichriFor25
T, G~g%520FXL, MEZ, 2haATiLizebhil, G230wrn
., ST TIIKA, Bici3mdait, wond, FFE% 5 O LFEHTHE

U=, (Heiho kadensho, Katsuninken, in Watanabe 1985, 82)

The application of unobstructed alignments between the mind, the pedestal of
shinmyoken, and the body within oneself is straightforward: when properly trained, the
swordsman’s mind projects the directions from shin (quintessence) to the pedestal of Shinmyoken
(recall “The matter of the application of shinmyoken”), provided that the swordsman’s physical

movement also does not deviate from the pedestal of shinmyoken (recall “The matter of
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shinmyoken™), the three elements are then properly aligned, enabling spontaneous movement of

the swordsman’s own body and mind.

While shinmyoken focuses on the alignment within the swordsman, suigetsu take account
of the battlefield and the enemy as well. The application of suigetsu is to get within the attack
distance without getting hit, achieving spontaneous movements between the swordsman’s body
and the enemy’s intention. Recall that in “The matter of discerning the shinmyoken”, to see the
enemy’s shinmyoken, the swordsman should not just rely on the eyes, but also sense with the
mind and synchronize with the body. That is, with an awareness of u (recall “The matter of
hearing the sound of wind and water”), using shujishuriken to see the movements within the
enemy that is concealed from untrained eyes: the projection of the enemy’s intention to his
pedestal of shinmyoken. By properly aligning the swordsman’s body to the enemy’s pedestal of
shinmyoken (as stated in “The matter of discerning the shinmyoken”), the swordsman’s body
becomes the “image” reflected by the enemy’s pedestal of shinmyoken. The result of this
alignment between the swordsman and his enemy is the spontaneous movement between the
enemy's intention and the swordsman’s body. This synchronization between the enemy’s
intention and the swordsman’s movement is what makes the act of getting into the attack

distance without retaliation possible (see fig. 3).
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The Enemy The Swordsman
The Enemy's Mind

Projection Aligned with
the Enemy

The Enemy's through

Pedestal of Reflection

Shinmyoken

Reflection

Fig. 3 Functioning of suigetsu

The successful execution of sneaking into attack distance unnoticed relies on the
combined knowledge of shinmyoken, shujishuriken, and suigetsu. With shujishuriken, the
swordsman can “intercept” the mind-body coordination within the enemy by discovering the
enemy’s pedestal of shinmyoken. Then, by focusing his own body on the enemy’s pedestal of
shinmyoken, the swordsman achieves coordination between the enemy’s mind and the
swordsman’s body across the battlefield, a synergy Munenori calls suigetsu. While the results are
different, the underlying principle for the mind-body synergy within one body and between two
bodies across the battlefield is the same. As Munenori says: “For the scene it is suigetsu, for the
body it is shinmyoken. Either way, the matter of reflecting the torso, hands, and legs are the

same”.
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As readers can no doubt sense, ideas in the Katsuninken chapter are much more
interconnected and nuanced than in the previous chapter. Instead of being discrete pieces of
knowledge, shinmyoken, shujishuriken, and suigetsu are different angles for explaining the same
principle, they are mutually complementary in that the practitioner cannot only master one
without mastering all three. Furthermore, as advanced knowledge, shinmyoken, shujishuriken,
and suigetsu can also provide insights into the fundamentals such as the ken-tai dynamic. For
example, “The matter of returning the mind”, a passage discussed in the “Ken-Tai in Motion”
chapter, is situated right after the passages regarding suigetsu in Heiho kadensho. With the
awareness of shinmyoken, shujishuriken, and suigetsu, returning the mind becomes more than
simply not being attached to the target one attacks. The ability to switch between offense and
defense accordingly without a gap is powered by the proper alignment between the mind, the
pedestal of shinmyoken, and the body. This arrangement of contents enables the practitioner to
progressively deepen his understanding of his daily martial art practice. The alignment between
the advanced and fundamental knowledge, together with their roots in practical applications, also
greatly increases the book’s re-readability, allowing the practitioner to solidify his embodied

knowledge as his martial art training progresses.

Conclusion

The human body speaks its own language that script-based language can only allude to, and
Munenori’s Heiho kadensho explored and exploited such differences. While martial art as a form
of embodied knowledge is not meant to be taught in discrete pieces, its textual references in
Heiho kadensho are often fragmented and arcane. Although Munenori’s omission of certain

knowledge in Heiho kadensho is supplemented by writings of his descendants, the inherent
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incompatibility between conceptional language and somatic languages dictates that interpretation
of these treatises is always informed by the reader’s personal experiences and is always up for
debate. Despite the obscurity of its content, there are patterns in which knowledge is organized in
Heiho kadensho, extracting these patterns allows the reader to understand Munenori’s vision of

what martial art is and how martial art should be transmitted.

As knowledge passed down by the survivors of the warring states (sengoku ¥%[E) period,
martial arts in the early Ed0 period has to be grounded in practicality while detached from any
particular applications in order to maintain their adaptability. This idea manifests itself at every
step of our reading of Heiho kadensho. For example, the conceptional distinction between ken
(attacking) and tai (waiting) is not to prompt practitioners to separate attacking and waiting in
combat, but for the sake of gradually conditioning practitioners to embody both aggressiveness
and passiveness in all of their movements. The awareness of practicality is also present as we get
to more advanced learnings such as shinmyoken (the sword of quintessence and marvel) and
suigetsu (water moon). Although the embodiment of advanced learning requires practitioners to
have already mastered the school’s basic teachings, the purpose is still practical: embodying
shinmyoken allows one to act and react spontaneously, while mastering suigetsu enables one to
get into the attack range without being hit. With practicality being both the origin and the
validation for teachings in Heiho kadensho, it is clear that for Munenori, martial art
fundamentally consists of ways of surviving and excelling on the battlefield. For him, there will

be no martial art without practicality.

Although transmission of martial art requires in-person training and validation with an

instructor, transmitting only through imitation and oral transmission makes the knowledge more
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susceptible to corruption. By alluding to the school’s embodied knowledge at different depths,
from multiple angles, and with added nuances by introducing thoughts from other intellectual
disciplines, Munenori was likely intended to make Heiho kadensho a reference point for
practitioners regardless of their current proficiency: practitioners can use the book to track their
progress and understand what their next goal should be. The fundamental promise of practicality
and the increased nuance of the advanced teachings in Heiho kadensho also show Munenori’s
vision of the martial art training process: while the end goal is always to hit the opponent without
being hit, achieving this goal regardless of circumstances requires extensive physical and mental
conditioning. That is, martial art training is not just about embodying the fighting techniques, but

also embodying the necessary characteristics of a warrior.
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Appendix

Burton Watson’s translation of the story between Huangshi Gong and Zhang Liang from Shiji 52
iC (Records of the grand historian). Pronunciations for Chinese terms have been modified to the

pinyin P convention.

Zhang Liang was once strolling idly along an embankment in Xiapei when an old
man wearing a coarse gown appeared. Reaching the place where Zhang Liang was, he
deliberately dropped his shoe down the embankment and, turning to Zhang Liang, said,

"Fetch me my shoe, young man!"

Zhang Liang, completely taken aback, was about to hit him, but because the man
was old he swallowed his resentment and climbed down and got the shoe. "Put it on for
me!" ordered the old man, and Zhang Liang, since he had already gone to the trouble of
fetching it, knelt respectfully and prepared to put on the shoe. The old man held out his
foot and, when the shoe was on, laughed and went on his way. Zhang Liang, more
startled than ever, stood looking after him. When the old man had gone some distance, he
turned and came back. "You could be taught, young man," he said. "Meet me here at
dawn five days from now!" Zhang Liang, thinking this all very strange, knelt and replied,

"I will do as you say."

At dawn five days later he went to the place, but found the man already there.
"When you have an appointment with an old man, how is it that you come late?" he asked

angrily. "Go away, and meet me at dawn five days from now, only come earlier!"
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Five days later Zhang Liang got up at the crow of the cock and went to the place,
but once more the old man had gotten there before him. "Why are you late again?" the

old man asked in anger. "Go away, and five days from now come earlier!"

Five days later Zhang Liang went to the place before half the night was through.
After a while the old man came along. "This is the way it should be!" he said. Then,
producing a book, he said, "If you read this you may become the teacher of kings. Ten
years from now your fortune will rise. Thirteen years from now you will see me again. A
yellow stone at the foot of Mount Gucheng in northern Ji—that will be 1." Without

another word he left and Zhang Liang never saw him again.

When dawn came Zhang Liang examined the book which the old man had given
him and found it to be The Grand Duke's Art of War. He set great store by it and was to

be found constantly poring over it.

(Watson 1961, 135-136)
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