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Dogen’s Religious Discourse
and Hieroglossia

Jean-Noél ROBERT

Introduction

There ate at least two difficulties for a correct understanding of this article.!
The first one, cleatly, is the precise meaning of the cryptic word “hieroglossia,”’* a
term surely opaque to anybody who comes across it for the first time. It is a
wortd that I partially coined myself,’ and my only hope is that the pedantic temet-
ity of this neologism will not obscure the fact that the underlying reality it tries
to evoke is sufficiently interesting for such a coinage to be not only forgiven, but
also used as a workable concept.

The second difficulty is the choice I made to focus on the writings of Dogen
HEIT (1200-1253). I do realize how impudent it is for someone who has mainly
studied the teachings of Tendai K73 Buddhism, Japanese Buddhist poetry (pat-
ticularly on the Lotus Sutra), and scholastic Buddhist debates (rong i#%) to ad-
dress as towering a figure of Japanese Buddhism as Dogen-zenjz, who cannot be
approached without a life of study. He who perpetrates such a deed will embody
perfectly a famous line from an old French movie: “You can know a fool by the
fact that he would dare anything.”

Therefore, before entering upon the main topic, I deem it to be both a cour-
tesy and a duty to explain these two points.

1. Hieroglossia

a. Attempt at a Definition
I'shall start with an explanation of “hzeroglossia.” A literal analysis of the word’s

! But first of all, I would like to express my warmest thanks to my colleagues at the National
Institute of Japanese Literature—an institution to which I have been very much indebted for a
long time—for giving me so kindly a unique opportunity to express my views before an audience
of specialists far more knowledgeable than I am in matters concerning Dogen.

21 proposed two possible Japanese translations: seigo-ron BEFEam or seigo-sei BEFEHM, either of
which should also be viable in Chinese. The former translation is perhaps clearer.

? It detives directly from an adjective in Ancient Greek. The substantive hiergglossia has been
already used, in 1975, by a scholar in sociolinguistics, Conrad M. B. Brann (1925-2014), albeit in quite

a different sense. See my La hicroglossie japonaise (Patis: Collége de France/Fayatd, 2012), p. 61, n.1.
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Greek roots would give something like “a (theory) of sacred language”—a Sino-
Japanese translation like seigo-ron B would make this sense even more ex-
plicit—but to avoid any misunderstanding, it is necessary to point out, from the
start, that I do not intend by any means to assert that there exists anything that
could be called a “sacred tongue” in its very essence. Rather, in coining this new
word, I hoped to describe a remarkable phenomenon in linguistic and cultural
history that has taken place in various cultures, starting in Mesopotamia more
than four thousand years ago and spreading to both ends of Eurasia. It is simply
a useful term that had previously been missing in philological studies,* and it cet-
tainly does not purport to assert that some languages—for instance Sanskrit,
Latin, Tibetan, etc.—are superior to others (which could be called “vulgar” or
“vernacular” as compared to the former).

In other words, what I call héergglossia is similar in many ways to the “cosmopol-
itan language” (world language, supranational language) proposed by the Amer-
ican Indianist Sheldon Pollock.” But in spite of this surface similarity, there is a
fundamental difference in that Prof. Pollock seems to limit the developmental
logic of supranational languages to the political and economic dimensions. I would
like, on the other hand, to emphasize that within the framework of hiergglossia,
the main dynamic force is religion itself. Here “religion” is to be taken not, in a
strict sense, as referring to a set of beliefs and practices formally transmitted, but
rather as indicating some broader dimension, beyond the scope of human activ-
ity, to which is attributed the origin and development of the language that will be
at the center of a given Jbzeroglossia.

b. Some Examples

In order not to sound too abstract, I will give here two concrete and contrast-
ing examples of hieroglossia.

I will start with Arabic as an almost ideal example of a set of linguistic rela-
tionships centered on one language. A quick search on the internet shows that
there are currently in total 26 countries that recognize Arabic as their official lan-
guage. From that point of view, the role of Arabic as a tool for exchange be-
tween modern nations fits perfectly with the concept of a “cosmopolitan lan-
guage.” Yet if we take into account those regions of Eurasia from Albania to
Indonesia to which Islam and the Arabic Koran have spread over the centuries,
it far exceeds the number of countries where Arabic is an official language.
Across Turkey and Iran, Central Asia, all the way to Pakistan, Bangladesh, Malaysia,
and Indonesia, Arabic is a sacred language studied in religious schools and used in
daily rituals. It has also been the basis for most of the abstract lexicon of theology,

* By “philology” here, I mean what in Japanese would be called gengo bunka shi Sk ALE,
a term for which I can find no satisfying equivalent in English or French.

> See Sheldon Pollock’s mastet-work The Langnage of the Gods in the World of Men: Sanskrit, Culture,
and Power in Premodern India (Berkeley: University of California Press, 2000).
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philosophy, art, and literature—that is, for culture in its broadest meaning—in all
the accompanying vernaculars of those parts of the world, which have now
themselves become national languages. If we take the example of Moghul India,
Arabic was the sacred language, and Persian the cosmopolitan language. Persian
was moreover imbued with Arabic vocabulary, which through it spread to Urdu.
Between Arabic, Persian, and Urdu, we thus have an exemplary case of a hiero-
glossic relationship.

On the other hand, another look at the internet will show that there are as
many as 29 countries in the world that use French as an official language, more
even than the number of Arabic-speaking countries, yet as far as I know, there is
no place in the world where French would be considered a sacred language—at
least outside the heads of a few members of the Académie frangaise. Latin instead
held this role until recently.

It is to be emphasized also, and this will be my second example, that in contrast
to a “cosmopolitan language,” hieroglossia occurs not necessarily only between a
number of different languages, but can be shown to exist as well within a single
language over the course of its historical development. A typical example of
such “internal hieroglossia” is Armenian.

Classical Armenian (Grabar), which was born in the fifth century A.D. with the
Armenian translation of the Bible, was used as a written literary language not
only in the liturgy of the Armenian Church, but also in writings by Armenian
theologians, philosophers, and poets up to the end of the nineteenth century.
Around the beginning of the eighteenth century, a large movement to modernize
(i.e. Europeanize) Armenian culture was started by the monks of the Mekhitarist
Order in Venice and Vienna, who over almost two centuries of tremendous in-
dustry developed a corpus of translations from European languages and linguis-
tic tools for the expression of a modernized worldview, all of which paved the
way for the development of the Modern Armenian language in its western and
eastern forms.

Here we cannot speak of a “cosmopolitan language,” as the hieroglossic rela-
tionship that developed within Armenian culture was one between the revived
classical language and the modern vernaculars, and it was centered on the pres-
tige of the Grabar translation of the Bible.’

It would not be incongruous to compare the literary status of Grabar Arme-
nian to that of Classical Japanese within Japanese cultural history, all the more so
because the replacement of the classical language by the modern one took place
at around the same time.

So let us insist again on the fact that the “sacred language” implied by the word
hieroglossia does not mean that there exists a language intrinsically, essentially, or
ontologically sacred—i.e. one superior when compared against others. It simply

¢ See for instance Karekin Sarkissian, A Brief Introduction to Armenian Christian Literature (Bet-
genfield: Michael Barour Publications, 1960).
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aims at describing the multi-layered relationship existing between a set of several
languages that may or may not belong to the same cultural area, or even such
a relationship within a given language. In a hieroglossic relationship, a number
of vernacular (or “vulgar’) languages ate gathered around a linguistic center
and model, a model language which can be called sacred, sapiential, or referen-
tial, and which supplies “true” meanings to its surrounding “vulgar” languages.
Although I will avoid as far as possible the use of these words here, within the
frame of hieroglossia 1 call the “sacred” or “referential” language hierogloss and the
related “vulgar” language /aogloss or “language of the people” (nothing to do
with Laotian, as some readers have misunderstood the word).

But the process does not stop here. It is indeed a phenomenon common to
most hieroglossic complexes that the vulgar language will strive to gradually as-
cend to the level of the sacred language over the course of history.® The vernac-
ulars, originally established as written languages for purposes of commentary
and preaching on those texts and teachings transmitted in the referential lan-
guages, gradually acquire for themselves or adorn themselves with a part of the
latter’s sacredness, falling into what we may call a kind of competitive relation-
ship with the hieroglosses. To give a short and simple example I have often quoted
before, one taken from the Japanese-Chinese sprachbund, which 1 will deal with
below: through the regular rendering of the Chinese compound mydhi 10i%:
(“sublime law”) by the Japanese locution minori #1i% in Japanese Buddhist poems
(shakkyika FREGK), a semantic link was created in Japanese (but not in Chinese)
with the wotd #znori 32 V) , meaning “fruit” or “harvest,” but also signifying “reality”
or “truth,” given the use of the character jizsu with that sense in Buddhist dogmatics,
especially in Tendai teachings where it refers to the reality of the Lotus Sutra’s
teaching—as opposed to the provisional nature (gor ) of those teachings found in
previous sutras. Thus the Japanese-language rendering adds to the Chinese original
an important shade of meaning it did not possess before, though that very addi-
tion, albeit in Japanese, is itself fully understandable only by reference to Chinese.

Thus to consider only the “laoglossic” expressions—whether in a religious
context or not—without reference to the Jzerogloss they derive from, is to expose
oneself to many misunderstandings, or at least to only partial understandings.

As, I hope, the previous examples have shown, the foundations of the hiero-
glossic relationship are mostly religious at the start, or in some cultural areas
philosophical (as in the Greek-Latin case), most often beginning with the trans-
lation of sacred scriptures.

7 “Vulgar” being taken in the old sense of “vernacular,” with the nuance of “distinct from the
Latin language” that was the higher religious and literary means of expression in medieval and
Renaissance Europe.

8 A part of this process is analyzed in Victor Mait’s seminal article, “Buddhism and the Rise of
the Written Vernacular in East Asia: The Making of National Languages,” in The Journal of Asian
Studies 53:3 (Aug. 1994), pp. 707-751.
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Having now very briefly outlined what I mean by Azeroglossia, we must naturally
come to ask ourselves how far it applies to the language situation in Japan.

c. Hieroglossia in Japan

Needless to say, the hieroglossic system of Japan is expressed by the relation-
ship between written classical Chinese (kanbun {#3X) and written Classical Japa-
nese (wabun ML/ bungo CFE), the dyad known from very eatly times as wa-kan
HI#.° The dual-language structure implied by this locution must be recognized
as the most productive and active force in Japanese cultural history. Yet it must be
said that the religious element underpinning this hieroglossic relationship has not
been sufficiently acknowledged or analyzed amid the growing academic interest
in this phenomenon. If we compare it to closely similar cultural situations in
what I call the Sinoglossic sphere,'’ mainly Korea and Vietham—although there
are many more such cases among what are now called Chinese “cultural minori-
ties”—the main characteristic of the Japanese situation is that at a very early
stage it developed a sophisticated literary process intent on bringing the Japanese
language to the same level of prestige as the Chinese model language, long before
the influence of Western “modernity” exported to Asia its ideas on “national
languages.” Throughout this process, Buddhism played a central role, and not
Buddhism in general but specifically that current within Japanese Buddhism
characterized in modern terms as “assimilation of &aw: and buddhas” (shinbutsu-
shigo f{LEF), and in ancient times encapsulated by the locution honji-suzjaku
AHFEIE, or “vestigial manifestations of fundamental states.”” We can almost
follow step by step how closely the process of assimilating Japanese deities to
Buddhist entities corresponds to the growing parity of the regional language
(kokugo EIFE) with the referential language.

In that long and elaborate linguistic process, a decisive part was played by what
was over the centuries built up through the efforts of literati as the most Japanese
of literary genres. This was the “Japanese poem” ot waka F1#, and within waka,
the subgenre that came to be known as shakkyoka, or “Japanese Buddhist poetry,”
which mediated as an exegetical tool (let us not forget that shaku B is not only
the first character of Sakyamuni’s name in Chinese, but also itself means “explain”
or “comment”) between the Chinese-language Scriptures and the integration
into Japanese of Buddhist teachings.

? See for instance of late from Ivo Smits, “La dynamique sino-japonaise (wakan) a 'époque de
Heian,” trans. Alban Gautier, Médiévales 72 (Spring 2017). Available on: journals.openedition.org,

1"Within the general category of biergglossia, what I call Singglossia cotresponds to the Japanese
locution “cultural area of written Siniticy,” kanbun bunka ken 3L LALE, the corresponding ad-
jective being Sinoglossic.
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2. Dogen and the Japanese Language

This lengthy preamble about hzeroglossia was no doubt necessary. And now we
must come to the reason why, as little versed as I am in Dogen lore and Zen
studies in general, I was bold enough to make him the subject of one of my
courses at the College de France under the title “Zen Between Two Tongues.”

My prime motivation was the research I did when I had to prepare my inaugu-
ral lecture at the College de France in February 2012. This very ritualized first
lecture is a rare chance, given to a newly appointed faculty member, to introduce
to a large audience a comprehensive apergn of his aims and method. I was looking
a little haphazardly through a variety of materials that would be both to the point
and also not too recondite when I remembered Kawabata Yasunati’s 113 HE b
famous Nobel Lecture of December 1968: “Utsukushii Nihon no watashi” 3& L \»
HARDH, translated by Edward Seidensticker as “Japan the Beautiful and My-
self.”!! Tt was actually a mention made by Didier Davin in his dissertation on Ikkya
—1K, referring to the importance Kawabata had attributed to the monk in his
acceptance speech, that had inspired me to read it again after many years. And
there, so to speak, the scales fell from my eyes when I discovered the close links
that the Japanese modern novelist had drawn between Buddhism and the aes-
thetics of the Japanese language. Kawabata’s concrete demonstration starts very
abruptly with a direct quotation—absent any commentary—of Dogen-zer/7’s fa-
mous poem:

BRI L EETHIIALTZ SR TTTLRDITY

Flowers in the spring, the cuckoo in summer, the moon in autumn,
and in winter the snow, so clear and cold.!?

To make matters more difficult, Kawabata simply gives the mysterious title
Honrai no menmoku KD H (for which I use the translation “The Original
Face”) without any explanation. It must have been quite a challenge for Seiden-
sticker to translate it, as he seems to vacillate between two alternatives: “Innate
Spirit” (p.74) and “Innate Reality” (p.41). For the fact is that Kawabata, in his
carefully structured speech, both begins and just as abruptly also ends on the
same Dogen poem, with the laconic conclusion: “Dogen’s poem on the four sea-
sons is also entitled “The Original Face,” but while he sings the beauty of the
four seasons, it is actually imbued with Zen.”"

There are many quotations from Zen sources in Kawabata’s rich and dense
oration, but what can be seen as the apex of an actually quite elaborate

" Both versions can be found in Utsukushii Nibon no watashi: sono josetsn 3= L\ HADHL © D
J# 3t (Tokyo: Kodansha, 1969).

12 In the main I follow Seidensticket’s translation, with some changes. Ibid., p. 6.

DEITTONZEOHRL [AEomH] LEINTED FT2, WEOELROLRNL, FITR
CHIZH L7z OTH . Ibid,, p. 36.
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demonstration comes, towards the end, in a passage from the Life of Myoe
(Myoe-den WIHE(Z), written by that monk’s disciple Kikai Ef (1178-1251),
relating an extraordinary dialogue between Myoe WIH (1173-1252) and the great
poet Saigyo (1118-1190) in which the latter reveals the profound meaning of
his poetry. After enumerating as signs of the four seasons the same words that
will later be used in Dogen’s own poem, Saigyo goes on to say: “Are not all the
words and sentences ever pronounced indeed ‘words-of-truth’ [shingon 15, i.e.
“mantra”]? . .. And those poems are the true form of the Thus Come One.””™

In other words waka (Japanese poetry) are effectively shingon, or mantra—an
idea that will later come to be expressed in the well-known formulation waka
soku darani FTIFKBIFEHEIE. And obviously, for Kawabata, the term “true form of
the Thus Come One” (nyorai no shin no gyitai MK DEDFAK) in Kikai’s work is
equivalent to Dogen’s “The Original Face” (honrai no menmoku). Kawabata takes
Esotetic Buddhism (mikkys ##%) and Zen together as the ontological basis of
waka poetry.

Going a step further, the “beautiful Japan” that Kawabata endeavors to explain
to the world is not the beauty of the Japanese landscape and nature, but the
beauty of traditional Japanese culture. For him, however, this culture is not
centered formally on the Tale of Genji (Genji monogatari 5. 5KM)5H), although he
duly considers it to be “the highest pinnacle of Japanese literature,” but on the
Japanese language itself, the yamato-kotoba as displayed in waka poetry.

In my eyes, Kawabata achieved a very convincing demonstration, appealing not
only to Dogen and Zen Buddhism, but also to Myoe-shinin, Kegon #jik, and
Esoteric teachings, and showed it to be in the Japanese language that the basis of
Japanese beauty resides. Yet very few people, inside or outside of Japan, seem to
have understood his ideas. For myself at least, it was a decisive inspiration for
coming back to Dogen, on whom I had lectured for one or two years long ago.

3. Dogen and Hieroglossia

How are we to think about the relationship between Dogen-zenji and hieroglos-
sia? And what need is there, one could ask more shrewdly, to attempt such a re-
flection? The answer to this question is apparent from the structure of Dogen’s
work and from his linguistic universe, which revolutionized Japanese hieroglossia.”
Up to Dogen’s time, we can regard the wa-kan relationship as being bi-
dimensional. The hieroglossic network was limited to written classical Chinese
(kanbun, corresponding to Chinese wenyan L) for the kan part, and classical

AT EZHDOFENEEINATIZHS TR (hE) ZoORMEUROEDFARZ Y.
Ibid., p. 35.

"> One should evoke here Terada Toru S5H3% and his book, Dager no gengo-nehi 38T D = 75
(Tokyo: Iwanami Shoten, 1974), which offers a unique approach to Dégen from the standpoint
of taking language to be a central element of his gexvre. “Linguistic universe” or “language
world” here is my translation of Terada’s gengo-uchi.
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Japanese (wabun F13) for the wa part. For Japan as well as for the continent, £anbun
was exclusively a written language, and within Japan, even its oral realization was
purely in classical Japanese. Transmitted by means of education, it was never
used as a spoken language. This literary education was based on a relatively lim-
ited corpus, mainly consisting of the Five Classics, the Literary Anthology (Wen
scuan ), the Historical Memoirs (Shiji S27E), etc., a corpus that had become the
common heritage of the whole Sinoglossic sphere. It would not be an overstate-
ment to say that there is as much distance between classical written Chinese and
the many vatieties of spoken Chinese (30kugo 13k ot bakuwa F17E) as between
kanbun and Japanese itself.

In such a bi-dimensional linguistic—or stylistic—context, if we compare him
to his predecessor Eisai %P4 (1141-1215), who had transmitted Rinzai Ffi%
Buddhism to Japan a generation eatrlier, the linguistic innovation that Dogen
brought about is remarkable indeed. While Eisai’s classical Chinese style is quite
orthodox, Dogen introduces a revolutionary element into Sino-Japanese, by
making use in his own “writings” of the sort of colloquial or semi-colloquial
Chinese (zokugo) so conspicuous in Chinese Chan sources and materials from
the Tang dynasty on, especially those of the Song dynasty.

To be sure, a form of colloquial Chinese had been used already in translations
of Indic Buddhist texts from earliest times, creating thus a kind of Chinese Bud-
dhist idiolect, as Professor Stefano Zacchetti recently stated,'® one clearly dis-
tinct from classical Chinese, and duly utilized also in Buddhist texts written in
Chinese by Japanese clerics. This “Buddhistic” Chinese, however, is in no way to
be compared to the wholly alien style of the goroku F#k literature, where both
grammar and vocabulary are quite different from classical literary style, making
the genre thus almost unintelligible without special study to a reader trained only
in kanbun. One is therefore reasonably led to ask oneself what kind of reader
Dogen had in mind when he introduced to Japan such an exotic style. Or was
his intent rather to use it only as an idiolect? Yet in that case, why use it in his
teachings?

Here I would risk a comparison with Dogen’s illustrious Buddhist predeces-
sors. Ever since Saicho #{ (767-822) and Kukai’s 22 (774—835) time at the
beginning of the ninth century, Japanese monks going to China in search of the
Dharma had often brought back home many religious and cultural rarities that
would enhance their prestige in their own country (shoraimotsu ¥5£4)). Such ob-
jects—Dbe they books, Buddhist images, liturgical tools, etc.—were moreover to-
kens to help establish in Japan the new Buddhist schools whose doctrines these
monks were also bringing back.

The case of Kukai is especially interesting, as he brought back not only teach-
ings and rituals, but also, so to speak, a new philological legitimacy—which he

' At the Patis Symposium “Hiéroglossie IV: La sinoglossie” (held in June 2019), to be pub-
lished in the future.
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displayed in great literary works such as his Bunkyo hifu ron L8R i, which he
used for teaching Japanese literati the more subtle aspects of Chinese poetics.
He thus established his place in Japanese cultural history as a master not only of
Esoteric Buddhist teachings but also of the Chinese language, a position that
was considerably enhanced by his theoretical works in what we may call language
philosophy. It should be emphasized, too, that Kukai’s vast religious and literary
output was exclusively in Chinese and that he never took any account of the Jap-
anese language in his deep reflections on mystical language, though his later
Heian and Kamakura commentators would do that for him.

In a sense, though this is a connection rarely made from this point of view,
Dogen can be seen as an emulator of Kukai in his role as linguistic innovator, the
difference between them being that Dogen was much more radical in his impact.
We can illustrate this by a telling example: the S6t6 Eilil Zen that he transmitted
to Japan from Song China has been characterized by the practice of “sitting
meditation,” or gagen, in opposition to Rinzai as the bastion of &dan. But zazen is
by no means an exclusively Zen technical term, appearing already in the Lous
Sutra several times."” What is, however, distinctive is that Dogen exhorts people to
this practice with the slogan shikan taza HEFTH: (“single-mindedly just sitting”),
which has a distinctive Chinese colloquial flavor and cannot be understood from a
knowledge of &anbun alone. The fact is that Dogen added a new dimension to the
bi-dimensional wa-kan relationship by giving to colloquial (or pseudo-colloquial)
Chinese, or gokugo, a religious status previously unknown to it, developing
thereby a three-tiered hieroglossic network.

Before him, Japanese monks able to speak Chinese fluently were few. We may
mention among these Saiché’s disciple and successor Gishin FEE (781-833),
who acted as his interpreter in China; or Ennin M{Z (794-864), who having
stayed almost ten years in China, acquired a working knowledge of the colloquial
that allowed him to describe the continental society of his time, though language
at that level does not appear in his memoirs. In contrast to the high renown that
Kukai acquired through his unique knowledge of literary Chinese, a mastery of
the Chinese colloquial was not appreciated in erudite Japanese circles, where it
was considered merely an artisanal skill.

Dogen’s attitude to the Chinese vernacular was radically different: he chose it
as a tool for practicing and teaching. We must first emphasize that together with
his use of Chinese colloquial speech, Dogen was also an innovator for his time
in his promotion of the Japanese language as a tool for explicating Buddhism.
One could say that he was preceded in that movement by the Tendai scholiast
and hierarch Jien #H (1155-1225), especially with his best-known work, .47 Essay
on History (Gukansho &), Nonetheless it is cleat, if we read the reasons given
by Jien for choosing to write in Japanese rather than in &anbun, that he did thus in

17 Takakusu Junjird FiENEKER and Watanabe Kaigyoku V21 et al., eds., Taishd shinshi
daizikyo RIEHERIEAE (Tokyo: Taisho Issaikyo Kankdkai, 1924-1932), vol. 9, pp. 37b, 45c¢, 49b.
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order to be understood by less sophisticated people—possibly the newly-emergent
rulers of Japan at the beginning of the thirteenth century. Jien was undoubtedly
a master of the Japanese language, but for him its ontological value was to be
found in waka poetry, not in expository prose.

In contrast to Jien, Dogen, although he never wrote specifically about his
views regarding the Japanese language, made full use of the vernacular (of
course in its classical form—contemporary Japanese as actually spoken was not
put into writing until the sixteenth century) for the purpose of propagating his
teachings, though he did not use it exclusively. Unlike Jien’s Gukansho, or even
the Tannisho ¥5%%) by Shinran $HE (1173-1262)—which can be seen as the
third main Buddhist work written in Japanese during this period—Dogen’s mas-
terwork, the Shibi genzo IEFHREL (collected sermons from 1231 to 1253), pres-
ents the sort of stylistic novelty that marks it as an epoch-making monument,
which I can only compare in linguistic importance, albeit in a totally different
genre and with a totally different literary afterlife, to the Talk of Genji. While Jien
was aware of the novelty of his attempt to write in Japanese about Buddhist
matters and history, we do not find any statement by Dogen regarding his style,
though he was no doubt conscious of his own audacity in introducing into the
Japanese language a new form of Chinese.

Coming back to Japan after four years of study and practice in Song China
(1223-1227), Dogen around 1233 began preaching the sermons that would be
collected in the Shobo genzo, throughout which he employed a unique blend of
Japanese together with words and expressions drawn from spoken Chinese, or
from the pseudo-colloquial that had become the characteristic style of Chan
sources. This was merely ten years after Jien’s .An Essay on History. Dogen made
use of this new Chinese style in his sermons, in the same way that Japanese clerics
preceding him, Jien very much included, had themselves made use of &anbun
locutions. And in the same way that familiar &anbun locutions when employed
within Japanese texts had been tokens or symbols of a scriptural authority, linking
Jien’s new reflections to orthodox Tendai dogmatics, so too did Dogen’s liberal and
theretofore unheard-of sprinkling of Chinese vernacular and pseudo-vernacular
(z0kugo) Chinese locutions serve themselves as linguistic markers of the new teach-
ings he hoped to bring to Japan—and of his own legitimacy as their bearer. At first
glance, there seems to be no connection between the language worlds of these two
Buddhist clerics and thinkers, but was there really no link between them?

I would venture to advance that there was indeed a connection, and that this
was none other than Tendai doctrine itself. Although the matter has practically
never been investigated from the standpoint of language, I would like to make
such an attempt here. After entering religious life at the foot of Mount Hiei un-
der the influence of his uncle Ryokan B, who was a Tendai monk, Dogen re-
ceived the tonsure at the age of thirteen after some years of practice at Yokawa
1)1 under Koen Z2H (1168—1235), who was then patriarch (zasu FETE) of the
Tendai School—precisely in the very year (1213) during which Dogen’s own
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distant Kujo-clan JULZE relative, Jien, was also appointed twice to that same eccle-
siastical post. Such a rapid turnover of abbots at Enryaku-ji Temple #EESF is
tellingly indicative of the various internal disturbances caused by the political
turmoil of the time. However, it would be very hard to deny the possibility, and
even the high probability, that Dogen received direct guidance in waka poetry
from Jien, who in Buddhist poetry (shakkyoka) was the luminary of his time.

This could be viewed at first as a flight of speculative imagination, but these
were decisively formative years for Dogen, who underwent training with both
the “Mountain Gate” (sanmon 1L1["]) and “Temple Gate” (jimon <7 [']) branches of
the Tendai school—tivals at the time. From the second of these, another of his
relatives, the Monastic Prefect Koin ZARLE#S (1145-1216), redirected him to-
ward Kennin-ji Temple Z{=<F, and to the Zen of Eisai. Although Dogen’s time
spent studying Tendai Buddhist doctrine and practice was relatively short, it
must have left a deep imprint on the young boy’s mind. It should therefore not
be presumed a baseless pursuit to look for any possible influence Jien may have
had on Dogen, especially in the matter of language.

The best thing would be to take up a concrete example of this possible impact.
A well-known locution describes in four words the characteristics of Mount
Hiei H#L, the center of the Tendai school, and its main monastery Enryaku-ji:
kan-shitsu ron-hin FEiim F— “‘cold and wet, debate and poverty.” This emblem-
atic proverb points to the practice of scholastic debate, or rong f#%, as being the
religious exercise par excellence of the Tendai school, as natural and innate of an
attribute as the monastery’s own climate and social penury. To be an apprentice
in the School was to receive training from an early age in the practice of debate,
which allowed students to deepen their understanding of the most abstruse te-
nets of Tendai teachings. Young Dogen could not have remained unaffected by
such a fundamental training, It is therefore interesting to find in the sixty-fifth
“case” (kosokn TiHll) among the ninety collected in volume 9 of Eibei kiroku
7K P IRk, the following famous Chinese “enigma” (kdan X5):

An earthworm is cut into two parts, and the two heads writhe together; yet it is
unclear within which of the heads the Buddha-nature is found."®

After a quatrain by the ninth-century Chan master Changsha Jingcen KiV5%,
the Koroku gives a poem by Dogen of which we need only quote the first line here:

Trying to debate the Buddha-nature, the two heads are writhing."”

Impossible to ignore here is the light satiric touch in the comparison between
the squirming parts of the earthworm and the bald heads of Tendai scholiasts
engaged in heated debate about one of the most important topics (rondai &)

'S WIS A Ry, MUSHRED, R, ALPEAERTIRETEH. Text in Kagamishima Genrya #E/s7CHE
et al., eds., Dagen Zenji zenshi 1BICHET 424 (Tokyo: Shunjisha, 1999-2013), vol. 12, p. 303.
Y AL EMTHED. Ibid.
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in their school’s disputation repertory, the Buddha-nature; yet equally salient here
is the impression that such debates seem to have made on a youthful Dogen’s
memory. It is probable that only in Japan could this allusion have been under-
stood in its full range. There are other traces besides of the influence of such
rongi in Dogen’s work, but we must leave them now for another occasion.

Two other fundamental Tendai doctrines must here be presented before going
any further into Dogen’s poetry.

The first is that of &ydso hanjakn ZATFIIR (usually abbreviated into &ydhan ZCH)
ot hangys ¥I#) the principle of “critical classification of doctrines,” which con-
sists in dividing up the teachings preached by the Buddha over the course of
his lifetime into five periods and eight doctrines (go7i hakkys TLHFINF), at the
apex of which is the final, or almost final, revelation of the Lotus Sutra. This first
tenet secures the supreme place of that sutra in Tendai dogmatics. The second
tenet pertains to the exegetical method of the School and is closely linked to
the first: it is the doctrine of “four-fold exegesis” (shishakun-ho UHGE), which
postulates that any Buddhist scripture, and more specifically the Lotus Sutra,
should be understood according to four ascending levels of reading.” We shall
only consider here the fourth level, that of &anjin-shaku BLLR, or “exegesis by
contemplating the mind,” which consists of observing within one’s own mind the
effect induced by a reading of scripture. I have shown elsewhere that, especially
in Jien’s explicative poetry on the Lotus Sutra, the notion of kanjin-shaku is the
undetlying raison d’étre of the subgente known as homonka 3 or “scriptural
poetry.”

The predominant position of the Lotus Sutra in Japanese culture, independent
of any sectarian divisions, meant that, unlike in the Chinese Chan tradition, the
Rinzai and So6t6 schools never stopped studying it. This is most conspicuous in
Dogen’s Shobo genzo, which can be said to be suffused with quotations from the
Lotus Sutra.

4. The Lotus Sutra in Dogen’s Poetry

Here, however, I would like to examine some examples of the influence of the
Lotus Sutra and its traditional Tendai exegesis on Dogen, from that collection of
sixty-nine waka poems attributed to him known as the Sansho-doei ZEAREFK, or
“Sansho Poems on the Way” (Sansho being a name for the site of Dogen’s Eihei-ji
7k *F=F Temple). The collection itself was published only in the eighteenth century,
but an important number of the poems therein were already included in a
fifteenth-century biographical work on Dogen, the Kengeiki BEHEL, albeit with
slight textual divergences. It is difficult to vouch for the authenticity of all its
poems, which are reported to have been composed by the Master between 1245

*These ate: (a) innenjakn WiEM, (b) yakkyo-shaku FIBW, (c) honjakun-shakn AT, and
(d) kanjin-shaku BLLIR.
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and 1253, the year of his death. Nonetheless, as we will see, some of them are so
surprising from the brush of a Zen monk, yet so typical of a Tendai scholiast, that
their very doctrinal discrepancy may be seen as some token of their authenticity.
It is particularly worthwhile to pay attention to a short series of five poems put
together under the heading “Praise of the Lotus Sutra” (Ei-Hokekys 7KiE3ERE),
as they are surprisingly close, coming from a Zen master, to the most basic Tendai
dogmatics. For instance, here is poem 30:

WUODEZDDHIZOHLADEFTILOEZWVILTHIS T L

Those who have never ridden the four horses or the three carts,
How would they ever know the way of reality?*!

This verse is typical of the shakkyika genre and is built entirely on the “doctri-
nal classification” principle of the Tendai school: the “four horses” is a meta-
phot coming from the Agon-gys B & #% (Agama corpus) and refers to the “teach-
ing of the Three Baskets” (sanzokyi —J&k#X) as the first and lowest of the Four
Teachings, at the time a synonym for the Lesser Vehicle /NfE (and the verb noru
# %, “ride)” as currently written with the same character 7o 5 of course
strengthens the allusion). The reference is equally obvious in the case of the
“three carts,” which refers, needless to say, to the famous parable in chapter 3
(Hiyn-hon EWiiin) of the Lotus Sutra about the Three Vehicles being superseded
by the transcendental Lozus teaching, This latter is the teaching here called “a
teaching of reality,” or makoto, currently written in that sense with the character

Jitsu FE, ot minori, as we have seen already. It is therefore the Lotus Sutraitself. The

locution mafkoto no michi had already been used by Jien frequently in his own Bud-
dhist poetry with the same meaning,* Thus, in this simply-worded shakkyoka that
Jien himself might well have written, Dogen reiterates the Tendai dogma of the
four teachings ascending from the “teaching of the Three Baskets” (30 J#)—
here represented by the Agama corpus—to the ultimate truth (ez ) of the Lotus
Sutra, in conformity with Tendai doctrinal summaries. The poem is much more
a Tendai than a Zen verse.

Itis indeed a piece so imbued with Tendai teachings that one would be entitled
to suppose Dogen had composed it well before the year 1245 (to which ostensi-
bly the earliest poems in the collection are dated), and that here we might well
possess some trace of his more youthful, and ingenuous years as a poet. This,
were it not for the fact that the ninth book of his $/4dbd genzo has the very locution
“Four Horses” (shime NU5) as its title, making it difficult to dismiss out of hand
the possibility of a later date, and the intriguing vista such a date would open on a
mature Dogen’s real position regarding Tendai teachings.

2 Poem 30. Takakusu Junjiro @fMNEKER et al., eds., Shakkyd kaei genshi BT A% (Osaka:
T5ho Shuppan, 1978), vol. 2, p. 170.

22 See my La Centurie du 1otus (Paris: Collége de France - Institut des Hautes Ftudes Japonaises,
2008), particularly the glossary, s.v. “makoto” and “makoto no michi.”
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The same deep and uncomplicated devotion felt by Dogen toward the Lozus
Sutra is expressed in poem 206, the first of the five:

TOITHOLHRHICETDONDALALIDEDOI 2L > HE

All night long, and all day practicing the way of the Law;,
everything becomes the sound and the meaning of this sutra.”

We will find the same idea below in two other poems in this series, thus estab-
lishing a coherence in the presentation of the Lozus Sutra within Dogen’s Japa-
nese poetry, in which the presence of the true Law (shibd 1E#E) within the sutra
is strongly emphasized. It would be natural to think that such poems were com-
posed by Dogen when he was still a teenage apprentice on Mount Hiei, but we
have in volume 10 of the Eizbei kiroku a series of fifteen poems on solitary life in
the mountains (sankyo jugoshu 115+ 1) which likewise reflects a very close de-
votion to the sutra:

MR RS R REAGAE BORE T TS IR KR

How I enjoy the solitude of my mountain dwelling!

It allows me to read ceaselessly the Lozus Sutra.
Single-mindedly under the trees, what then of love or hate?
How I envy the sound of nightly rain in the deep of autumn!**

The beginning of the third line, “single-mindedly under the trees” is a quota-
tion mixing together two sentences from chapter 19 of the Lotus Sutra, where
the locution gazen occurs as well,” as was noted previously, though linked there
to the practice of reciting the sutra and not to the practice of S6t6 Zen. And the
last line means that the poet would like to read the scripture with as persistent a
regularity as the rain in autumn. It is thus obvious that Dogen’s devotion was not
limited to his younger years and that it appears in his Chinese-language writings
as well.

Another waka (poem 28) displays the idea of the universality of the Lozus
teaching within the profane world:

HHEDOZ > AEBIEHOF D) W 5FELOY 23R

For those who have acquired the meaning of that Scripture,
even the world’s voices of buying and selling actually preach the Law.*®

All mundane activities are to be seen as preachings of the Dharma in the eyes
of those who have attained a real understanding of the Lozus Sutra. Two further
poems in the series directly allude to the important Tendai dogma of “preaching
of the Law by the inanimate” (mujo-seppo TEAGHE). The first of these (poem 27)

» Poem 26. Shakkyi kati zenshi (op. cit.), p. 199.

* ' Text in Dagen Zenji zenshi (op. cit.), vol. 13, p. 215.

> R, ST, SRR, Taisho shinshi daizokyo (op. cit.), vol. 9, p. 49b.
6 Poem 28. Shakkyi kaci zenshi (op. cit.), p. 169.
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puts animals and inanimate nature together in such preachings of the Lozus
Sutra:

FEOOY EHFIELFLORLZI S IoRELEHEZZFET

The echo in the valley, the monkey crying on the peak—though haltingly,
as I hear them, they do but preach this Scripture.”’

Occurring after this, a second verse (poem 29) suppresses the animate half to
concentrate on the inanimate:

HRRDEIZNZDO T ZL ARG PLHRPPMEEDOZ 2 LKL

Figures of the mountains, echoes in the valleys, all as they are
are but the voice and aspect of our lord Sakyamuni.*®

The relationship between this poem and the one about the “Original Face”
(honrai no menmoku) is obvious, as is also the link with Jien’s shakkyoka, where the
words koe 75 and kotoba S5 (ot koto no ha) occur together.”” This link with Jien’s
poetry is moreover an important preliminary to pieces by Dogen on mujo-seppo,
one that helps us understand Dogen’s own relationship to Tendai dogmatics.

It is thus all the more surprising, from such a point of view, to find in sermon
46 of the Shobo genzo the following words about the preaching of the Law by the
inanimate: ““To understand, as simpletons do, the rustling of trees or the falling
of leaves as the preaching of the Law by the inanimate, is unworthy of a student
of Buddhism [. . .] Thus to understand plants and stones as the inanimate shows
imperfect doctrine.”””

From such a passage it would seem clear that Dogen must have held Jien’s po-
etry, where such an understanding of the mujo-seppo dogma is abundantly illus-
trated, to be simplistic. But what about his own waka poetry, where we note the
same doctrine’s presence with our own eyes, unless we choose to disregard that
poetry as spurious? Yet there is no need to impute to him such a contradiction
in poetical statements. We can simply infer that Dogen as a waka poet did not
feel obliged to follow the same path of thought as in his sermons, and that he
was only yielding to the prevailing poetical discourse as delineated by Jien.

5. Dogen and Jien

And it is in the light of that Tendai poetic discourse that we must pay attention
to the importance of the term for “word”—~#otoba or koto no ha—within the

7 Poem 27. Ibid.

% Poem 29. Ibid.

# Cf. for instance poem 40 in La Centurie du Lotus (op. cit.), p. 61.

PBABL IR BMHROBSET A, FRORE T 5 2 MIEHE LT 513, FILEDEIC
HHY (HE) Lrd st FARRELZRELTEEE S 238 %% ). Mizuno Yaoko KEF
SEET, ed., Shobo gengo IEEEIREL (Iwanami Bunko, 1999), vol. 3, pp. 58-59.
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poems of the Sansho doei. That importance is made explicit from the first poem
in the collection:

GISHORIED EIZWESHYRELOETNDPEDEDR X

In the Ninth Month the snow fell on the maple leaves—
of those who contemplate it, who would lack for words?*!

It must be noted that here the Kengezki version presents a slight divergence, the
last line reading instead: “who would not compose poetty?” (uta wo yomazaran).**
The existence of such a variant only emphasizes the near synonymy between #za
(poem) and kotoba (word/language), as the Japanese poem is considered to be
the mode of expression par excellence of the kotoba, which is also none other than
the Japanese language itself, an idea already visible in the Japanese preface to the
Kokin wakashn ti45HHE (905) and with greater force later reiterated by Jien.
Moreover, this relationship between #fa and kofoba on one side, and the snow
(yuki &) on the othet, as the condition for the formet’s very production, pet-
tectly illustrates the meaning of the poem “Honrai no menmoks” or “Original Face.”

The same idea is latent in poem 53 of the Sansho doei collection, together there
with the idea of the preaching of the inanimate:

LN EDIEDOE N IFLE2EOWERNDADL L A

Dispersed are my words in the spring breeze,
will people see them as poems of flowers?”

Here too, the language points clearly to the link between poetry, the contempla-
tion of nature, and meditation on the Buddha’s words. Irresistibly this idea
makes us think of a poem by Jien written under the heading “Nyoze gamon”
IJEFRH], the initial sentence of the Lotus Sutra (and of all other sutras as well):

WIELKIEEWSEANDZ L DED S5 ) AN )IT)

Mute waters of Iwashimizu, the words of the One now speaking
are indeed but leaves that float thus down the stream.>*

In the light of his predecessor Jien’s Buddhist poetry, Dogen’s own use of
kotoba takes on an importance fully concordant with the kind of complex lin-
guistic process we can perceive in the stylistic and linguistic circumvolutions
of his magnum opus, the Shobo genzo. 1t is true that a number of Dogen scholars
have cast doubt on the authenticity of the Sansho doez, but any recognition of

' Shakkyo kaei zenshi (op. cit.), p. 161.

RRHAKE L2FE7) R NHEAHT T T . Kawamura Kodo W #5E, ed.,
Shohon taiko: Eibei kaizan Dagen Zenji gyijo, Kenzeikei FEARIFE © 7B ILE TTRHERIATIR - BEHTRC
(Tokyo: Taishukan, 1975), p. 87.

3 Shakkya kaci genshi (op. cit.), p. 175.

* See Centurie (op. cit.), p. 6.
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the work’s spuriousness would only displace the problem further into the Jap-
anese Soto tradition and its perceptions of the role of kofoba in the Master’s
thought.

We can, moreover, find evidence of the importance of kovba for Dogen himself,
encrypted into his Chinese language poetry. Let us quote here the entirety of the
verse about the earthworm:

e ATEMBEE)  JRKERR A RTE ASERERIE R ER S E

Trying to debate the Buddha-nature, the two heads are writhing,
When wind and fire disperse, the whole body is cold.

There has never been a subject to experience birth or death,

So do not prattle idly about these words.”

The last two characters of the original poem, forming together a Sino-Japanese
compound read gontan E¥ii by “phonetic reading” ot ondokn i, can also be
read kotoba by “explicative reading” ot kundokn #lFt. Yet the rules for reading
kanshi H5F, or Sino-Japanese poetry, would require the word to be here orally
pronounced as gontan, or even as gentan, but surely not as £ofoba. It can only be in
the poet’s mind that this Japanese reading was carefully hidden, though by com-
paring this line with Dogen’s poetry in Japanese, we may safely assume that such
was indeed what he had in mind.

6. A Reexamination of “shinjin datsuraku”

Such a trans-linguistic overlaying of gontan and kofoba may provide a hint for
explaining another famously cryptic utterance of the Master, and for detecting,
so to speak, hieroglossia in the making, In principle, the direction of hieroglossic
influence would mainly be from the “sacred tongue” to the “vulgar tongue,”
from the “hierogloss™ to the “/aggloss”” Yet it may happen that an idea or concept
born within the “vulgar language” needs to be transposed into the realm of the
“sacred language” in order to gain authority and circulation. If this sounds too
abstract, let us give Dogen’s most famous saying as an example.

As is well-known, Dogen-zenji entered Song China in 1225, attained sazori 15 V)
(enlightenment) under the guidance of Rujing l#, abbot of the Jingde Temple
{857, and then returned to Japan, bringing back with him what he presented
as a new practice founded on that enlightenment, which was also proof of his
legitimacy as bearer to Japan of the lineage of the Sot6 school. This legitimacy
was emphasized by his second-generation disciple Keizan 111 (1268-1325) in
his Denkdroku {ZJ68%, a history of the transmission of Zen teaching from India
to Japan. The saying that triggered Dogen’s safori, needless to say, was Rujing’s
utterance: “casting off body and mind” (shimjin datsuraku 5 Oi). According
to Keizan’s narration, Dogen suddenly achieved “great enlightenment” (daigo K H)

3 Dagen Zenji zenshi (op. cit.), vol. 12, p. 303.
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immediately upon hearing Rujing’s words during a sermon. This utterance is
considered to be a kdan, an enigma which not only led Dogen to his own sazor:
but also legitimated his place as the fifty-first master of the Soto lineage, which
went back to the Buddha Sakyamuni, and as moreover the first Japanese patri-
arch of that lineage.

There have been not a few discussions about not only the meaning, but indeed
even the factuality of Rujing’s words, as it has been pointed out that such an ex-
pression in its entirely can be found nowhere in that master’s works, nor indeed
in Chinese texts more generally. This conspicuous absence has led some scholars
to suppose that Dogen simply misunderstood Rujing’s Chinese, interpreting in
his own way a slightly different sentence. Although it has been said of late that a
Chinese source has at last been found, I would like to suggest here a completely
different possibility for the origin of what is still an enigma indeed.

Some years before Dogen’s lifetime the famous wandering hermit (bgiri ZE)
and poet Saigyo, who besides leaving behind a considerable poetical corpus (col-
lected in the Sankashi 1K) came to feature also as protagonist in a number
of deeply interesting Buddhist narrative collections of the thirteenth century,
inter alia the Saigys monogatari VatT¥ak and the Semjisho Be5:4), wherein a number
of his own poems and teachings are inserted between tales of the religious and
the supernatural. We find in these a surprisingly frequent use of the Japanese ex-
pression “discard the body”—z wo sutsu % % 3&2*—for instance in the Sankashi:

THLPHRGEETRO TRABICKIEIZR IRV A

As long as I go on unable to discard fully a body I care nothing for,
shall I wander ever further in perpetual dark?’’

There are other poems as well, but I will quote the following, not from Saigyo’s
own poetry collection but from the Saigyo monogatari:

%02 AT E 2 L IO PIRIETRD L 22054 ) T

He who discards the wotld (var.: the body), in truth is that what he discards?
Rather, what is discarded is he who would not discard.*®

But especially worthy of note in this context is an episode in book 1 of the
Senjushi, where a Tendai monk by the name of Zoga 8%, harboring doubts
about the efficacy of Tendai practice, goes in pilgrimage to the Ise shrine, where
a deity blesses him with a revelation (jigen 7”81) in these words:

* It is to be noted that although this is a straightforward Japanese reading (kundoks) of the
Chinese locution shashin ¥4 & found frequently in Buddhist texts, as in the episode of the Bodhi-
sattva offering his body to feed the tigtess (e.g;, #& & ), in Japanese the locution is mainly used
in a figurative sense.

7 Sankashi 1174 738 (Iwanami Bunko, 1983), p. 115.

3 Poem 137. Kubota Jun APRHE and Yoshino Tomomi #¥FA1ZE, eds., Saigyo enkashi ViiT
454 (Iwanami Bunko, 2013), p. 409. For the variant & % 452 %, see p. 462.
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ELEFEIALBITE. WAEHELEZ,
If you want to produce the Bodhi-mind, do not think of this body as a body.”

The interesting part, that directly relating to our main subject, is how Zoga re-
acts upon hearing this revelation: he takes off all his clothes and goes out naked
into a new life. Here it is evident that the expression “to discard the body” refers
not to the physical body of the flesh, but rather to the status expressed by the
clothes, and that therefore this “body” is a synonym of myiri Z4#—wealth and
social reputation.

There is an echo of this moral in book 6 of the Senjisho, where in this case it is
a noble courtier (kuge A7) receiving a revelation, from the deity Kasuga mydjin

7 H B
COXDFRIZIE, 72502 b0 ETheEDFLENANLIHERLS A,

The point of this text is the idea that you should not fixate on your mind as
S q40
mind.

Both utterances put together reflect an idea current from Saigyo onward: “the
discarding of body and mind.” Yet these examples, to which we could add many
others taken from the same texts, demonstrate that the expression was taken in
a very typically Japanese sense, wherein “body” refers more to one’s social status
than to one’s physical body.

And we find in the commentary by Keizan in the Denkoroku two very interest-
ing glosses, separated by a few pages, on the same locution shinjin-datsurakn: the
second of these two is a regular kundokn reading: “shinjin mo nuke-ots” (€
R A 7* (even the body and mind slip and fall away), but the first is an adap-
tation, based on the locutions we have seen to be current in use in poetry and
narrative from Saigyo onward: “wi wo sute kokoro wo hanaru beshi” 5 F A T (v T
INTF VXU (one is to discard body and withdraw from mind).

This brings us to an unexpected conclusion: the search for the source of that
foundational formulation shinjin datsurakn, instead of taking us ever deeper into an
elusive quest through Chinese texts, leads us rather to the contemporary language
of Japanese vernacular Buddhism and to £ofoba, to the expressive mode of waka
poetry. Dogen has simply endowed the vernacular with the more respectable-
seeming syntax and vocabulary of Chinese, in order to reimport it into Japanese
Buddhism, adorned now with a new hieroglossic respectability.

% Kojima Takayuki /N&#Z and Asami Kazuhiko #WAZ, eds., Senjishi (Tokyo: Ofiisha,
1985), p. 8.

“ Ibid., p. 177.

M Taish shinshi daizokyo (op. cit.), vol. 82, p. 408c.

# Ibid, vol. 82, p. 408a.
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Conclusion

I have several times witnessed during the year I spent delving into Dogen’s
language-world at the College de France a most gratifying reaction from several
students and listeners who had had for the first time a direct encounter with
Dogen’s texts. They told me that they had actually felt they were dealing with an
exceptional personality, and truly extraordinary thought. Such feelings are
doubtless not evidence for the objective existence of such qualities, but they also
cannot be simply dismissed. Judging from further exchanges of views with those
students, it seems clear that the main cause of this attraction is none other than
Dogen’s language itself, an unclassifiable literary phenomenon that was not to be
imitated for centuries, although the Chinese Chan vulgar style he relied upon has
been in continuous use up to the present day in China and can, for example, be
found in Xuyun’s HZZE sermons in the twentieth century. The greatest originality
in Dogen’s masterly handling of this Chinese gok#ugo is that he succeeded in in-
verting, so to speak, the telltale signs of that Chinese style: while in China it was
intended to be close to the colloquial and thus distinguish itself from the artifi-
cial flavor of a literary Chinese Buddhist style, when transferred into Japanese
text, it became a true bzerogloss, that is, a language marking the religious character
of its enunciations. One can even say it became a cryptolect insulating S6t6 Zen
from the rest of the Buddhist world in Japan. While classical Chinese had already
possessed a high hieroglossic status in the wa-kan relationship, the Chinese
zokugo as cleverly handled by Dogen added a new dimension from the Chinese
language to the Japanese language-world. By doing this, Dogen went farther
than Jien in achieving the sacralization of Japanese as a Buddhist language. Jien
concentrated all his literary power on the waka as a language-act parallel to the
Chinese poem (kanshi), but did not seem to think too much of Japanese writing
in prose. Dogen heightened Japanese prose to the level of a religious language in
its own right, through the introduction to Japan of a theretofore unknown aspect
of the Chinese language. His Japanese style is immediately identifiable, if not
readily understandable, and we may rightfully ask ourselves who among his lis-
teners and disciples could have understood his oral utterances. Similarly with the
wholly Chinese-language sermons of the Eibei-koroku, we may wonder whether
they were read aloud in Japanese or in Chinese, and, if the latter was the case,
whether his Japanese disciples were able to understand him, and whether his
Chinese followers could have understood his Japanese accent. Nor do we know
whether the zok#ugo in the sermons of the $hobo genzo were pronounced in Japa-
nese or in Chinese, in phonetic or in explicative reading. What is certain is the
role that he conferred upon Chinese zok#go within Japanese, in order to bring his
own language to the religiously expressive level of Chinese Chan literature. And
we can see in his poetic compositions in Japanese, all imbued with Jien’s influ-
ence when it comes to shakkyoka about the Lotus Sutra, that he was also fully
aware of the importance of kofoba as the basis of religious experience and
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religious expression. It is therefore a fascinating study to investigate in detail the
hieroglossic triangle delineated by Dogen between classical Chinese, Chinese
gokugo, and Japanese. None of the vertices of that triangle can be understood
without considering the other two.*

“ All my thanks to Dr. Jeffrey Knott for cortecting my pootr English and checking the quota-
tions and the translations, and also my most heartfelt gratitude to my young colleague Dr. Didier
Davin, for endeavouring to make out of my hasty draft a text that would somewhat better bear
the reading of more exigent readers.
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Figure 1. An ofuda 3HL picturing Dogen.
(College de France, Bernard Frank Col-
lection).
http://ofuda.crcao.fr/ofuda/F-13-09
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A Forgotten Aesop: Shiba Kokan,
European Emblems, and Aesopian Fable
Reception in Late Edo Japan'

Ivo Smrts

By Way of Introduction

When Japan in the second half of the nineteenth century entered a period of
rapid modernization and orientation towards the West, Aesopian fables became
a prominent presence in didactic literature of the modern age, with several trans-
lations into Japanese from 1873 onwards. When Jesuit missionaries and the Por-
tuguese were expelled from Japan in 1639, this marked the beginning of the sup-
pression of European books in that country. The only title introduced by the
Jesuits to survive in Japan was a collection of Aesop’s fables.” Its contents were
not seen as Christian by the authorities and therefore they were not potentially
dangerous. Throughout the first half of the seventeenth century, a number of
Japanese editions of the fables were published. However, after the middle of the
century, Aesop appeared to have faded from sight in Japan. In a sense, Aesop’s
tables bookend early modern Japan’s image of a “closed country,” and their ap-
pearance, disappearance, and subsequent reappearance seem to symbolize the
bracketing of its isolation from European literature.

Between 1639 and 1854, Japan’s contacts with the Western world, especially
Europe, were limited to its contacts with its sole European trade partner, Hol-
land, and to a lesser extent through mediation by Chinese traders. Bleak views of
these contacts paint a history of missed opportunities. In such narratives both
parties learned little from each other; or, worse, if they tried to learn, they mis-
understood. This misunderstanding arose largely from the inability of both par-
ties to frame outside of prevailing worldviews whatever was learned; no one was
capable of “thinking outside the box.” For Japan, this translates as the view that
the study of Europe was framed within templates for studying Chinese classics,
neo-Confucianism (or perhaps better “Zhu Xi learning,” Jp. shushigaku K¥-5),

! This article is part of preparatory research for a monograph on mid- to late-Edo reception
of European emblems in Japan, with the working title Ewblem as Episteme.

* Elisonas, J.S.A., “Fables and Imitations: Kirishitan Literature in the Forest of Simple Let-
ters,” Bulletin of Portuguese Japanese Studies 4 (2002), pp. 9-30, esp. p. 12.
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“national learning” (kokugakn 1E5), martial studies (beigakn Fo57), et cetera; Eu-
rope could make sense only in Fast Asian terms, necessarily explained with ex-
isting concepts and terminology, and within institutional settings modeled after
traditional fields of scholarship, the so-called “academies” (jukn ).

More positive presentations of knowledge contacts between Japan and Eu-
rope in the Edo period, when Japan in the period 1639-1854 supposedly was a
“closed country” (sakoku $A1E]) to the rest of the wotld and to Europe in partic-
ular, focus on a Japanese curiosity that embraced almost all things European.
The larger narrative of this Japanese interest is that initially Japanese were pri-
marily attracted to objects from Europe for their curiosity value, and that only in
the last quarter of the eighteenth century did certain circles of Japanese intellec-
tuals start to focus more systematically on what Japan might learn from Europe.
‘Burope’ in this period was represented by Holland, Japan’s sole Western trading
partner, and the later eighteenth century saw the rise of a scholarly field termed
“Dutch studies,” or “Hollandology” (rangakx Hi*#). One form the contacts be-
tween Europe and Japan took was through books, and European books, whether
in the original or in Chinese translations, became the prime means through
which Japanese would learn about the West. In 1720, in the context of what be-
came known as the first wave of the Kyoho % fk Reforms of 1716-1722, shogun
Tokugawa Yoshimune )17 5% (1684—1751) lifted the ban on the import of cet-
tain Buropean books, in the expectation that Japan could access learning with
practical applications. Histories of this field of “Hollandology” stress an emphasis
on empirical studies, such as medicine, astronomy, natural sciences, and principles
of perspective and techniques of copper etchings in the arts.

Aesop’s fables present a good model for rethinking these two dominant narra-
tives. Throughout the eighteenth and early nineteenth centuries, Aesop was
never completely absent from Japan. The fables both constitute a link between
the Portuguese-Jesuit heritage and Dutch studies, and also demonstrate that
there was an early modern Japanese interest in European discursive practices,
however problematic its understanding may have been. A point of entry will be
the painter and popular writer Shiba Kokan ] fEVL# (1747-1818).

Beginnings

When in the very first year of the Meiji petiod Toyama Masakazu #+1111E—
(1848-1900) returned from his studies in England, he brought with him a copy
of a modern version of Aesop’s Fables, written by the reverend Thomas James
and first published in London by John Murray in 1848. This was translated into
Japanese by the English scholar and entrepreneur Watanabe On 5B (1837—
1898). Watanabe’s Tsizoku Isoppu monogatari iBHHHERE Y (A Populatized Aesop’s
Tales) was published in 1872 in a woodblock edition. Its illustrations were re-
workings of the original illustrations by John Tenniel by, among others, the well-
known painter Kawanabe Kyosai i #5757 (1831-1889). Inspired by Watanabe’s
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translation, Kyosai in 1873 began publishing a lavishly colored nishiki-e $i#% print
series on the theme of “Among the tales of Aesop” (Isoppu monogatari no uchi
FER G 2 N).? Watanabe’s book quickly became a bestseller, with reprints set
in type, and was used as a textbook in the new primary school system that was
established in that very same year. Several versions of Aesop’s fables were to fol-
low, creating an ‘Aesop boom’ and establishing the tales as one of the earliest
Meiji absorptions of European literature. It is fairly safe to claim that Meiji’s in-
terest in Western literature began large-scale with Aesop’s fables.

Few in Japan at the time realized that by 1872 Aesop’s fables had already been
present in Japan for nearly three centuries. Today, it is fairly common knowledge
that as part of their enterprise in Japan, the Jesuits established a printing center
with a press that was brought to Kazusa JIEA%E, Kyushu, in 1590, and which
from 1592 onwards was located on the island of Amakusa K¥, not too far
from Nagasaki, where the printing operation was conducted under the protec-
tion of its Christian daimyd.* In 1593, the Jesuit mission press printed a Japanese
translation of Aesop’s fables, type-set with Roman letters in a transcription sys-
tem that the Jesuits had developed, titled ESOPONO EABUILAS, “translated
from the Latin to Japanese speech” (Latinuno vaxite Nippon no cuchi to nasu mono
nari).” In addition to its professed aim to introduce European moral ideas, an im-
portant goal of this publication seems to have been to help Europeans learn the
Japanese language: “Not only is this [book] truly dependable when learning the
Japanese language, but it can also be an instrument in teaching people the right
way.” (Core macotoni Niponno cotoba qeicono tameni tayorito naru nominaraiu, )oqi
michino fitoni voxiye cataru tayoritomo narubeqi mono nari). What this targeting of
non-Japanese readers meant for the circulation of this eatly Japanese translation
of the fables is an open question; in any case, the fables ultimately did reach a
Japanese readership.

The Jesuit edition of Aesop’s fables was followed by a number of so-called
kana-zoshi I FF- editions in the first half of the seventeenth century, that is,

? Sadamura Koto £ 3£ A, “Kawanabe Kyosai ‘Isoppu monogatari no uchi’ no seisakunen ni
tsuite: Isuraeru Gorudoman korekushon-z6 no jiyonzu kara wakaru koto” {H/#ilE7T (HHE
WREZMN) OFWEEIZOWT i A ZFT)V - TV R Y - aL 7 ¥ a VEO—MED 5557
% Z &, Kydsai: Kawanabe Kyosai kenfyiishi Berm © IHBERIFEEE 115 (2015), pp. 226-230.

* For this and more information treating the so-called Amakusa edition (Amakusa-bon) of 1593
and the 1659 illustrated Manji edition of early Japanese translations of Aesop’s fables, see
Michael Watson, “A Slave’s Wit: Farly Japanese Translations of the Life of Aesop,” Transactions of
the Asiatic Society of Japan (4" series) 20 (2006), pp. 1-22; and End6 Jun’ichi 3% & —, Hoyaku nishn
Isoho monogatari no gententeki feenkyii (seihen) FHER _FHAE CRYFE O FIAYTIZE (EM) (Tokyo:
Kazama Shobo, 1983), pp. 113—-470. On specifically the Jesuit edition, see also Pack Carnes,
““Hsopo no fabulas More Notes on Aesop in Sixteenth-Century Japan,” Reinardus 14 (2001),
pp. 99-113.

> Shima Shozo E51E =, Amakusa-bon Isoho monogatari nado no koto (hoteiban) KEFGHE R FH 2 &
DT & (#ET) (Tokyo: Bunka Shobo Hakubunsha, 1984), p. 1.

¢ Ibid., p. 2.
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early Edo books printed mostly in £ana, with limited use of &anji, targeting a
non-specialist readership. However, these Japanese editions did not derive directly
from the Jesuit translation. Rather, there seems to have been a Japanese proto-
Aesop (gen-Isoho monogatari 5. - & TRYIFE, assumed, 1580s) on which both the
Jesuit edition and the Japanese editions based themselves. There are telling dif-
ferences between the Jesuit translation and the Japanese popularizing editions,
the most glaring of which is that the Jesuit version is written in colloquial speech
(kdgotai 115EAE) and usually has an explicit moral (“xitagocoro,” shitagokoro T L) at
the end of a fable, while the kanazoshi (or so-called koknji EF-, that is, printed
with &ana and kanji) editions adhere to a literary style of Japanese (bungotai SCFFARK).
One assumption is that the £anazishi editions more faithfully follow the proto-
Aesop, which would have been written in &ana.” The best known of these edi-
tions, of which eleven different ones are extant, is what is presumably the last
one, published in 1659 (Manji J7ifi 2) by a certain [t6 San’emon i =11,
usually referred to as the Manji e-iri-bon Isoho monogatari J3IG#E AAGHE RYIE,
“Ilustrated Edition of Aesop’s Tales from the Manji Period.” It would be this
illustrated edition in particular that was to catch the attention of later Edo-period
readers, among them Shiba Kokan.

Since the fifteenth century, the Japanese had seen an increase in stories fea-
turing animals rather than people. These stories, often in the form of ozogi-zoshi
EMEF (“companion booklets”), songs, or comic plays, but also sometimes
Buddhist parables, are nowadays referred to as iruimono FJHY), “pieces about
other species.” These stories may have helped to pave the way for the success of
Aesop’s animal fables.

It is important to realize that roughly half of ESOPONO EABUILAS and Isobo
monggatari is indeed “the tale of Aesop,” rather than “tales by Aesop,” in the
sense that it deals with Aesop’s life. This was a standard feature of classical and
medieval European editions of Aesop’s fables. In this way, Japanese readers were
from the very first page confronted with a world outside Asia, filled with such
enigmatic place names as Hirija (Phrygia) and Toroya (Troy), or such curious
personal names as Shanto (Xanto).

How many readers interacted with Aesop is, as always, difficult to say. Back in
1978, Nakagawa Yoshio was quite sober about the possible success of the eatly
seventeenth-century editions: he believed that they were little read and that the
fables’ didactic form failed to reach an audience beyond a more elite readership.
This may have had to do with the niche position that &zrishitan (‘Christian,” that
is: European) texts occupied anyway.®* However, despite his activities in a near-
mythical Europe, the figure of Aesop may very well have been a recognizable

7 Koboti Ket'ichitd /MH:—HE, Lsoppu giwa: sono densha to hen'ys A >~ T8k © Z OIRAK L R
(Tokyo: Chuo Koéronsha, 1978), pp. 159-163.

8 Nakagawa Yoshio HJI1 75 8, “Kaidai” ##3, in Kokatsuji-ban Isoho nonogatari t7 i “FhiU e IRy ak
(Tokyo: Benseisha, 19706), pp. 235-253.
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character to Japanese readers of the early seventeenth century. As Komine
Kazuaki has pointed out, Aesop’s quick wit and subservient position resonated
with the image of the late medieval ozgisha T, or personal entertainer ot con-
versationalist to a daimyo, not unlike the legendary sixteenth-century rzkugo artist
Soroti Shinzaemon ¥ = FFT /- #1, who allegedly was an otggishi to the watlord
Toyotomi Hideyoshi £#F%7 (1537-1598). There are physical signs of reader
interaction with the fables: Aesop is described as exceedingly ugly; this seems to
have been a feature that some readers picked up on. The National Institute of Jap-
anese Literature owns a copy of the 1659 illustrated edition in which a reader has
consistently by hand in all illustrations added pock marks to Aesop’s face to under-
line his ugliness, for example in a scene in which he is seated before the pharaoh
of Egypt, who is visually rendered as a Chinese-style emperor (Figure 1)."

Late Edo Sightings of the Fables

After 1659, Aesop disappears from the Japanese radar, or so it seems, only to
resurface in 1872 with Watanabe On’s translation of Thomas James’ version of
the fables. This change appears to coincide with a drop, after the seventeenth
century, in the popularity of the kana-zoshi genre in general. However, there is
proof that belies such an apparent oversight of Aesop in the intervening two
centuries. Aesop was not totally unread in mid- to late Edo Japan.

The best proof of Aesop’s vitality throughout the early modern period is
probably a curiously little-studied printed edition by what is surely one of late
Edo’s better-known popular authors. The successful gesakn B 1F author Tamenaga
Shunsui #7k &K (1790-1844) reworked sixteen fables from the Aesopian rep-
ertoire in his E-iri kyokun chikamichi iz NS A E (var. iz AEFIITE, An
lustrated Shortcut to Moral Teaching) of 1844 (Tenpo Kk 15)." The book
came with illustrations by Utagawa Kuniteru #JI[[E# I, drawing under the
name of Sadashige HH (dates unknown, active 1818-1860), and was published
by the Edo-based publisher Chojiya Heibei T & VIt {# (dates unknown), who
in the 1830s had been co-publisher of Kyokutei Bakin’s HI55% (1767-1848)
immensely popular gesaknu seties Nans satomi hakkenden P66 5. 57 \KIE (Biogra-
phies of Eight Dogs, 1814—1842). Shunsui’s use of the fables raises the thorny
issue of how in the early nineteenth century one could get her or his hands on
kana-zoshi published some two centuries before, a point I will return to shortly.
Of course, there existed lending libraties (kashibon’ya BAE) that presumably

? Komine Kazuaki /N1, “Seiyo kara kita setsuwa: Isoppu to seijaden” VU2 & 72757 -
4V v T EBHAR, in Setsmwa no mori: tengn, ti0kn, 1996 no doke it DR - KM - T - I OEAL
(Tokyo: Taishukan Shoten, 1991), pp. 256—280.

1 Isoho monogatari FERMIFE 2.2 ([Place unknown:] [t6 San’emon =15 "], Manji 2/1659).
In the collections of the National Institute of Japanese Literature, call no. 7-4-985.

' Muto Sadao B, “Kaisetsu” f#i, in Lsoho monogatari: Manji e-iri-bon & ORWIFE: TR
#&AA (Tokyo: Iwanami Shoten, 2000), pp. 323-325.
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Figure 1. Left: Aesop before the Pharaoh of Egypt. Illustration from Isoho
monggatari FHERWEE 2.2, pub. 1t6 San’emon FE=4 ", Manji 2/1659.
(National Institute of Japanese Literature).
https:/doi.org/10.20730/200021086

Figure 1a. Upper right: Aesop before the Pharaoh of Egypt. Detail from
Figure 1. Note the added pockmarks on Aesop’s face.

Figure 1b. Lower right: Another copy of the same edition, showing the origi-
nally unmarked design. (National Diet Library).

https: /doi.org/10.11501/2532213

also dealt in old titles, but one has to wonder how great of a chance there was
that through such a channel one could read a two-hundred-year-old book that
may not have been that widely read in the first half of the seventeenth century
to begin with. Be that as it may, Shunsui obviously had access to a version of
Aesop’s fables. Among others, he selected a fable that resonated throughout the
Edo period (Figure 2):

The Parable of the Wolf and the Crane
Once, a wolf got a bone stuck in his throat, and while he was in pain a crane came
flying to him. “Why are you in such pain?” he asked. The wolf shed tears and
howled, “I have gotten a bone stuck in my throat, and it causes me great pain.


https://doi.org/10.20730/200021086 
https: //doi.org/10.11501/2532213
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Figure 2. The wolf and the crane. Illustration
by Utagawa Kuniteru #I[E## I, in Tamenaga
Shunsui 257k &I, E-iri kyikun chikamichi #5 X
G5 2025, pub. Chojiya Heibel T 7B -,
Tenpo 15/1844. From Muté Sadao BUEEHIT,
E-iri Isoho monogatari wo yomu % NGHE PRYEE %
#tlr, p. 81 (see note 12).

There is no one who can help me but you. So, please pull out this bone!” Thus he
begged, and the crane, feeling sorry for him, opened the wolf’s mouth and with
his long beak pulled out the bone, and saved the wolf’s life. The crane said to the
wolf, “From now on, we have a special bond and should be friends.” The wolf
scowled, “How much of a favor have you done me, to say something like that? I
was thinking of chewing off your head, but now I feel only sorty for you and am
inclined to let you go. Be thankful for that!” The crane was in shock and flew away.

If you do a bad person a good deed, it can happen that he turns on you. How-
ever, to do good by people is your duty to the Lord of Heaven.'?

12 E-iri kyokun chikamichi 5, in Mutd Sadao, E-iri isoho monagatari wo yomu 55 N E RWIEE % B ts
(Tokyo: Tokyodo Shuppan, 1997), pp. 81-82; and Muto, Iseho monogatari: Manji e-iri-bon (op. cit.),
pp- 210-212. This is a reworking of Isoho monggatari 2.16, for which see Kana-zoshi shi I 5 F-4,
vol. 90 of Nihon koten bungaku taikei H 78 HESL5K R, eds. Morita Takeshi R I, et al. (Iwanami
Shoten, 1965), pp. 407—408. “Parable” here translates Zatoe 72 £ .
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Shunsui adapted the seventeenth-century kana-30shi text to more contempo-
rary Japanese, omitting for example such early-Edo appellations as gohen #3 for
“you.” Intriguing are Utagawa Kuniteru’s anthropomorphic illustrations that fur-
nish the emblematic animals with human bodies, which are a deviation from the
more or less standardized iconography of the so-called zrwimwono illustrated tales.

Incidentally, further indication that the illustrated £ana-zoshi edition of 1659
did have an afterlife is provided by Lawrence E. Marceau’s identification of an
Edo-period illustrated scroll that goes by the descriptive name E-iri kansubon
Isoho monggatari K5 N AGHE PR (lustrated scroll of Aesop’s tales, ca. 1670).
The scroll contains scenes that undeniably trace back to illustrations of the Manji-
petiod illustrated kana-zishi edition of 1659.7

Based on references in his Honkyo gaihen R%5Vi (Outer Chapters of Our
Doctrine, 18006), a work that among others explores the Christian worldview
with references to Matteo Ricci’s (1552—1610) writings, there are strong indica-
tions that Hirata Atsutane “FHEJAL (1776-1843) a few decades eatlier had read
a Sinitic version of the fables. Presumably he picked them up through Matteo
Ricci’s Jiren shipian Wi N+ (Ten Chapters on Extraordinary Men, 1608), a col-
lection of dialogues between the Jesuit Ricci and nine of his literati friends, held
in the Chinese capital between 1595 and 1601, and published in early 1608. This
compilation work reflects an interest by contemporary literati in Christian views
on such issues as death, and was read in Japan as well, serving as an important
source of information for Hirata’s Honkyo gaihen."*

Such examples ultimately all trace back to the Jesuit legacy, especially that of
the Amakusa press. Yet, the European Aesopian legacy was emphatically not an
exclusively southern European affair.

Edo Confrontations with the Emblematic Aesopian World

From the mid-sixteenth century onwards, animal fables from the Aesopian
tradition increasingly reached European readers in the template of the em-
blem book. As a specific image-text combination, the emblem (Latin emblema)
has its origins in a work by the Paris-based lawyer Andrea Alciato (1492-1550),
who in 1531 published the first edition of his Emblematum liber (aka Emblemata,
“A book of emblems”). Alciato’s emblems may be thought of as highly intellectual

3 One eagetly awaits Lawrence Marceau’s forthcoming edition of this illustrated scroll (publi-
cation expected through Rinsen Shoten), on which he has given numerous lectures. See for ex-
ample, Lawrence E. Marceau, “Reconsidering the Isopo monogatari Scrolls,” unpublished confer-
ence presentation, Meiji University, October 23, 2015.

" Mut6 Sadao, “Kaisetsu,” in Isobo monggatari: Manji e-iri-bon (op. cit.), p. 340; Devine, Richatd,
“Hirata Atsutane and Christian Sources,” Monumenta Nipponica 36:1 (1981), pp. 37-54. On Jesuit
reworkings of Aesopian fables in China, see Sher-shiueh Li, “The Art of Misreading: An Anal-
ysis of the Jesuit Fables’ in Late Ming China,” in Luo Xuanmin and He Yuanjin, eds., Translating
China (Bristol: Multilingual Matters, 2009), pp. 71-94.
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association games, in which the central image (pictura), as a rule accompanied
by a heading (inscriptio, or motto), as well as an epigrammatic poem underneath
(the subscriptio), functioned as a coded visualization of the moral message of
the emblem as a whole. In Alciato’s template, the combination of woffo and
pictura presented an enigma, for which the epigrammatic subscriptio pointed
towards the solution. In the narrow, historical sense, an emblem is a specific
combination of epigram and image that has been rightly called one of the
most influential creations of the late Renaissance.”” The emblem quickly be-
came quite a hit with readers and the template for many other emblem books.
Between the mid-sixteenth century and the early eighteenth century, Europe
was awash with the emblem genre. Estimates calculate that over two thousand
titles, possibly representing over a million copies, of emblem books circulated
in Europe.'® While Alciato wrote in Latin, quite soon, already later in the six-
teenth century, Europe saw the rise of emblem books in vernacular languages.
Aesopian animal fables became staple fare for the vernacular version of the
genre. By the early eighteenth century, the emblem book had developed into
a widely used didactic format, one that also propagated explicitly Christian
values.

One highly attractive feature of the emblem was its use of images. Especially
in the Low Countries, production was abundant and the books came with cop-
per etchings of often unmatched quality. The pervasive presence of the em-
blem book and its high-quality images will have played a role in Dutch traders
bringing the emblem to Japan. The first attested recognition of the genre by a
Japanese that I can find is datable to 1779. In the second month of that year,
shogun Tokugawa Ieharu fiil)[|5if (1737-1786) received a translation of the
captions (subscriptiones) of a set of copper-plate etchings that the delegation of
the Dutch trading post at Dejima, Nagasaki, had presented him with on a pre-
vious occasion. The translator in question was the Edo-based Maeno Ryotaku
HIEF IR (1723-1803), a samurai scholar from the Fukuoka domain in Kyushu,
trained in medicine and above all in the budding field of Hollandology. He had
spent time in Nagasaki to learn Dutch and to gain first-hand knowledge of
Western sciences, especially medicine, an academic rite of passage known as a
‘Nagasaki study sojourn’ (Nagasaki yugakn FWifitz). He was so dedicated to his

5 Ashworth, William B., Jr., “Natural History and the Emblematic Wotldview,” in David C.
Lindberg and Robert S. Westman, eds., Reappraisals of the Scientific Revolution (Cambridge University
Press, 1990), pp. 303—333, esp. p. 310. See also Hessel Miedema, “The Term Enzblema in Alciati,”
Journal of the Warburg and Conrtanld Institutes 31 (1968), pp. 234-250.

1 Porteman, K., Inleiding tot de Nederlandse emblemataliteratunr [Introduction to Dutch Emblem
Literature] (Groningen: Wolters-Noordhoff, 1977), p. 7; Manning, John, The Emblens (London:
Reaktion Books, 2002), p. 16. Porteman refers to individual copies, not titles, when he mentions
numbers possibly “in the seven digits.” Estimates depend a great deal on what is, and is not,
included in the gente definition of an emblem book.
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Dutch studies that his lord supposed he “had gone Dutch” (ranka Hi1L)."” One
result was Ryotaku’s heavy involvement in the translation project that led to Kaita:
shinsho WA E (A New Book of Anatomy, 1774), which had appeared five
years eatlier and would become the first major landmark of Hollandology.'
Quite likely it was Ryotaku’s involvement in precisely this medical translation
project that had put him on the shogunal radar in 1779. It is assumed that shogunal
physician Katsuragawa Hosha #JIH i (1751-1809) had alerted the shogun to
Ryo6taku’s prowess in reading “the hotizontal script” (yokomoji HiSCF), that is,
the Dutch language.” What exactly triggered the shogunal command is not
quite clear; Ieharu’s reputation was one of a total lack of intellectual interests.”

Ryotaku was deeply unhappy with the shogun’s request. He felt not up to the
translation assignment, but one could not refuse such a command. His unhappi-
ness was more than simply the standard deprecation of one’s own talents. In this
case it is not difficult to imagine the agony that he must have felt. Ryotaku had
noticed that the etchings’ captions were not in Dutch, but in Latin. Dutch schol-
ars were trained in Dutch, and hardly knew the first thing about Latin. In the
introduction to the translation that he eventually did produce, Ryotaku elabo-
rated on the difficulties presented by Latin as a language:*

" Numata Jito, Western Learning: A Short History of the Study of Western Science in Early Modern
Japan (Tokyo: The Japan-Netherlands Institute, 1992), p. 82. Maeno seems to have agreed with
his daimyo Okudaira Masaka, as he later adopted Ranka as his pen name.

'8 For a treatment of the translation process of Kaitai shinsho, see e.g. Numata, Western Learning
(vs.), pp- 51-79; Goodman, Grant K., Japan: The Dutch Experience (London: Athlone, 1980),
pp. 82-85.

' Tortii Yumiko FHAEIET-, Maeno Ryotakan: shagai ichijitsu no gotoken TP BIR © AEE—H D T & <
(Kyoto: Shibunkaku Shuppan, 2015), p. 139.

? For negative assessments by both Japanese and Dutch contemporaties of Ieharu’s intellec-
tual, administrative, or other qualities, see Timon Screech, The Shogun’s Painted Culture: Fear and
Creativity in the Japanese States, 1760—1829 (Reaktion Books, 2000), p. 93.

! For text, see Seiyd gasan yakunbun ki VaHEBIEFCR [A Translation of Captions to Images
from the West|, in Maeno Ryotaku shiryoshi 7B FLJUEEHE, ed. Oita Kenritsu Sentetsu Shiryokan
KON SR, vol. 2 (Oita-ken Kyéiku linkai, 2009), pp. 70-71. This is a transcription of
the Seikado ##3% % (or Otsuki AH) manuscript in Maeno’s hand. Ryotaku wrote the “Introduc-
tion” (daigen =) to his manuscript in Sinitic (kanbun); for a Japanized’ (kakikudashi) version of
Ryotaku’s kanbun text, see Harada Hiroshi JEH# 5], “Maeno Ryotaku Sezyo gasan_yakubunks no
ratengo genten” Fi¥F R [V ] 0 F 7 » 385, (Osaka Daigakn Gengo Bunkabun,
Gengo Bunka Kenfeyiifea-hen) Gengo bunfka kenkyii (RO S7HCILED - SRESCLHIZERR) 7630
fF7E 26 (2000), pp. 152-153. Donald Keene also alludes to Ryotaku’s frustration over Latin;
Keene, Donald, The Japanese Discovery of Europe, 1720—1830 (Stanford University Press, 1969), p. 78.

For Seiyo gasan yakubunko generally, see also Harada Hiroshi “Maeno Ryotaku Seiyo gasan
yakubunko no ratengo genten,” pp. 149—178; Harada Hiroshi, “Maeno Ryotaku Seiyg gasan
yakubunkd no ratengo genten (hoi)” HIEF BN [FEFEEEFRCAR] © 7 7 » 3BE M (FiH), (Osaka
Daigakn Gengo Bunkabu, Gengo Bunka Kenkyiika-hen) Gengo bunka kenkyi (KWK 575 AL -
SR LIEgERNR) S5 SCEIEgE 27 (2001), pp. 255-259; Isozaki Yasuhiko B HEZ, Edo jidai no
ranga to ransho: kinsei nichiran hikaku bijutsushi (jokan) YL RO T & FE © o B EBEERT L
(%) (Tokyo: Yumani Shobo, 2004), pp. 366-367.
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Our Lord ordered me,” his servant, to translate the images with inscriptions
from the West. I respectfully looked through them and found that they were
made in France and that their texts make use of Latin. (I will explain about
‘France’” and ‘Latin’ below:)

Certainly, Latin is that from which the French language is derived. It is sophis-
ticated and concise, yet its meaning is profound. This is why even people from
France or Holland have no knowledge of it, unless they are learned men—not
to mention us in Nagasaki! I have yet to hear of someone who understands it
well. If [ read through a normal Dutch book and I come across passages in this
language, I always skip them because I cannot read them properly. Since there
is no one who really understands this, I can only make sense of Latin books
through Dutch translations and from time to time by this means I seek out their
meaning. But even as I resent this and study alone, I am unable to properly
probe its abstruseness.

Now one cannot refuse a command of one’s lord and so I made an effort to
inquire after glosses and at last search for the meaning, but it comes as from a
great distance and all of it is difficult to communicate.”

For all his laments Ryotaku managed to do quite a fair job. Given the circum-
stances, it is quite incredible that he got as much right as he did. He was aware
of the existence of a Latin school in Batavia, and in fact managed to consult
Latin dictionaries.”*

We know which text it was that the shogun ordered Ryotaku to translate. A
copy (although probably not the copy that Ryotaku had access to) is in the
Tokugawa Bijutsukan in Nagoya, labeled Orandajin sessha no zn FIHIFE AN
(Images of Dutchmen Slaughtering Living Beings). It is a book published two
centuries earlier by the Flemish Jan Van der Straet, who operated under his Lati-
nized name Stradanus (1523-1605). His Venationes: ferarum, avinm, piscium (Hunts:
Wild Beasts, Birds, and Fish, 1578) was reprinted several times and presumably
it was a later edition that the Dutch delegation offered as a gift to the shogun.
Given the success with Japanese audiences of European books with meticulous
copper etchings, we may assume that the copper etchings were a major motiva-
tion for the Dutch in offering this particular set.

For all his groaning, Ryotaku proved once again to be an admirable champion
of textual analysis. He was very accurate in his assessment of the category of
book to which Hunts: Wild Beasts, Birds, and Fish belonged:

2 Maeno Ryotaku refers to himself here by his propet name (7a 44), which was Yomisu . As
Harada Hiroshi points out, the manuscript mistakenly gives his name as Yorokobi . Harada,
“Maeno Ryotaku Seiyi gasan yakubunks no ratengo genten” (op. cit.), p. 152.

» Seiyo gasan yakubunko (op. cit.), p. 70.

# For the existence in Japan of Latin dictionaries, see Sezyd gasan yakubunkd, pp. 89-91; Harada
Hiroshi J& FH# 7], “Maeno Ryotaku no ratengo jiten to kinsei Nihon yunyt ratengogaku shoshi”
FIEF IR T 7 & GhfE & ettt H R A T 7 > GRS EFE, Nichiran gakkai kaishi B S35 261,
no. 48 (2001), pp. 37-59; Torii, Maeno Ryotaku: shogai ichijitsu no gotokn (op. cit.), pp. 143—144.
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I conclude that these pictures take their cue from parables and fables and the
like that were transmitted in Latin and made into images. Essentially these
things are aimed at children and youngsters and attempt to explain by them-
selves the words of the texts through pictures. Must its salient points therefore
be something minute right in front of one’s eyes? Of this type of picture from
over there, there are many.”

What is especially interesting is that Ryotaku claimed that there were many
texts from Europe that were firmly intertwined with images and which were
supposed to somehow “by themselves” convey meaning, The message of this
gift from the Dutch delegation, even if it may have been an unconscious one,
was that emblematic images were a pivotal medium of European culture. It was
also irritatingly clear to him that the proper way to decode these images was
“right in front of one’s eyes.” But, of course, you needed to know the key.
Maeno Ryotaku was well aware that this particular type of image-text relation-
ship had a name:

N
L iiasEARE TPk

In Latin these are called emblema (Jp. emuburema).”®

In other words, the Dutch had given the Shogun a book of emblems. At the end
of his translation of Van der Straet’s Hunts: Wild Beasts, Birds, and Fish, Ryotaku
explains in somewhat more detail what an ewblema is.

EHEIIIE BIAME=T AN %47 ) 2L I/ BRI A VN
[PV ARIVE] PE7FY RE=EA V= T3] IN=nEmi#r
[NV R] by =mEIR=EVa s RAEBIIEEALV b
Jar=v7F MmE/FFENmT T

‘Emblem’: This is what one calls it in French. If one translates it into Dutch, it
is called a “gznnebeeld (Jp. shinnebérudo). As 1 understand it, ‘3z’ is awareness, and
‘beeld 1s to put an outward form into an image. Thus, it is to give visible form to
an intention and [as such] it is a kind of silent poem.”’

Ryotaku accurately identified the Dutch copper prints as allegorical pictures
(griizn 72 IX) and assessed correctly that the Latin text accompanying these im-
ages had a didactic meaning.®® It is also clear that for Ryotaku, an ‘emblem’
hinged primarily, if not exclusively, on the image.

» Seiyg gasan yakunbunko (op. cit.), p. 71.

% Ibid.

7 Ibid., p. 88. This last designation, of emblems as a category (fagui ) of “silent poem” (usei
no shi W75 /7 7¥), taps into a rhetoric of long standing in China.

# Ibid., pp. 70-71.
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A Dutch Aesop in Kanagawa

One intriguing case is presented by the existence of hand-copied pages from
an early seventeenth-century Dutch reworking of a selection of Aesopian ani-
mal fables. Vorstelijeke warande der dieren (Royal Display of Animals, 1617) was the
product of an entrepreneurial publisher, Dirck Pietersz. Pers (1581-1659), and
the young poet and playwright Joost van den Vondel (1587-1679). Pers had
managed to get his hands on the copper etching plates of an earlier Flemish edi-
tion of a set of animal fables presented in the emblem template, which itself had
been grafted onto on an even earlier emblem book in French. One of the first
European books to combine animal fables and emblems was Les fables du trés-ancien
Esope (The Fables of the Very Ancient Aesop, 1542) published in Paris by the
humanist Gilles Corrozet and based on Latin, humanist reworkings of Aesopian
fables. This French book has the format that would become standard practice,
elaborating on the Alciato template: each fable occupies two facing pages. On
one page is an illustration with a caption on top and a subscriptio at the bottom,
on the other page is the fable itself, with the moral, creating the subgenre of
what has been called the ‘emblem fable.”

The Flemish artist Marcus Gheeraerts (ca. 1520—ca. 1590) used this French fable
book for his own De warachtighe fabulen der dieren (The Truthful Fables of the
Animals, 1567), published in Antwerp with his own copper etchings and with
texts by Eduard de Dene. The pictures by Gheeraerts proved an incredible suc-
cess. The Flemish painter and early art historian Karel van Mander (1548-1600)
wrote of Gheeraerts’ book: “When in the year 1566 the Arts were at an impasse,
he [Gheeraerts] made and etched the Book of Fables Esopi, which is a beautiful
thing and well executed.” Gheeraerts’ copper engravings were used again and
again with different accompanying texts, starting with the Esbatement moral des
animanx (Moral Entertainment by Animals, 1578). Eventually, the copper plates
made their way to the northern Netherlands. Importantly, Gheeraerts’ book for
the first time introduced a so-called ‘emblematic’ way of presenting (and read-
ing) fable literature in Dutch. The method was, of course, borrowed from
France, but it was new for a Flemish and Dutch public.

It was the complete set of Gheeraerts’ 118 copper etching plates that Pers got
hold of, and would expand to a total of 125. This was a new era, when publishers
began to play an important role in the literary field. They were the ones to start
book projects and attract authors to work out their ideas. Pers contracted Vondel

? Geirnaett, Dirk, and Paul J. Smith, “The Soutces of the Emblematic Fable Book De warachtige
Jabulen der dieren (1567),” in John Manning, Karel Porteman, and Marc van Vaeck, eds., The Emblem
Tradition in the Low Countries (Turnhout: Brepols, 1999), pp. 23—-38.

%0 Van Mander, Karel, Het Schilder-boeck (Haarlem, 1604), fol. 258a; Molkenboet, B. H., De jonge
Vondel (Amsterdam: Parnassus, 1950), p. 356. Pers quotes this passage in the introduction to his
1617 Warande der dieren.
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Figure 3. Donkey carrying nourishment (Spijsedraghende Ezel), emblem page with accom-
panying poem. Illustration by Marcus Gheeraerts, in Joost van den Vondel, Vorstelijcke
warande der dieren (Amsterdam: Sander Wybrantsz., 1682), p. 116. openlibrary.org.
https://archive.org/details /vorstelijckewaraOOvond /page /n245

for the publication of the Royal Display of Animalsin 1617, for which Vondel wrote
new texts for the independent facing pages that retold each fable in the form of a
page-long poem. This particular emblem book of Aesopian animal fables would
go through a number of reprints, especially in the eighteenth century (Figure 3).

Somehow, Vondel’s book with Gheeraerts’ etchings made its way to Japan. We
do not know when it reached Japan, nor which edition it was. An assumption—
but nothing more—is that a Dutch trader took a copy, or perhaps even loose
printed sheets from this book, with him to Japan when, in the eighteenth cen-
tury, Vondel’s Royal Display of Animals became popular again. In that case, there
would not be a particularly large time gap between the moment that the Dutch
original was brought to Japan and the moment that a Japanese samurai patrician
took notice of it.

A hand-copied set of six sheets (twelve pages) from the Roya/ Display of Animals
was made by order of Maeda Naotada HiHE /j (1748-1823), the sixth daimyo
in that line of the Kaga /Il domain, in 1791 (Kansei EE 3), eight years before
Maeno Ryotaku submitted his translations of the captions for Van der Straet’s
emblem series to the shogun. It now rests in the Maeda Tosanokami-ke Shiryokan
AT PR R in Kanazawa, but its existence was not made public until
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Figure 4. Donkey carrying nourishment (Spi-
jsedraghende Ezel). Hand-copied illustration
by Yata Shijoken ZHIPUANEF, text copied by
Yamaguchi Tamenori L2, after Joost van
den Vondel, Vorstelijeke warande der dieren. (Maeda
Tosanokami-ke Shiryokan).

Shinmura Tzuru FAS Hi (1876-1967) wrote about it in 1929.%" At the time, Shinmura
identified the pages as “pages from a Dutch Aesop” (ranbun Lsoho monogatari dankan
B SO PR EEITRE), but it is not certain that the Kaga samurai recognized the
animal fable emblems as explicitly Aesopian. It is a curious set, apparently an
attempt to create hand-produced facsimiles of pages from a printed European
book, in which, somewhat uncharacteristically for Japan, both sides of the paper
were used (more commonly one would use only one side of a sheet that was then
folded in two).

The Vondel edition gives the emblem proper (that is, motto/pictura/subscriptio)
under Arab numbering on the left-hand page, with Vondel’s accompanying
poem on the facing right-hand page under Roman numbering. Individual sheets

3 Shinmura Tzaru i, “Eimo ranbun kohan e-iri Isoho monogatari no dankan” SRR 3L
RS A R R O W, in Bibliophilia/Shomotsu no shumi FH) DR 4 (1929).
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contain the emblem proper on one side, whereas the reverse side of that same
page will show Vondel’s poem for the previous emblem, which is unconnected to
the image-text set on that same sheet of paper. An effort was made to reproduce
the Dutch octavo size, resulting in a decidedly unusual format for Japanese
books. The Kaga copy consists of the following six recto-verso sets: XVIII
[Wolf and sheep]/19 [Shepherd and idol]; L [Fox and grapes]/51 [Monkey and
cat]; LXI [Hedgehog and snake]/62 [Chameleon]; LXII [Chameleon]/63 [Bull
and ram|; LXXIII [Lion and traveler|/74 [Lion, donkey, and fox]; and CXV
[Tortoise and hare]/116 [Donkey catrying nourishment|. The Dutch printed
texts were hand-copied by one Yamaguchi Tamenori ILII1%5#, about whom
nothing is known. It has been suggested by Sugano Yo that he could have been
a rangakn scholar or a doctor trained in Western medicine.” The Gheeraerts’
copper etchings wete redrawn by hand by Yata Shijoken J<HIUMIEF (‘teal name’
Yata Hirotsura ZHIAE, or Rokurobei A< EB LT, 1718-1794), who had been the
senior house councilor (kari ) to the Maeda family and had trained in the
Hasegawa £4+J1| school of painting (Figure 4).%

Perhaps on occasion only separate sheets of Dutch books reached Japan. The
Kaga copy of the Roya/ Display of Animals would suggest that, in Europe, it was
standard practice to go to a bookseller, choose the best quality sheets available
and have the total bound as a complete set. In other words, books were not sold
as bound copies, but as loose sheets that were bound after the sale.’* This prac-
tice resulted in left-over sheets at the book sellers” workplace. It is indeed very
possible that someone bought such left-overs for sale in Japan. If that were the
case, it would help explain why the set ordered by the Maeda lord of the Kaga
domain is such a disconnected collection: we would be dealing with hand-drawn
copies of six loose sheets, possibly originally printed together on a single larger
sheet (as part of a quire), not a selection made from a bound copy.

Kokan, Tairo, Saisuke

Sugano Y6 has speculated that either the Kaga copy or the original Roya/ Display
of Animals may have been seen outside the Kaga domain, specifically by the
painter, science popularizer, and fringe Hollandologist Shiba Kokan, but speculates

32 Sugano Yo, “Kansei san-nen ni mosha sareta ransho dobutsu giiwashi no dobanga” % EL=4F.
VBE S NI E Y S S S O SN, Yamato bunka RFILAL 77 (1986), p. 15.

3 On the Kanagawa copy of Warande der dieren, see Shinmura Izuru, “Eimo ranbun kohan e-iti
Isoho monogatari no dankan” (op. cit.), pp. 1-18; Sugano Y6 &%, “Shiba Kokan to Isoho
monogatari” FISTLE & Gt IRYIFE, Rangaku Shiryi Kenkyiikai kenkyi hokokn W EFHITES
WF7eHRE 308 (1976), pp. 1-12; Sugano Y6, “Edo-ki denrai no bijutsu kankei ransho nishu (ge)”
TR HHEAR D A BRI E A (), Kobijutsu 5341 54 (1977), pp. 78-86; Sugano Yo, “Kansei
san-nen ni mosha sareta ransho dobutsu gawasht no dobanga” (op. cit.), pp. 13-27.

* Gaskell, Philip, A New Introduction to Bibliography (Oxford: Clarendon Press, 1972), pp. 146~
147.
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that /f that was the case, one would have to wonder whether he would have recog-
nized the emblems as explicitly Aesopian, or indeed been able to truly understand
Vondel’s poems.” It is nonetheless certain that by the eatly nineteenth century
Kokan had developed a special interest in Aesopian fable literature from Europe.

That Kokan may indeed have seen the original Roya/ Display of Animals is not
impossible. As Katsumori Noriko points out, the painter Ishikawa Tairo £ )11 KR
(1762°—1817) had a great interest in European books, and among these his spe-
cial predilection was for Dutch emblem books.™ Several respected amateur
painters with a samurai background had since the later eighteenth century devel-
oped a keen interest in producing “Dutch paintings” (ranga Hili).”” Two such
artists were the brothers Ishikawa Tairo and Moko #hifm (17637—1828?), mem-
bers of a batamoto JEA family. Tairo had first studied with the Kano school, but
then turned to European book illustrations and copper etchings. These illustra-
tions in European books became the major source for the two brothers’ “Dutch
paintings.” One of Taird’s paintings of a lion, signed “Tafelberg,”® is unmistak-
ably copied from Vondel’s Roya/ Display of Animals.”® Emblem fable no. 10, “The
Lion and the Mouse,” comes with a copper etching by Marcus Gheeraerts that
depicts a roaring lion caught in a net, about to be freed by a mouse. Tairo mir-
rored the lion and removed the net (and got rid of the mouse), but otherwise his
animal is the spitting image of Gheeraerts’ version. It is less likely that someone
had also imported the Antwerp 1567 edition of The Truthful Fables of the Animals,
in addition to the 1617 edition (or eatly eighteenth-century reprint) of Vondel’s
Royal Display of Animals with the very same illustration. Taird’s model lion is not
included in the Kaga copy, so it may well be that the entire Dutch edition (or yet
a separate unbound sheet) was imported to Japan as well. Incidentally, we know
that Tairo was in possession of a French edition of Aesop’s fables as well, which
presumably came with illustrations.* Be that as it may, the point is that a version
of Royal Display of Animals circulated in Japan, outside the Kaga domain. This
means that Kokan, too, may have had access to a copy of Royal Display of Animals,
as he moved in the same circles as did Tairo.

 Sugano, “Kansei san-nen ni mosha sareta ransho dobutsu gawasht no dobanga” (op. cit.), p. 15.

36 Katsumori Notiko BT, Kinsei ikoku shumi bijutsu no shiteki fenkys 752 EERIRSEAT D
SERYITSE (Kyoto: Rinsen Shoten, 2011), pp. 118-119.

7 See e.g. Hiroko Johnson, Western Influences on Japanese Art: The Akita Ranga Art School and
Foreign Books (Amsterdam: Hotei Publishing, 2005).

3 Tair6, whose art name literally translates as “Big Wave,” styled himself “Tafelberg,” after
Table Mountain on South Aftrica’s cape, then a Dutch trading post, a mountain that in Sino-
Japanese was called Tairdzan KiRIl, or “Mount Big Wave.” His younger brother M6ko, who
also painted in the Dutch style, termed himself “Leeuwenberg” (Mount Lion), after the adjacent
mountain on the South Africa cape. For Tair6 in general, see Screech, The Shogun’s Painted Culture
(op. cit.), p. 46; Katsumori, Kinsei ikoku shumi bijutsu no shiteki kenkysi (op. cit.), pp. 87-207.

3 “Shishi no zu” #ili+ . In the collections of Kobe Shiritsu Hakubutsukan = il 21 fE. See
Katsumori, Kinsei ikoku shumi bijutsu no shiteki kenkyi (op. cit.), p. 48, ill. 2-3, ill. 12.

* Sugano, “Edo-ki dentai no bijutsu kankei ransho nishu (ge)” (op. cit.), p. 84.
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For Tairo, an important point of access to European book illustrations and
copper etchings was his association with Yamamura Saisuke LA ZFB) (1770—
1807), a rising star at the Shirand6 Z % academy of Hollandology in Edo."!
From a young age, Saisuke, a samurai from the Tsuchiura 1:{fii domain, had been
interested in geography. Through his maternal uncle Ichikawa Kansai 7 %77
(1749-1820), a Confucian scholar with a special interest in Sinitic poetry who
had instructed him in Chinese studies, he was introduced in 1789 to the re-
nowned Hollandologist Otsuki Gentaku AR (1757-1827) at the latter’s
newly established rangaku Shirando academy in Edo. Otsuki in turn initiated
Saisuke into the world of Hollandology and specifically the study of world ge-
ography. Saisuke turned out to be a prodigious student, and earned the nickname
of being one of “the four heavenly kings” (shitenno VUKL, i.e. outstanding schol-
ars) of Gentaku’s academy. His status within the Shirando group is underscored
by one of the trappings of its academic community-building events. Ever since
late 1794 (Kansei 6), the Shirando academy had celebrated “Dutch New Year”
(Oranda shogatsn 3 5 A7TZ1EH) on the first day of the solar calendar (January 1st).
For a number of these celebrations, tongue-in-cheek “analogy ranking-lists” (wztate
banzuke) were made that listed participants in the form of a playbill, etc. On the
“Dutch scholarts’ sumi wrestlers’ ranking list” (rangakusha sumé mitate banzuke W5
FHEE L7 ) made for the Shirando’s “Dutch New Year” gathering of January 1,
1799 (Kansei 10, 1798), Saisuke is listed among the principal participants as sekiwake
Bl (runner-up champion) for the west side. Listed as one of the maegashira i3
(Junior wrestler) for the same west side is Shiba Kokan.*

Among other texts, Saisuke compiled a fascinating but largely overlooked text-
book that resulted from communal readings in the Shirando academy, the Seiyo
zakki VHEEHERL (Miscellaneous Notes on the West, 1801). It is a repository of
information on ancient European history and world geography that reflects
the collective knowledge of this Hollandology academy. Saisuke’s work on
Miscellaneous Notes on the West and its 1804 sequel reflects both an acute awareness
of the emblem genre and a foundational knowledge of Aesop’s fables. His entry
“How Western pictures contain analogies” remarks that:

" Katsumoti, Kinsei tkoku shumi bijutsu no shiteki kenfeyr (op. cit.), pp. 145-184.

*> The Shirand6 academy started celebrating “Dutch New Year” on Kansei 6 (1794).11 (intet-
calary).11 (January 1, 1795). Gentaku quite likely picked up this habit from the Nagasaki inter-
preter Yoshio Kogya # HERF- (1724-1800), whose 1785 New Year’s banquet he had attended in
Nagasaki. Some forty-four celebrations are known. For an elaborate analysis of the first celebra-
tion, see Reinier H. Hesselink, “A Dutch New Year at the Shirando Academy: 1 January 1795,”
Monumenta Nipponica 50:2 (1995), pp. 189-234. For Yamamura Saisuke as #ishi no sekiwake and
Shiba Kokan as sixth maegashira for the same west side, see e.g. the copy of the sumi mitate banznke
collected by Matsudaira Naritami #3477 & (1814-1891) in volume 10 of his 17-volume scrap-
book Geikai yoha Zif5%1%. 1n the collections of Waseda University Library (call. no. 705 016406).
The mock bill was designed by gesakn author and amateur Hollandologist Morishima Churyo
AT R (17547-1810).
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Western pictures are extremely exact and their utmost precision is well known
to the world. Very often they create analogies in their pictures. For example, at
the head of a book they draw a picture of the author; to the side they depict an
“engel” |angel] (a heavenly creature with wings). The image of the angel playing
a flute is as if you can hear from afar the sound of the flute played by this angel
flying far-off, and implies that one can hear from afar the worth of the author’s
voice.¥

Here, Saisuke puts the finger on a phenomenon that earlier Morishima Churyo
had identified as well: that a great number of European pictures were not ‘real-
istic,” but in fact culturally coded, symbolic images that required an understand-
ing of a European worldview in order to decode them. The example he refers to
involves winged creatures. He knew well that an author’s portrait above which
hovered putti indicated the eminence of the person depicted.*

In 1804, Saisuke compiled a sequel (“Part 27, or niben —-if) to Miscellaneous
Notes on the West. This sequel exists only in a single manuscript copy and has
never been made available in any textual edition. In its first volume, Saisuke has
written up an entry that deals with the figure of Aesop, mentioning how he is
known for his fables:

Abont Aesop’ Fables”™

There is a book in three volumes called Aesops Fables (Isoho monogatari). This is a
translation of what originally was a Western book; it is not known who wrote it.

# “Seiyo zuga ni hiyu wo mokuru setsu” P4 X# (2R % 7% < A, in Seiyd akki 19 EFEHERD
(Nihonbashi Kitajikkendana, Bun’enkaku, 1848), Vol 2, pp. 26/—28v. This hanpon edition of
Yamamura Saisuke’s 1801 manu%crlpt is accesmble through Waseda University’s library website:

“ One example of such an author S portralt that was well known to rangakn scholars of the
time was a portrait of the physician Lorenz Heister (1683—1758) on the frontispiece of his
Heelkundige onderwyzingen (Medical Instructions, trans. 1776; original Chirurgie, 1718). Interest-
ingly the frontispiece also features a cartouche with the portrait of the Dutch translator and
editor, the physician Hendrik Ulhoorn (ca. 1692—1746). Heister’s and Ulhoorn’s portraits, in-
cluding the angels, were copied by Maki Bokusen &l (1775-1824) in a copper etching for
the frontispiece (fobira-e BEAZ) of the Japanese translation of Heistet’s book, Yika seisen ukai
B FHRG 2 X%, by Shirand6 scholar Koshimura Tokuki # &2k (1784—1826). See Hashimoto
Hiroko A E T, “Kitayama Kangan-hitsu ‘Heisteru-z6’ wo megutte” JLILFERLZE (AN A ATV
%) % <o T, Bijutsushi FM L 60:2 (2011), pp. 246-262, esp. p. 247 (ill. 2). In 1788, Shiba
Kokan painted a portrait of his Nagasaki host Yoshio Kégya & #EFF- (1724-1800) with putti
above his head, actively applying his knowledge of this particular instance of European ico-
nography.

# “Isoho monogatari no setsu” FHERYWFEO, in Seyo zakki niben VIFHHERL M, vol. 1,
pp- 3—6» (unnumbered pages). This Part Two was never printed. The only copy of volume 1 that
T know of is in the collection of the Seikado Bunko % % 3CJ#, Tokyo (call no.: hako 97, ka 25 ki),
containing volumes 1 and 2. Ayusawa Shintaré mentions that only two manuscript copies of Seiyo
akki niben exist; Ayusawa Shintard 85FUS KR, Yamanmmra Saisuke 11155 F B (Tokyo: Yoshikawa
Kobunkan, 1959), pp. 107-108. Kagoshima University’s Tamasato Bunko ¥ (& has a copy
that contains volumes 2 through 4 (call. no. fen-no-bu 181-1181).


http://archive.wul.waseda.ac.jp/kosho/bunko08/bunko08_c0309/ 
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At the end [of the book], it says that it was published in the third year of Manji
[1660].* However, [the original] must have been written much earlier than that.
Aesop (Jp. Isoho) was a person born in a village called Awonia in Troy in the
land of Phrygia. No one in the world was uglier than he, yet his wisdom was un-
challenged. Then war broke out and his village was invaded by soldiers and he
was taken captive and sold to a man called Xans [Xanctus] in the place Athens
(Jp. Araerusu).*” [The book] records how he stayed in Xanto’s household and
later travelled to such countries as Egypt, Babylonia, and Greece (Jp. Gereshia), an
account of his life, and several tens of his didactic fables. This reminds me that
there is a short biography of Esgpe in Buys’ Complete Book of Scholarship and
Arts.*® “BEsope” is in fact Aesop. (In the West, people are known by different
names depending on the country. For example, someone who in France is
called ‘Lowzs’ is called ‘Ludovicns’ in Latin and ‘Lodewij&’ in Dutch.)
His ugliness is also described in the Fables of Aesop, as well as the fact that he was
a person from Amorio in the land of Phrygié.** (Phrygiéis another name for Phrygia; see
below for details. .Anorio is another name for Amonia.) This reminds me that Matteo
Ricci states: “Esope was an enlightened man from the past who unhappily was cut
off from his homeland, taken prisoner, and enslaved in the house of Xanto.”
Also, [the story that] when this Xanfo came upon his [ugly] countenance, he ended
up buying his ready wit, is also the same as in Aesop’s Fables (Isoho monogatari).”
However, none of the three books [of the Japanese Isobo monogatari] mention
where he came from,** nor is he mentioned in The Complete History of the West (Jp.
Seiyi zenshi VAEEAZH). 1f you check this in an atlas, Phrygia and Phrygié are called
Phrygién (Jp. Fureijiin) in Dutch. (In Chinese this is Hiriga JEHHE [Ch. Feiliya].) This

% Saisuke must be referring to the so-called “illustrated Manji edition” (anji e-iri-bon) of 1659

(Manji 2).

7 Isoho monogatari (1.1) states that Aesop was first sold to “a man called Arishitesu in Ateeresu”
(a corruption of “Athens”; Yamamura Saisuke gives “Araerusu”). Xanto (Jp. Shan|to]) is some-
one who visits the household, interrogates Aesop, and ends up buying him. Isoho monogatari, in
vol. 90 of Nihon koten bungaku taikei (op. cit.), pp. 361-363 (see note 12).

* Saisuke refers to Egbert Buys (°~1769), Gakuge: zensho #3543 (The Complete Book of
Scholarship and Arts), that is, the ten-volume encyclopedia Niezw en volkomen woordenboek van konsten
en wetenschappen (New and Complete Dictionary of the Arts and Sciences, 1769-1778). For the
entry “Esopus,” see volume 3 (1771), pp. 705-7006.

* Here, Saisuke is following the Dutch text in Buys’ New and Complete Dictionary of the Arts and
Sciences.

0 B AP 78 L A S A T e 2 12 5 05 Tk BBERSZ R & . Saisuke quotes in Chinese
from a text by, or ascribed to, Matteo Ricci (Jp. Ri Mato, Ch. Li Madou FIH#§#, 1552-1610), pre-
sumably his [iren shipian (Ten Stories of Extraordinary Men, 1608), which contains references to
Aesop’s fables; see above.

> Saisuke writes that Xanto “bought [Aesop’s] tongue” (shita wo kan & % H %), which I take to
be an elliptical way of saying that Xanto was intrigued by Aesop’s wit, which in turn was the main
reason for procuring Aesop as his slave.

32 This is an odd statement. The very first story in Isoho monogatari opens by emphatically placing
Aesop’s origins in Phrygia.

>3 Saisuke had read a Sesyo zenshi T4 (Complete History of the West) by “the Dutchman
Gottfried” (Oranda goddoriide). This is the Dutch translation of Historische chronica (Historical
Chronicle, 1660) by the German Johan Ludwig Gottfried.
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is the name of a country from the past; it lies in Asia Minor. This region is divided
into two parts, Great and Little. These days, Great Phrygzé is called G*** (Jp.
Zeruman), and Little Phrygi¢ is called S¥** (Jp. Sarnkynmu).** In the past, in this re-
gion there was a celebrated castle town called Trgy. This was Priam’s royal capital.

Howevert, since the time of the 1870 year since the creation of the West (this
coincides with [unidentifiable character| of the mizunoto-boar year, the first year
of the reign of King Kang of the Zhou in China™), they sent soldiers from
Greece (Jp. Gereshia) and laid siege to it for ten years, and eventually took the
castle town of Troy and destroyed it completely. Later, the great king Alexander
united all countries and as Troy had been a famous castle town since antiquity,
he ordered to have it rebuilt. This battle of Trgy is most famous in the world; in
several books from the West there are a great number of records saying “before
the battle of Trgy” and “after the battle.”

Also, this Azeerusu where Aesop was held captive is also known by the name
Ateenen (Athens) or Atona HAEH (Ch. Yadena™®) which lies in Greece. If you
consider all these points taken together, then we can assume that Aesop was
someone [living] at the time of the battle for Trgy, and that when Trgy was de-
stroyed, he was taken captive and imprisoned in Azhens.

So, were these Fables something recorded by dictation from a Portuguese
during the foundation of our country [that is, at the beginning of Tokugawa
rule], or can it be that they were translated into our language by someone from
that country who had been living in our country for a long time?

In the Fables there is a story of how two samurai tell Aesop about a dream. One
says that in his dream he went up to heaven; the other tells how he went down
to inferno (Jp. inheruno).”” “Inferno” is a Portuguese word and means “hell.” In
Latin it is suferna (Jp. inheruna); in Dutch it is be/ (Jp. beru). This may serve as
proof [that Aesop’s fables reached Japan through Portuguese, not Dutch].

Also, in Dutch, fables (Jp. hiyu gigen E5i 8 S) are called fabel, if you look up
“fabel” in the dictionary compiled by Halma, you can see that it says that the
Jabels by Esope were translated by a Phaedrus (someone’s name);™ this goes to

1 have not yet been able to identify geruman and sarukynmn. The names might be a distortion
of respectively Gordium (Phrygia’s capital) and Sakarya [River].

% King Kang (Kang wang € F) was a mythical ruler of the Zhou dynasty, supposedly reigning
1020-996 BCE.

5 This transctiption of the place name Athens appears in Matteo Ricci’s Jiren shipian, as does its
vatiant Yadena H153iJ. Compare Li, “The Art of Misreading: An Analysis of the Jesuit ‘Fables’ in
Late Ming China” (op. cit.), p. 76.

7 Yamamura Saisuke is referring to story 1.16 in Lsoho monogatari, which indeed gives “inberuns”
5 A% (in opposition to enchs K, “[coutt, or kingdom, of] heaven™). See Isoho monogatari 1.16,
in vol. 90 of Nihon koten bungakn taikei (op. cit.), p. 384. One wonders whether seventeenth-century
Japanese readers would have readily understood this term. Saisuke also provides the entire text
of Isobo monogatari 1.16 at the end of his section on Aesop.

% Indeed, both Francois Halma’s Dutch-French dictionary and the Japanese ‘Haruma’ based on
it give the example sentence, under the entry “Fabe/”: “The fables of Aesop were translated by
Phaedrus (Du. Fedrus)” (Jp. esapyusu no toraetarn shosetsumono wa hederyusu ga yakn-seri 2.0 — ¥ 2. A D
T2 B/ NI ENT ) 2 AERE D). See Francois Halma, Woordenboek der Nederduitscheen
Fransche taalen, 2** edn. (Amsterdam: W. van de Water, 1729), p. 710.
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show that they have a good reputation in that country. (I have heard that a few
years ago a Dutchman brought with him a biography of Aesop that was printed
in the West. Someone got hold of it and said that all the images in the book
were the same as recorded in Isobo monogatari. Where this book is now, I do not
know.)

In a headnote, Yamamura Saisuke gives the complete text of Isobo mwonogatar:
1.16, “How Aesop and two samurai discuss dreams” (Isobo to ninin no saburai
yume-monggatari no koto \N 3 & Z NOREWEROE).

Among other things, this entry makes clear that within Hollandologists’ circles
in Edo, not only were some of the early seventeenth-century kana-zoshi editions
somehow available, but that these scholars fully realized that these Japanese
translations were based on a ‘Portuguese’ version that likely predated the Dutch
presence in Japan. In the case of scholars, academies constructed libraries of
some form and such collections provided not only access to, but also awareness
of, older texts.”” Aesop’s tales, also in their eatly seventeenth-century Japanese
incarnation as popular literature, were recognized to be a link between ‘Dutch’
knowledge and the access to European culture provided two centuries previ-
ously by Portuguese traders and the Jesuits. This was an insight shared by the so-
called “Dutch interpreters” (Oranda tsuji BB FE#FT) in Nagasaki. The interpret-
ers, whose primary function was to facilitate and help control interactions with
the Dutch trading post on Dejima, came to represent an important knowledge
hub for the different subfields of Hollandology; Nagasaki provided an essential
training ground for anyone serious about ‘Dutch studies” When in 1799 the Mito
scholar Tachihara Suiken VZJ5#2#} (1744-1823) had a chance to debrief the inter-
preter Narabayashi Jubei MK HE fLf# (1750-1801) on all sorts of information
pertaining to Europe, he noted, ““The book Aesop’s Fables (Isoho monogatari) is the
Japanese translation of a book from the past called Esop: (Jp. Isowobisu). 1t is an
old book.”®

The observation that Aesop’s fables represented a very early presence of
European literature in Japan was echoed by Shiba Kokan. In his Shunpari hikki
FEEL (Shunpard’s Jottings) of 1811, Kokan related how several years eart-
lier he had come across a copy of Aesop’s fables in the library of the lord of the
Kisha #JH (aka Kii #f) domain. Presumably the daimyo in question was
Tokugawa Harutomi f8JI[{G5 (1771-1853), the tenth lord of the Kisha domain
during the period 1789-1824, who enjoyed a wide reputation for his interests in

%9 Kornicki, Petet, The Book in Japan: A Cultural History from the Beginnings to the Nineteenth Century
(Leiden: Brill, 1998), p. 389. The size of such very specialized libraries is difficult to ascertain.
For example, when it comes to books in Dutch, the Mitsukuri, a family of Western scholars, by
1866 appears to have had collected no more than fifty titles. Kornicki, The Book in Japan, p. 303.

O A VREDONTN EREIE BA VI RAEDFONMR Y . HER Y. Narabayashi zatsuwa
MEMHERR, in Kaihyo sosho 1325555, vol. 2, in Nanban kiomé shirye ¥ #ALEFEL, vol. 1, ed. Shinmura
Lzuru FAS H (Kyoto: Kaseikaku, 1930), p. 32.
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scholarship and painting, In the same Shunpard’ Jottings, Kokan notes that he was
invited to lecture to this lord on astronomy, presumably at the daimyo’s resi-
dence in Edo, which is where he must have seen Aesop’s fables.”’ His renown as
a popularizer of Western knowledge, including astronomy, a field in which he
had published a number of books, will have brought him to Harutomi’s atten-
tion. Besides this, there was a family connection tying Kokan to this particular
domain; one of Kokan’s forefathers came from Kisha.®?

The encounter with this early version of Aesop’s fables made a lasting impres-
sion on Kokan, and would have a major impact on his ideas about the applica-
bility in Japan of European didactic techniques and the echoes between Western
and Japanese morality.

Aesop’s Fables (Isobo monogatari) is the translation of a Western book. The original
is [in the library| of the lord of the Kisht domain. I had a look at it myself: all
[the stories in it] use analogies to teach morality. Here I will give one or two ex-
amples.”’

Kokan proceeds to recount respectively the fable of the wolf and the crane
(Isoho monogatari 2.16), the fable of the monkey and the man (2.39), and the fable
of the preaching bird (3.31). Then he remarks, “This book is two hundred years
old and it is all written in ana [=the Japanese syllabic script],” which strongly
suggests he was looking at the kana-zoshi edition. After a digression, of the
kind rather typical for him, which deals with the differences between the lan-
guage of the eatly seventeenth century and that of late Edo, especially in forms of
address, Kokan considers the nature of the European original of the Aesopian
fables.

This book is a Western book; [its gente] is called gznnebeeld (Jp. shinnebérn > > A
~N—)l, or emblem), that is, an analogy. It contains words that nowadays are dif-
ficult to understand for someone studying Dutch books. But we must realize
that two hundred years ago there [already| were people occupied with Western
Studies.

Animal Fables in a Japanese Emblem Book

Like Maeno Ryotaku before him, Kokan used the Dutch term gznnebeeld, the
seventeenth- and eighteenth-century Dutch term for emblem. Kokan had hit

U Shunpard hifeki FWEHEEERD, in Asakura Haruhiko ¥1816Z et al., eds., Shiba Kikan genshii 715
VLA (Tokyo: Yasaka Shobé, 1992-1994), vol. 2, p. 94. See also Calvin L. French, Shiba
Kokan: Artist, Innovator and Pioneer in the Westernization of Japan (New York: Weatherhill, 1974),
pp. 142—143. This particular copy of Aesop’s fables in the collection of the Kii domain has yet
to be identified.

% This was why Shiba styled himself ‘K6-Kan’ VL, after the two main rivers of that domain.
See Shunparo hikki, in Shiba Kokan zenshi (op. cit.),vol. 2, pp. 50-51.

 For this and the following quotations, see Shunpard hikki, ibid., vol. 2, pp. 90-91.
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upon the notion of emblem minimally as early as 1798, when he wrote his
Oranda zokmwa 3 5 A T2 (Anecdotes about Holland).** And like Ryotaku, he
did see a pivotal role for images that through analogy helped to convey a moral
message. Nevertheless, Aesop’s fables struck him immediately as ‘emblematic,
or a form of ginnebeeld. That is to say, the emblematic was not exclusively visual.
The combination of animal fables and their apparent connection with culturally
coded images will have helped late-Edo Japanese to some extent to merge the
concept of the European emblematic image and the moral analogies provided
by Aesop’s stories into the idea of gznnebeeld as analogy (Jp. hiyu, tatoe), with usu-
ally a visual element,” and to understand this as a dominant template in Euro-
pean discourse.

Around that same year 1811, when Kokan was reminiscing about his encoun-
ter with Aesop’s fables in the library of the daimyo of Kii, he painted a 132cm-
long hanging scroll depicting a traveler, quoting the fable of the preaching bird
from the early seventeenth-century Isoho mongatari (3.31) that he had also invoked
in his Shunpard’s Jottings.*® Assuming that this scroll, like just about any other
painting that Kokan executed, was intended for sale, it goes to show that Kokan
was busy pushing his interests in Aesopian fables beyond a merely private fasci-
nation and was intent on extending the moral message-system Aesopian fables
represented to help it reach a broader audience.

A long-time prolific publicist, by 1810 Kokan had given up on commercial
publication projects, deeming his Japanese readers too lethargic to bother with:
“We Japanese do not like to investigate things.”®” He did not stop writing, how-
evet, but rather decided to no longer publish. Nonetheless, Aesop’s fables even-
tually seduced him into reconsidering this position. While he seems to have been
sharing his enthusiasm for Aesopian-style morality with his direct patrons in the
later Bunka 31t period (1804-1818), Kokan embatrked upon a book project
that would become the active application in a Japanese context of his under-
standing of the dynamics of the European emblem, and the appeal of the Ae-
sopian fable. At some point in the early 1810s, he began to collect, write, and edit
an anthology of moral anecdotes culled from ancient Chinese sources as well as
from the Aesopian tradition, and augmented these with fables of his own mak-
ing, all of which he completed by the seventh month of 1814 (Bunka 11). This

“ Oranda oknwa 3 5 A TR, in Shiba Kokan zenshi (op. cit.), vol. 3, pp. 122-123.

6 “Many [emblems] clatify [their message] through images.” (okn wa gazu wo motte satosashimn
% {ONEI % DLUCBES L ). In other words, not a// ‘emblems’ do so. Ibid., p. 122.

5 “Tsoho monogatari iwakn” FFERYWFEE (ca. 1811 [Bunka 8]). Private collection. See Naruse
Fujio B ZHE, Shiba Kokan: shogai to gagyo (sakubin hen) TRV © A L W3 (PEaR) (Yasaka
Shoba, 1995), p. 303, no. 258. The kakemono #W) quotes Lsoho monogatari 3.31, “A bird preaching
to man’” (fori, hito ni kyoke wo suru koto).

7 Waga Nibon no hito, kyiiri wo konomazn DHHARD N, FeILE U £ 5. Shunpar hikki, in Shiba
Kokan zenshii (op. cit.), vol. 2, p. 38.
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was a manuscript that he carefully prepared for a return to the commercial print
market.

In an undated letter, probably written somewhere between late 1812 and early
1814, and presumably addressed to one of his favorite correspondents, Yamaryo
(var. Yamane) Shume (var. Kazuma) II5HE 5§ (aka Toshimasa #/5, 1756-1823),
Kokan discusses his publication plans for the manuscript of what would be-
come his Kunmo gakaishn N 5 T i £ (A Primer Explained with Pictures). This
work is an illustrated collection of moral tales, many of them involving animals,
in which Kokan provides a broad array of didactic messages. In his letter, Kokan
hints at one of the salient features of his manuscript: that all tales are given in
two versions, one in Sinitic, and one in Japanese. Basically, of such doubling in
A Primer Explained with Pictures there exist two varieties. In one type of doubling,
as hinted in the letter, the Japanese (or ‘kana’) version recaps the kanbun text; oc-
casionally, Kokan will add an explicit moral in Japanese. In a variant of this,
Kokan’s Japanese text is rather a commentary on, or at times even a reflection
inspired by, the Sinitic text. For example, in reaction to the Sinitic “In Huainanzi
it says: In the forest one should not sell brushwood; on the lake one should not
vend fish. These are places where there is enough already,” the Japanese text fan-
tasizes about a more active Japanese policy for international trade: “For our Jap-
anese rice there are no routes to other countries. If we loaded it onto big ships
and sold it to China, India, and Holland, we could make a fortune. The things we
would bring back from those countries would be sugar, drugs, and the rest, all
things absent in our own country. Japanese rice is the best in the world.”*®

In the undated letter Kokan makes suitable use of this trove of didacticism
that he was putting together. Assuming the addressee was indeed Yamaryo
Shume, the letter was on its way to the Saga domain in Kyushu, while Kokan had
just returned to Edo from a trip to Kyoto. The distance between these two
points on the map justified some praise of letter writing.

REHEEE /. HREERER T Y ERERT R OETE, L,
HEREzBRIN, HHLZZAZZATT %o

etz 22 N HETEA TS Z % L7 EF7 DL, AISmwE
i FFHPLT LS BT EER, e BB, BIT=b 725X L,

In Cai Yong’s biography in The Book of the Later Han |it says|: To see each other, there
is no given moment. Only with a letter can one see face fo face. 1t 1s difficult to meet when
long roads lie between. Only a letter gives the feeling that one is meeting face to
face.”’!

Of this type of thing [adage] I have collected sixty or seventy; beneath them I
have drawn pictures, and to the side I have explained them in our country’s own

8 Kunmi gakaishi NZEMEE 12, in Shiba Kokan zenshi (op. cit.), vol. 2, pp. 182, 301.
% This is an abbreviated version of Kunmo gakaishi 41. Cai Yong (132-192) was a talented
scholar and advisor to the emperor under the Later Han dynasty.
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script [kana; that is, in Japanese|. I have named this A Primer Explained with
Pictures (Kunmo gakaishir). At the beginning I have copied out my own preface.
In the near future I will send it to the capital [Kyoto] and must have it printed.”

Indeed, the existing manuscript of this didactic tale collection, with its preface
dated 1814, is a clean copy ready to be sent off to a publisher.”! Why Kokan in
the end never published his manuscript we do not know, but Kokan died in
1818, and Kunmi gakaishi, his last book manuscript readied for the printer’s,
would not be published during his lifetime. Possibly, when Kokan finished his
preface, he decided he was not yet done, pressed on, and created yet more fables
once his preface was written. In the end, Kokan would collect 117 fables in his
A Primer Explained with Pictures. Many of them were culled and adapted from an-
cient Chinese sources, for example twenty-six among them from the sixth-century
Wenscuan 0% (Selections of Refined Literature), and another six from the Huainanzi
- (second century BCE). In addition, Kokan wrote quite a number of new
fables himself. Five tales he took from Aesop’s fables. Among them was the
fable that three decades later would appeal so much to Tamenaga Shunsui as well

(Figure 5):

[Sinitie] A wolf ate a man and got a bone stuck in his throat. He could no longer
drink or eat. It so happened that there was a crane who crossed the wolf’s path.
The wolf called out to him and said, “There is a bone stuck in my throat. You,
with your long beak, get it out for me!” The crane, cowed into obedience, pro-
ceeded to remove the bone. Upon which the wolf said, “I haven’t had anything
to cat for seven days. I’'m starved. So, I guess I'll eat you.”

[Japanese] A wolf had a bone stuck in his throat and could not eat for seven days.
At that time, a crane came along. With your long beak get this bone out, he said.
The crane was afraid and got the bone out. The wolf said, First I'll have to eat
you. This is what we call repaying kindness with contempt.’*

Importantly, all Kokan’s moral tales come with an illustration. The reason is
clear: this manuscript was to be a Japanese emblem book, and without images,
the rhetorical force of the emblems would not be palpable. In his preface to
A Primer Explained with Pictures, Kokan frames his didactic ploy in the context of
what he regards as the overwhelming scientific superiority of Europe. He re-
turns to what is by then a worn trope of his, namely that people in Japan are
stuck in an out-of-date and largely irrelevant understanding of the world and its

0 Kanzaki Jun’ichi #iliilii—, “Shiba Kokan Kunmi gakaishii wo meguru jihitsu shokan ni tsuite:
Tenti toshokan shozé Nichi-O késhé shiryd (5)” FIETLE [FIZEMRE] %0 <5 HEEMEIC
DT ¢ KB AR H KGR (1), Biburia (Biblia) €71 7 112 (1999), pp. 2-46, esp.
pp- 34, 40. Kanzaki transcribes the text of the letter. Shume was a samurai of the Nabeshima #5
clan of the Saga domain, Kyushu, whom Kokan seems to have befriended when both lived in
Edo.

' Kokan’s manuscript is in the possession of the National Diet Library (call no.: WA21-23).

72 Kunmo gakaishi 106 (fu 14), in Shiba Kokan zenshii (op. cit.), vol. 2, pp. 283, 327.
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Figure 5. The wolf and the crane. Illustration
by Shiba Kokan FIRVLEE, in his Kunmo gakaishi
SR fFEE (no. 106), MS dated Bunka 11/1814.
(National Diet Library).
https://doi.org/10.11501/2532348

place in the universe, and that they are held back by their reluctance to engage
with Buropean learning, Then he comes to the point:

In the language of that country they talk about gzmmebeeld (Jp. shinnebérs), which
use analogy (7atve) as a form of instruction; it is the same as the admonitions on
virtue by wise men. For this reason, I now [have collected] here several tens of
stories left to us by people from the past and I have unobtrusively added several
stories at the end. Underneath I have made drawings and next to them I have
explained them in Japanese (lit. “in kana”). As title I have chosen A Priper,
Exiplained with Pictures.” Thinking that it might open the eyes of uninformed
youth, I mention it here.”

™ Kokan himself glosses F5% as “kunnd,” not “kinmo?’
™ Kunma gakaishi, “Preface,” in Shiba Kokan zenshi (op. cit.), vol. 2, p. 170.


https://doi.org/10.11501/2532348
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For Kokan, the Dutch language not merely provided access to the sciences;
rather, it connected science to deeper insights. In that sense, Aesopian fables
were part and parcel of a Western knowledge system.

Conclusion

Aesop’s fables were not completely forgotten in Japan between the mid-
seventeenth century and the dawn of the Meiji era. However, it was especially in
relation to a more sustained early modern interest in Europe that, after the late
eighteenth century, the story of Aesop and his fables took on a new life as a
form of image-centered literature capable of hinting that there was more of
value to Europe than the hard sciences.
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From “Pointing Straight to
the Human Mind” to “Pointing Round
to the Human Mind”

YosHizawa Katsuhiro

Translated by Jeffrey KNOTT

Introduction: Surpassing Language to “Point Straight to the Human
Mind”

Today the Zen school is thought of as having been founded, in China, through
the efforts of Bodhidharma. Later generations of Zen practitioners, however,
going back far beyond the First Patriarch Bodhidharma, sought the sect’s deeper
origins in the Buddha himself. According to a legend found in various texts,' at
the end of his life the Buddha, giving up on teaching by means of words, pre-
sented his disciples instead with the sight of a single flower taken to hand. None
of them could understand what this signified, but there was one, Mahakasyapa,
who alone understood and smiled subtly. This “subtle smile at the plucked
fAowet” (nenge-mishs FLHE ) was taken to be the origin of Zen. Its essence was
in “mind-to-mind transmission” (ishin-denshin LUMZy)—transmission beyond
the bounds of words—and in “non-elevation of writing” (furyi-nonji S 3L LF-)—
the refusal to invest any text with ultimate authority. The foundational teachings
of Bodhidharma in turn were encapsulated in the Buddhist slogan “pointing
straight to the human mind, one sees its nature and becomes a Buddha” (jikzshi
ninshin, kensha jobutsn 4G NoUs, FERAL), meaning essentially that, through a di-
rect demonstration of the human mind’s identity with the Buddha’s Mind, one
comes to see one’s own buddha-nature, realizing thereby that one is, already, a
buddha oneself.

Stories resembling the above can be found in several different sutras. For in-
stance, in the Ru buer famen ben AA"3EMnn (“Grasping the Teaching of
Non-Duality”) chapter of the Vimalakirti-nirdesa Sutra (Ch. Weimo-jing #EVERE, p.

! Cf., for example, case 6 in Wumenguan #EFIB. Regarding the origins of this legend, see Ishii
Shido fiF151H, “Nenge-mishé no hanashi no seiritsu wo megutte” FHHERMEDFHED AL % o
C, in Sanron kyagaku to bukkyi sho-shiso: Hirai Shun'ei-hakase koki kinen ronshi —im#l 5 & ALHGE
BRSPS HRRL &R 4R (Tokyo: Shunjusha, 2000), pp. 411-430.
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Yuima-kyo) we find a story like the following, Vimalakirti asked thirty-one bodhi-
sattvas in what exactly the teaching of non-duality (Skt. advaya, Ch. buer famen
ANTAER, Jp. funi homon) consisted. All of them, however, went on to explain
what non-duality was in different ways, saying that the teaching of non-duality
signified awakening and confusion, or subjectivity and objectivity, or the I and
the You, and so on. Last of all the bodhisattva Mafijusti explained that: “It is, to
my understanding, in all aspects of the Law, the principle of leaving behind all
language and speech, all demonstration and interpretation, all manner of teach-
ing dialogues. This is what it means to grasp the teaching of non-duality.”
Thereupon he asked Vimalakirti for his understanding of the teaching of
non-duality. In response, however, Vimalakirti was only silent, speaking not a
word. To this Mafjusrt said, with words of praise, “Very good! Very good! In-
deed there is no writing or language for it. This, truly, is what it means to grasp
the teaching of non-duality.””

Or again, we find stories like the following.* On a certain occasion, Emperor Wu
K of the Liang % dynasty asked Fu Dashi f#K1: (Jp. Fu-daishi; also Shanhui
Dashi #Z K1, Jp. Zen’e-daishi) to give a lecture on the Diamond Sutra. In re-
sponse, Fu Dashi sat himself upon the high seat, and proceeded to shake its desk
violently, after which, without saying anything, he again descended. Emperor Wu of
Liang, being well-versed himself in Buddhist studies, had fully expected to receive
a detailed explanation of the Diamond Sutra down to individual words and verses,
yet Fu Dashi had simply descended silently, without expounding upon one single
character. In the event Lord Zhi %28, who was at the Emperot’s side, said, “Does
Your Majesty perhaps understand . . . ?” “Not at all,” was Emperor Wu’s reply. To
this, Lord Zhi said, “[Fu] Dashi just completed a sermon on the Diamond Sutra.”

Afterwards, there thus developed in Chinese Chan a practice of communicat-
ing the essence of “non-elevation of writing” through slogans like wuyan wushuo
IS ML (“without language or speech”) ot wushuo wushi HEFHMIR (“without
speech or demonstratlon”)—rn other words through the “action” of “each mo-

Th1s can be seen from answers given to the representative question: “What
was the purpose of Bodhidharma coming from the West (i.e. from India to
China)?”—this being equivalent to asking, “What is Chan?” In documents of
Chan school history, there are over 200 examples of this question being posed,
but the answers given by Chan monks of the Tang period are not all the same.

% In the original text: SCERATFIH © A0FREH, 7 — OIS M, MUR R, BERRRAZ, 22 AA
LM, In Taishi shinshi daizokys RIEFERIERE, eds. Takakusu Junjiro = HIHIKER et al. (Tokyo:
Taisho Issaikyo Kankokai, 1924-1932), vol. 14, p. 551c.

?In the original text: ##%! FHakl )y EMA LT, 73S, 2B AN M. Ibid, vol. 14, p. 551c.

*See, for example, case 67 in Biyan ln Fik$%, ibid., vol. 48, p. 197a. In the original text: %5,
PRF R RS, KA E b, 5 —T. ETBZ. AR, BEAM. BET AL, 5.

“ELREAT. RIHERR .
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One monk gave nothing in reply, merely exhibiting in his hand a fly-whisk made
to stand on end.” Another plunged a hand into the breast of his robe, drawing
out again a fist, which he opened in display.®

These are ways of responding by means of action, without using language.
Even among answers recorded as given in words, however, we find things like:
“the cypress tree in the garden”,” “Plant an apple tree at the bottom of a well!”?
“Ask the round pillar out there!”,” “I’ll answer when the stone turtle speaks”,'

b

“The mountains ate cold, the waters chill”,'! “Every three years there is a leap
year”,!'> “If there was any putrpose in coming from the West, then cut my head
off”,’ “blue mountains, green waters”,'* “Chang’an is in the East, Luoyang in
the West”,' and so on in the same vein.

Using Language to “Point Round to the Human Mind”

There are plentiful examples of Chan formation (sekke $1b) being conducted
along such lines, either by abstaining from all use of language, or by using lan-
guage in a deliberately odd way to convey the sense that understanding is not
obtainable from the surface of words alone. At the same time, the fundamental
Chan principle of “non-elevation of writing’ has also regularly been given expres-
sion by making use of that very writing. An exemplary masterpiece on these lines

> Linji In i #%, ibid., vol. 47, p. 496¢. In the original text: Lok, f8RT @ “UMT2ALERE 27
AT BSEFL T, RS, RH{EET.

¢ Jingde chnandeng ln 5FEARIEFE, vol. 11, ibid., vol. 51, p. 284b. In the original text: “[, Wi/
VSRR, Rl AT AR 2R B 52 (B i) DA A ).

" Wumenguan, ibid., vol. 48, p. 297¢. In the original text: HIJHEME . AMTZALEMPE R, JH=.
JiE AR 1.

8 Jingde chuandeng In, vol. 11, ibid., vol. 51, p. 285c. In the original text: T ZEEEIHEATT, <R,
WRE VUK. BT E, iR

? Jingde chnandeng Iu, vol. 14, ibid., vol. 51, p. 384a. In the original text: “fH. AR ZAL AT VPE K .
A L. LA (A S A B KR 2).

' Tingde chuandeng ln, vol. 17, ibid., vol. 51, p. 337c. In the original text: FIAIA 2 tHAT U R E. Rl EL.
FE A R BB .

" Wudeng huiynan 1IEXTT, vol. 14, in Shinsan Dai Nihon o0kn okys FER H ABLEAE, eds.
Kawamura Kosho i #1#: i et al. (Tokyo: Kokusho Kankokai, 1975-89), vol. 80, p. 287c. In the
original text: &FJHIUHILEEAERT M. A2 L. FE. E5AF A H 2 RS, BiH. s R
WAL AT E R, M. ILSEKG. WA SR DT — i, MRERTE S, BHAAIE). LR
H k.

2 Wudeng huiyuan, vol. 15, ibid., vol. 80, p. 318a. In the original text: KRIE LIZHHEAHiF, <[,
A AL ARV SR, B, =4 —M

P Ibid., vol. 80, p. 319¢c. In the original text: AR IIBERIRERT (1. AN(T/EAHAm TG e .
AL POl &, W T BB, . 2 EE 3 0anitt. B EL AN R, 2y i TedR.

" 1Ibid., vol. 80, p. 323a. In the original text: HRJNEIHETRETERERT A . A2 1L Al 7GR 2.

> Wudeng huiynan, vol. 16, ibid., vol. 80, p. 331b. In the original text: A8 . A2 Al P >R .
AEL. 2. &0 0h. R, a2 fA, fiE. (RN EE M EESS. B, AR EA. AT, BREE AL
FL . fE. mrfzil.
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is the Zongiing ln 57:8i8% (Jp. Sugyoroku; 961). Produced by the monk Yongming
Yanshou 7k BEEZF (Jp. Eimei Enju; 904-976), this work undertook to excerpt
important passages from the records of Chan masters’ sayings and the Buddhist
sutras, and by then comparing side-by-side with one another the interpretations
of the various schools, attempted to achieve thereby some final synthesis from
all of them, under the single formulation “Chan is the Sect of the Buddha’s
Mind.” Essentially the Zonging /n was a masterwork of Chan philosophy, the
overarching theme of its massive hundred-volume span being the one question
“What is the Buddha’s Mind?"'® A story found within this Zonging /u explains the
transmission of the Law from Bodhidharma to the Second Chan Patriarch
Huike =W (Jp. Eka) in the following way (vol. 43, beginning):

When Bodhidharma came from India, it was with the sole purpose of conveying
the “One Mind” (yixin —L, Jp. isshin). The Second Patriarch was told by
Bodhidharma to “go find and then bring back the thing called Mind.” Time and
again he sought to find what this Mind might be, until he had the realization
that Mind, ultimately, was not something possible to find by seeking. Instantly
then the realization came to him that the one and only, the perfect and the flawless
True Mind was fully omnipresent in the dbarmadbatu “realm of the Law” (fajie
SR, Ip. hokkai). As a result, he received Bodhidharma’s recognition, and thus
it is that Chan—the teaching of the One Mind—has been transmitted even to
the present day."”

In the Tang period, Chan dialogues such as these were recorded mainly in what
were called yulu #E#% (Jp. goroku, “records of sayings”), a gente of texts that pre-
served the words and deeds of individual Chan monks. Over time, several of the
episodes in such works gradually took on an independent life of their own, be-
ing treated, for example, in religious sermons and the like as testimonials of
achieving awakening, Eventually, these came to be known collectively as “cases”
ot gongan X% (Jp. kdan)—in its origin a technical term from the field of law, sig-
nifying the record of a given legal question and its attendant judgment. By the
Song period in China, Chan masters were using gongan in the formation of dis-
ciples. This era saw the publication of the Biyan /n 32ji%§% (Jp. Hekiganroku),
which collected 100 representative cases from the larger gongan corpus.’ Among
the gongan there collected are the two cases examined just above, the story of the
“subtle smile at the plucked flower” and that of “Fu Dashi lecturing on the
sutras.” The Bzyan /u has a three-layered structure. The first consists of the “core
cases” (benze AR, Jp. honsoks) themselves, those gongan excerpted from the

1 Regarding the Zonging ln >78i%, see Yanagi Mikiyasu MI§EHE, Eimei Enju to Sugyiroku no
kenkyii: isshin ni yorn Chigoku bukfkyo no saihen FRIAIEFF & [FREEER] OWTE © —0I2 X 2 EMLE
Dl (Kyoto: Hozokan, 2014).

" In the otiginal text: FAHIEN. MEfR— Uz, ZHRGEA R .2 0. RIAIME—E O
JEE. TS W, ZIEENTT. In Taisho shinshi daizokyo (op. cit.), vol. 48, p. 667a.

18 According to the preface by Fuzhao 4, in 1128.
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dialogues of older masters. On top of these was a layer of poetry, a treatment of
each and every one of these hundred core cases in the Sinophone Buddhist
verse-style known as song 8 (Jp. ju), appended by the monk Xuedou Chongxian
ZEHEW (Jp. Seccho Juken; 980-1052). This is the work Xuedon songgu %5 &M
(Jp. Seccho juko).” Together with their song-verses, these hundred cases were in
turn used by the monk Yuanwu Keqin EI1E %) (Jp. Engo Kokugon; 1063—1135)
as subjects for his preaching and lecturing throughout the land. The title Béyan /n
refers to the amalgamated work that resulted from yet further addition of con-
tent from Yuanwu’s own preaching, which took three literary forms: summary
introductions known as chuishi T~ (Jp. suiji), short commentary annotations
known as ghuyn & it (Jp. jakugo), and passages of general commentary known as
pingchang FF& (Jp. hyisho). The summary chuishi preceded each of the separate
cases, while zhuyu consisted of short commentary on individual words and pas-
sages within not only the core cases themselves but also their accompanying
verses. Many of these annotations, moreover, employed phrases and vocabulary
taken from the (Chinese) colloquial. Finally the pingchang supplied Yuanwu’s anal-
yses, again both on cases and their verses.

Yuanwu’s act of recording his lectures in such a way, however, attracted criti-
cism from another monk of the same sect, Fojian Huiqin {082 # (Jp. Bukkan
Egon; 1059-1117). This latter wrote a letter to Yuanwu, registering his criticism
that such a manner of teaching was bound to lead students into error.”” On an-
other occasion Fojian Huiqgin is to have said: “The meaning of Bodhidharma
coming from the West lay in the principle that by ‘pointing straight to the human
mind, one sees its nature and becomes a Buddha.” In spite of this, today a great
number of teachers seem to operate on the principle that by ‘pointing round to the
human mind, one speaks its nature and becomes a Buddha’ (Jp. &yokushi ninshin,
sessha jobutsn W NoUs, FAPERLAL).”?! This latter phrase was intended as a criticism
of those who believed in using writing for the explanation of Chan. Inspired by
Fojian Huiqin’s critique, Yuanwu’s own disciple Dahui Zonggao KE7HE (Jp.
Daie Soko; 1089—1163) actually had the master woodblocks used to print the
Biyan In text destroyed by fire. According to a postface to the Béyan /n by Xugu
Xiling 47 (Jp. Kyokoku Keryo; 1247—1322), it seems that at the time, there
were those who tended to borrow phrases learned from the Bzyan /u when it
came to describing their own experiences, and Dahui had sent the book to the
fire in order to extirpate this lamentable habit of, as he put it, “venerating lan-
guage above all, trying to become masters of speech.”*

" In Tiansheng KE 4/1026, edited by disciple Yuanchen j#E, with a preface at the work’s
beginning added by Tanyu 2.

2 See the letter from Huiqin to Yuanwu (A #1150 REFI W) in Zimen jingscun #5§ P ZN.
Text in Taisho shinshi daizokyo (op. cit.), vol. 48, p. 1085c.

2\ See Dahui wnkn KENJE, ibid., vol. 47, p. 956c¢.

2 Ihid,, vol. 48, p. 224c.
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Notwithstanding, the Bzyan /u, its separately extant fragments strung together,
came eventually to be republished (1300). A preface to this republished edition
of Biyan lu, by one Sanjiao Laoren =# ¥ N (Jp. Sankyo Rojin), contains the fol-
lowing anecdote: “Somebody once asked, “Yuanwu made the Béyan /u, but his
own disciple Dahui had it destroyed by fire. Which of them was right?” To which
it was replied, ‘Both of them were.””” Chan was thus a movement fraught with
something of a paradox, championing “pointing straight to the human mind”
on the one hand even as it practiced “pointing round to the human mind” on the
other. As it entered the Song period, Chan would even make use of previous
ages’ literary works, for explaining information at least adjacent to the inexplica-
bility at its core. This sort of Chan came at length to be brought to Japan. Zen,
as such, was also a movement secking to discover how to express, in language,
what it was beyond language to express.

“Mind-Pointing” in Medieval Japanese Zen

In the Seizan yawa VEILALGE of Muso Soseki 28 & BT (1275-1351), one finds
the following exchange. A certain monk had asked, “If writing and language are
an impediment for the student, why is it that from ancient times our founding
teachers have made so much use of writing and language, in works like dazgo 7
(substitute wotds), betsugo HlFH (alternative words), nenko ity (kdan commen-
tary), and juko Bt (ju-style verses on kdan)?” In answer to this, Muso Soseki said,
“Masters of the sect have made various explanations by means of words, and
different masters have said different things. Yet all of these are nothing but the
feint of “Calling Little Yu” (Xiao Yu /), Jp. Sho Gyoku). If a truly gifted
student is able to grasp that the core of the sect’s teachings lie beyond words,
then the teachers’ writings and language will pose no impediment.”** Here refet-
ence is made to the series of events from Yuanwu’s composition of Béyan lu, to
Fojian Huiqin’s criticism of that text, Dahui’s burning of it, and its eventual re-
publication.

The feint of “Calling Little Yu” alludes to a passage from a love poem once
presented for the consideration of Yuanwu by his teacher, Wuzu Fayan 7utHi5H
(Jp. Goso Hoen): “Vain from the beginning were her frequent calls for “Little
Yu”; she wanted only that her beau might thereby know her voice.”” The mean-
ing is this: the noble daughter of deeply sheltered upbringing often calls out
within her mansion for her maidservant “Little Yu! Oh Little Yul”—only not,
however, because she needs anything in particular from the servant, but rather

2 Ibid, vol. 48, p. 139a.

*1In the original text: B XMz, SCFE A RFHE £E. TGS K88 & A DI RERL S0
AT TR, . BIRSESRERTY RS D32 . PR S e N2 TR, AR EREE S
g, QISR S E 24 F. Ibid., vol. 80, p. 495b.

% In the original text: #HI/NETC M HBEHERRREAS5. Ibid., vol. 47, p. 768a.
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because she wants the young man in her thoughts to notice her voice, as he walks
past her mansion in the outer street. Writing and language are not, in other
words, goals to be achieved in themselves, but serve rather as mere expedients
for other goals’ indication.

Both Biyan lu and Zongjing lu were brought to Japan, and both frequently fea-
tured as subjects of lecturing and preaching. Having been imported to Japan,
this type of “literary Zen” (wengi chan ¥R, |p. monji-zen)—a type that put
interpretations of Adan into vatious literary styles, and produced Zen-school
texts—underwent further independent development locally. There appeared an
expansive body of Zen literary works, penned in a complex and recondite rhe-
torical style that not only drew upon Zen record texts, starting with the Béyan /u,
but also drew upon non-Buddhist Chinese classics, particularly on Chinese po-
etry, mixing into these moreover the kind of (Chinese) vernacular phases and
vocabulary that appeared so frequently in Zen records. This was the Five-Moun-
tains literature,® a “literary Zen”, and a paradigmatic example of “pointing
round to the human mind.”

Among the various achievements of these Muromachi-period Zen monks,
there is one particularly worthy of notice (Figure 1). This is the appearance of
the work Hydnen-zn SMEiIX (“Gourd and Catfish”; completed before 1415).
Painted by the monk Josetsu A1 (dates unknown) under orders from the Mu-
romachi shogun Ashikaga Yoshimochi EFIFERFE (1386-1428), it represented
the paint-form rendering of the new £dan: “Can a slippery gourd capture a wet
catfish?” On the topic of this new kdan, thirty-one Five-Mountains Zen
monks, led by Daigaku Shusa A Fi5% (1345-1423), expressed their interpre-
tations in the form of Chinese poems, which were then inscribed into the
painting itself.”” In the wortld of art history this Hyonen-zu has long received
attention as a pioneering work of Japanese ink-painting, but the thirty-one
Chinese poems inscribed within the painting have gathered decidedly less in-
terest. If, however, one examines each of these Chinese poems carefully along-
side the painting, it becomes clear that what the work represents is a new form
of Zen expression. The man depicted in the painting’s lower center, trying to
capture the catfish, as well as the catfish itself, gliding at ease through the wa-
ter, are both drawn almost as caricatures. Finally, in the painting’s background
a traditional sansui 117K (lit. “mountains-and-waters”) motif is depicted, though

% Literatute composed by monks in Zen temples belonging to the Five-Mountains system. For
more on the Five-Mountains system, see Martin Colcutt, Five Mountains: The Rinzai Zen
Monastic Institution in Medieval Japan (Harvard University Asia Center, 1996). For more on
Five-Mountains literature, see Tamamura Takeji A=, Gogan bungakn HILLF: (Tokyo:
Shibundo, 1955); also Marian Ury, Poews of the Five Mountains: An Introduction to the Literature of the
Zen Monasteries (Michigan Monograph Series in Japanese Studies, University of Michigan Center
For Japanese Studies, 1992).

" For details, see Yoshizawa Katsuhiro J7 & BF5L, “Hydnen-zu” no nazo: kokuhd saidoku hyitan
namazu wo megutte [FEGIX | OF - FEHHO & 9 72A% T T 20 o T (Tokyo: Wedge, 2012).
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Figure 1. Hyonen-zu F8EiX (“Gourd and Catfish”).
Painting by the monk Josetsu 41%. Completed by 1415.
Lowert half: In a visualized &dan A%, a man attempts to
catch a catfish by means of a hollowed-out gourd. Up-
per half: Chinese poems treating the pictured £dan by
thirty-one monks. (My6shin-ji Temple, Taizo-in).

using a “water-and-sky in single colot” (suiten isshokn 7KK —1) palette such that
no clear line divides the water from the sky above. The third poem in the series, by

Unrin Myochu ZEMID o (dates unknown) runs as follows:
—ERE aRERES S TLEOKE ST A R
Why now with a single gourd

Would you hope to catch the catfish?
Broad the waters of river and lake,
Yet no less the Way and its workings!
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The third and fourth verses of the quatrain refer to a passage in the Zhuangzi 1+
that runs: SUFENLH  AFEREN (“The fish forgets that it lives in rivers
and lakes; man forgets that he lives in the Way and its workings”).” Accordingly
the poem’s meaning is something like:

Why now would you disturb what sits at rest, and with a gourd try to catch the
catfish? For just as the fish is surrounded unconscious by the water’s broad ex-
panse, no less is man himself swimming deep in the limitless Way (Dao i8)!”

It is worth noting what this expresses: that the sansui scenery—the “river and
lake” (goko {Lit)—depicted here in the background is, in and of itself, none
other than the “Mind” at Zen’s very core. Such a collaboration between image
and language being used to express the truth of the Way (Dg 1, Ch. Dao) or of
“Thusness” (Nyo 1, Ch. Ra, orig. from Skt. Tathata) had probably never been
known in China. This manner in which the man and catfish, cast thus as carica-
tures, are able to express the question “Can one grasp the Buddha’s Mind with
the Mind’s own cognitive functions?” thus represents a new genre of “&dan in
painting”—one invented by Muromachi-period Zen monks. In Chinese history,
the most that might be found by this date consisted in what are called “Chan
(awakening-)occasion paintings” (Chan ji-hua T8I0, Jp. Zen ki-ga) that depicted,
almost as illustrations, the story of a particular gongan, or perhaps also in works
like the “Ten Bulls” painting series (Shinin tn 1A, Jp. Jugyi-zu). This “Ten
Bulls” series depicted the ten steps to awakening with a separate picture and
poem for each, throughout which the bull represented the “true self” while the
cowherd represented the self seeking that true self.

Unfortunately, however, expressive experiments with “4daz in painting” like
the “Gourd and Catfish” would not continue to be produced thereafter. One
reason for this probably lies in the fact that painter-monks of the Zen sect grew
now ever more specialized, with the various different painting skills no longer
united in single artists.

“Mind-Pointing” in Early-modern Japanese Zen

With the advent of the Edo period, and the emergence of a society in which
understanding of writing extended even to the common people, Japanese Zen
underwent fundamental changes. It was in such a period that the figure of
Hakuin Ekaku FFEE#S (1685-1768) came to the fore. Duting the Muromachi
period, the constituency for interest in Zen had tended to consist of the Emperor,
the nobility, or the shogun and other members of the warrior class—people, in
short, of the upper classes who had received a high level of education. With the
change in era, however, there were now new potential targets for spreading the
message of Zen on a far wider scale.

2 See Sgi #F-, ed. Kanaya Osamu 4371 (Tokyo: Iwanami Shoten, 1971), vol. 1, p. 205.
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Figure 2. The Bodhisattva Kannon i,
assuming here the form of a woman in
ancient Chinese dress, sits before a writ-
ing desk with a standing screen behind
her, painted and inscribed. Painting by
Hakuin FF. (Private collection).

Figure 2a. Detail of inscription on screen
painting in Figure 2 (upper background).

As the famous poem had it, “What kind of thing, what meaning does it have, this
word called “Mind”? The sound of the wind in the pines, painted on paper with
ink.”? Hakuin’s achievement lay in the innovative ways he used to communicate
this “sound of the wind in the pines, painted on paper with ink,” and not by means
of writing alone, but through its use in tandem with the zchné of painting, His
marriage of the pictorial with the verbal succeeded, it can be said, in bringing the
expedient means of “pointing round” (&yokushi) to new unreached heights.

One name by which Zen has been known is that of the Buddha’s Mind sect—
i.e., the sect that preaches the Buddha’s Mind, the awakened Mind. The question
“What is the Mind?” is also the consistent theme of Hakuin’s Zen paintings.
And while indeed the fundamental position of Zen denies the possibility of fully
capturing in expressions of any sort definitive truths like “The Mind is ..., it
remains the case that Hakuin succeeds in sketching out, aided by words and pic-
tures both, something like the Mind’s own pattern. As one such example, let us
examine a painting by Hakuin of Kannon & (Figure 2).

PLERWDRRLELDEE D) &b AEBIZH S LIVADOE.
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Figure 3a. (Left) Transcription of inscription visible on
screen in background, Figure 2. Here the characters are ar-
ranged as they appear on the painting-within-a-painting, the
final three being deliberately scattered. (Prepared by author).

Figure 3b. (Right) Transcription of inscription visible on
screen in background, Figure 2. For comparison, the same
transcription as in Figure 3a, without the scattering of final
characters. (Prepared by author).

The woman in the painting’s center is a form assumed by the Bodhisattva
Kannon. The imagery used has its roots in China, and the woman wears the
robes of an ancient Chinese noblewoman. Seated in a chair, the Bodhisattva
Kannon is facing a writing desk. Three volumes of sutra text sit atop the desk,
while another is being held in Kannon’s hand. Behind Kannon stands a paneled
screen, which has been painted with a sans#i motif, and which is also inscribed,
in thin ink, with a Chinese poem.

The twenty characters of the poem’s full length have been arranged across the
painted screen in the manner indicated by Figure 3a. The meaning of the poem
itself is something like the following: “Sometimes the Bodhisattva Kannon
appears in the form of a court minister. At others he appears in the form of a
woman. A question for you, then: when he appears in no form at all, where exactly
does it hide, Kannon’s full body?” From inside his own picture, Hakuin is posing
those of us viewing it from the outside this question: Where, exactly, is Kannon in
all bis fullness hiding?

The inscribed poem draws upon the following passage from the Lozus Sutra:

ISLEEE SR EEE AIBLSEE Srim A il 2

LM 2 S A5 BB 2 B 24 3570

Should one there be whom a court minister’s guise could help awaken,
For him [Kannon| will become even court minister to preach the Law;

Should one there be whom a woman’s own guise could help awaken,
For him [Kannon| will become even a woman to preach the Law.

3 For text see: Taisho shinshi daizokyo (op. cit.), vol. 9, p. 57b.
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But what about the way the poem is inscribed? A careful comparison of the
inscription as painted (Figure 2a) with the poem’s transcription in Figure 3a will
show that those characters marked red in the latter do not follow the rest of the
poem, but have instead been scattered and placed at a distance. What prompted
Hakuin to write them this way? In particular, the two characters meaning “full
body” (zenshin 4= £) have been placed considerably apart from the rest. If written
the usual way, the poem would have appeared as in Figure 3b, with the character
“hide” % and the other two after it following in the same line, but here instead
all three characters— (“hide”) and 4z % (“full body”)—have been scattered
and placed in extremely unnatural locations. Yet it is not by chance that they
ended up written like this. Rather, by inscribing them in such a deliberately scat-
tered manner, Hakuin is trying to direct our attention to the meaning of the sansui
scenery itself. He is trying, in other words, to show us: Look carefully at the
screen’s sansui motif—it is there, in the midst of this “scenery true to life,” precisely
there that in all its fullness the full body of the Bodhisattva Kannon appears.

What, after all, are sansui paintings? A great number of sansui motifs have been
drawn in Zen-derived art over the years, yet what exactly do they signify? For
sansui is no mere representation of scenery—it indicates the place where the her-
mit goes to live. Moreover, though the motif does, quite literally, refer to the
mountains and waters it encompasses, this realm it refers to can also be desig-
nated by the word goko {Lill] (“tivers and lakes”). The origin of this usage goes
back ultimately to the Zhuangzi, where the term appears in this passage:

The fish forgets that it lives in rivers and lakes;
Man forgets that he lives in the Way and its workings

The fish lives in the waters of rivers and lakes, yet he still forgets that watet’s very
existence. In the same spirit, man himself is fully sunk in the world of the Way
(the Truth) without ever being conscious of it. The rivers and lakes, in other
words, are a metaphor for this Truth, which always surrounds us though we can-
not see it.

About sansui paintings, the leading Japanese literary critic of the 20th century,
Kobayashi Hideo /MAFFHE (1902-1983) had the following to say:

The key thing to understand is this: nothing much would ever have happened
with [the ink painters] if they had not believed, firmly, that sansui is not some-
thing existing trivially in the world outside, but resides rather within the heart of
man. For beyond their skills with the brush, they also had the benefits of that
sight endowed by training in Zen. And there exists, completely unnamable yet
present unchangeably, a certain something utterly surrounding us. So intimately
does it surround that it brushes our skin, pulses with our lifeblood, and decid-
edly it is not a mere question of so-and-so mountain glimpsed far off, or so-
and-so river watched through the distance.

What sansui paintings do is make visible the existence of these greater things sut-
rounding us. The sansui scene Hakuin has drawn here points likewise to such
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Figure 4. Jiozn 1 T4 (“Ten Kings”). From a painting series
depicting the Ten Judges of the Underworld. Here pictured
is Emma &, seated before a writing desk, with a painted
screen behind him—a visual composition mirrored by
Hakuin’s painting in Figure 2. (Eigen-ji Temple)

“greater things.” For it is none other than Kannon himself that appears in the
background sansui, he whose ultimate form is beyond all shape.

There is also another feature that makes this painting unique. Kannon here is
shown sitting busily at a writing desk, yet no other portrayals of Kannon in such
an attitude are known, making it original to Hakuin himself. In summary, the two
distinguishing characteristics of this painting are that Kannon (in female form)
is facing a writing desk, and that behind her stands a screen, bearing a painting
in the sansui style.

There does, however, exist a work with precisely the same visual composition,
in the “Ten Kings” (Jui-zn + LX) seties of paintings (Figure 4). Being judges
for the underworld, all ten of these kings, starting with Emma [&]f& himself, are
portrayed as siting at their writing desks. On the writing desk in front of each lie
documents for use in trials, and behind each of them stands a screen, which
always displays a sansui painting. Yet what, indeed, is the significance of Hakuin’s
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Figure 5. Junrei rakungaki zu 8ALFEE (“Pilgrim’s Graffid”). Paint-
ing by Hakuin. Right: Two pilgrims cooperate to leave graffiti on a
temple frame. Left: An inscription whose beginning bibiku taki-tsu-se
U > {2+ associates the scene with Seiganto-ji Temple 75 55
at Mt. Nachi %, first stop on a famous pilgrimage route threading
thirty-three shrines devoted to Kannon. (Private collection).

painting of Kannon having used the same visual composition as the “Ten
Kings” paintings? What it expresses, even in the Kannon painting here, is that
both Kannon and Emma are emanations equally of the universal One Mind.

There is another painting by Hakuin entitled “Pilgrim’s Gratfiti” (Junrei rakugaki
zu AL ), wherein he uses quite a different way of expressing the questions:
Where is Kannon? And where is Kannon's essence? (Figure 5).

We see in the painting that there are two pilgrims. With one man crouched on
all fours, the other man stands on his back, trying to write something or other on
a hanging temple frame. The scene is that of a pair of pilgrims traveling together,
and here indeed working together, to leave their graffiti at some temple along
their way. The words already written out read: HE 25 { F X AT VEAD B
“In this Hall graffiti is forbidden, and so with great humility it is . .. .” (i.e. that
I offer up my words).

We see that the inscription on Hakuin’s painting contains the phrase hibiku
taki-tsu-se O"UF 2 (“the waterfall resounding”). While not immediately ap-
patent to the modern viewer, this quotes the final verse of the poem associated”

3 n full: FHFEE R DI ZREF OIE O BILIZD P EOH.
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with Seiganto-ji Temple F F%5F at Mt. Nachi #8%, the first stop on the famous
West-Country circuit of thirty-three Kannon shrines. Separately the Nachi
Great Shrine AP K*E, one of Kumano’s i&¥T three principal shrine mountains,
had a long and ancient history as a holy place in Kumano devotional. The god-
head worshipped at the Nachi Great Shrine was none other than the Nachi Wa-
terfall ifself, but due to Shinto-Buddhist syncretism, a temple (Seiganto-ji) was
also built on the spot, whose enshrined image was that of the Bodhisattva
Kanze’on @it # (Kannon). Seen from a Buddhist perspective, the godhead of
the Nachi Waterfall was simply a manifestation of the Bodhisattva Kannon in
any case.

Hibiku taki-tsu-se—to people in the past, for whom pilgrimages to holy places
associated with Kannon were a popular practice, hearing the short phrase alone
would have sufficed to recognize it as a line from the poem for Mt. Nachi’s
Seiganto-iji, first stop on the famous pilgrimage route that wound its way through
thirty-three locations held holy to Kannon. The location of the two pilgrims’
graffiti is therefore Seiganto-ji Temple.

At first glance, this picture reminds one of that famous image by the surrealist
painter René Magritte (1898—1967), wherein under a picture of a pipe it is writ-
ten: “This is not a pipe.””* Likewise, a graffiti that reads “In this Hall graffiti is
forbidden” bears some resemblance to the paradox of self-reference associated in
the West with the phrase “A man from Crete said ‘All Cretans are liars.”” The pil-
grims writing graffiti to the effect of “graffiti forbidden here” thus find themselves
in “the world wherein self-reference becomes self-denial.” In terms of the
Hyonen-zu painting, too, the actions of the pilgrims correspond to those of the
man trying to catch the catfish in his gourd.

The paradoxicality into which they have fallen, however, is obvious only be-
cause we ourselves view this scene from outside of the picture. Escaping the
two-dimensional flatness of the painting, we view it from a world of three di-
mensions—we see it, namely, from a higher dimensional level. And if we are
able, beyond mere appreciation, to understand also the meaning of the inscrip-
tional hibiku taki-tsu-se? To understand the meaning, in other words, of the asso-
ciated temple poem it alludes to?—The sound of the waves as they break on the shore
of the island of Mt. Fudarakn, that holy place in the South Sea where Kannon the Bodbisattva
appears—now it echoes through the valleys and mountains of Kumano, in Mt. Nachi’s waterfall
resounding. For this, without doubt, is the true body of the Bodhisattva Kannon!—If we
can understand this, then we notice: as regards this painting, we stand in the
same dimension as the Bodhisattva Kannon himself, looking down at the pic-
ture’s two pilgrims with his same merciful eyes. This, too, would be a new kind
of “pointing round to the human mind” that had developed in Japan.

art/exhibition/magritte-and-contemporatry-

2 For original image, see: https:
art-treachery-images
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While we as humans live as a point of fact within a world of only three dimen-
sions, the world of the Bodhisattva Kannon sits in a higher dimension above this
one. Trapped as we are in a three-dimensional world, for us the world of that
dimension beyond is impossible to visualize. However, through the ingenuity
here of Hakuin’s Zen painting technique, as displayed in this picture, we are
made aware of a certain breach leading up to that further-dimensional world. If
the plane, therefore, within which the two pilgrims find themselves is in fact a
wortld of virtual three-dimensionality, then we who view the picture from out-
side must find ourselves somewhere higher, somewhere, so to speak, in a virtual
fourth-dimensional world.

Zen, precisely because of its “non-elevation of writing”’—precisely because, in
other words, it refused to invest any text with ultimate authority—was not a
school that could afford to remain silent. The matter was not one for simple res-
olution by some decisive “single muteness” (ichimokn —ER). There was no choice
but to explain, again, and yet again.
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The £oan in Japanese Soclety
at the Beginning of the Early Modern
Period: Kana hogo and kanna-zen

Didier DAvIN

Introduction

The teaching of the Japanese Rinzai school is, in its principles, relatively sim-
ple: the practitioner focuses on a kdan X%, grasps its real meaning—that is, the
one beyond the trivial meaning of the words—and then receives another &dan
on which he focuses in turn, this process being repeated until there is attainment
of complete awakening. The fundamental difference between the Japanese
Rinzai school and the other Chan or Son branches, in China and Korea, is that
in Japan a series of kdan is seen as necessary to reach awakening, while in China
and Korea going through one gongan is considered the equivalent of awakening
itself. Leaving aside this difference—despite its importance—such use of &dan by
the Japanese Rinzai school is based on a practice originating in the Song dynasty,
that of kanbhua-chan F=&# (Jp. kanna-zen). From its introduction to Japan at the
beginning of the 13" century and up to the present era, this kanna-zen—though
in fact only one mode of &dan Zen and not (as often imagined) its totality—has
been the Rinzai school’s very core, as indeed it is for the vast majority of all Chan
or Son practice in the world today.'

During the Edo period, from its very beginning, the teaching of Zen was
spread to Japanese society at large, notably through texts written in vernacular
Japanese that explained the principles of the Zen school easily and comprehen-
sibly. Yet herein lies what can be seen as a paradox: how is it that such a school,
whose stated teachings preach above all the need to go beyond words’ mere
meaning, can produce texts like kana higo W44 TFFF, specifically designed to be
easily understood? Certainly one of the most common answers to this question
would be that there are different levels to the presentation the school makes of
itself: a profounder one, leading to awakening, suitable for monks or lay practi-
tioners, and a more superficial one—the one seen in kana hogo—that explains
only the teaching’s main principles. In a sense, this answer would be correct, but

! From this point of view, the modetn Japanese S6t6 school, which rejects kanna-zen, consti-
tutes an exception.
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it only sidesteps the problem. With the practice of &anna-zen being at the very core
of Rinzai school teaching, even in a superficial explanation of the school’s main
principles, the subject seems a difficult one to avoid. In this paper, we will consider
several issues raised by this question and examine how this problem appears in
kana hogo at the beginning of the Edo period.

1. The Origins and Diversity of kana hogo

From its introduction at the end of the 13" century, up until the end of the
medieval period, around the end of the 16™ century, contacts between the Japa-
nese Zen school and Japan’s laypeople were rare and took place almost exclu-
sively among the higher classes of society. Moreover, during this period, rather
than the school’s teaching of a new form of Buddhism, more often what was
valued was the newest knowledge in literature, philosophy, science, etc., that its
monks brought back from the continent. Beyond such renewed erudition in
classical Chinese literature, particularly in poetry, some monks were used as dip-
lomats, accountants, administrators, and so on. In other words, during the medi-
eval period, to be useful—and therefore patronized—it was almost sufficient for
the monks, and for the school as a whole, to be able to compose Chinese poetry
and explain recent literary texts or new intellectual currents. It would be a mild
exaggeration, yet not so far from the truth, to say that, from the point of view of
lay society, it was on the basis of its cultural contributions, rather than its religious
ones, that the Zen school was integrated into the larger cultural and religious
landscape.

However, this does not mean that the teachings of the Zen school were com-
pletely unknown to laypeople, and several examples show how monks explained
the school’s doctrine in a comprehensible way. One of the most famous texts
produced for this purpose is undoubtedly the Record of Dialogues in a Dream
(Muchii mondishn - R Z4€), which records the questions of Ashikaga Tadayoshi
JEFNIEFE (1306-1352) and the answers of Muso Soseki £ & B (1275-1351).2
Muso6 explains the teaching of Zen as well as Buddhism in general from a Zen
monk’s perspective. In addition to being what can be considered one of the mas-
terpieces of Japanese Zen literature, the Muchsi mondoshsi has two particularities that
should be highlighted. The first is that the text is in Japanese, which was far from
the norm at the time, particularly in the Sinocentric milieu of Five Mountains
culture. The second is that it was published, and this during the lifetime of its
author. This second point is very uncommon, with only one other known exam-
ple, but the pattern of a Zen monk explaining the teaching of his school for a
layperson, and doing this through a text in vernacular Japanese (often in the form

* For an English translation of this text, see Thomas Yuho Kirchner, Dialogues in a Drean: The
Life and Zen Teaching of Muso Soseki (Kyoto: Tenryu-ji Institute for Philosophy and Religion,
2010).
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of a letter), while not frequent, can be seen several times over the course of the
medieval period. Needless to say, the recipients of such teachings were all, at least
without any known exceptions, from the higher classes of society.

For the most part, the texts thus produced are very close to what is called, in
the Chinese Chan school, “instructions on the Law” (fayx {#3F): that is to say a
text, generally short, in which a master summarizes his teachings or a part thereof.
For example, among the records of the sayings of the famous Song-period Chan
master Yuanwu Keqin P& 5EE) (1063—-1135), there exists a large section, divided
in three parts, devoted to all the fzyx written by the master on various occasions.
One of these, found in Records of Yuanwu's Sayings (Yuanwu fogno chanshi ynln P&
ALRAEREESE) with the title “To the librarian [Shao]long” RFEHIE), is addressed
to his disciple and successor Huqiu Shaolong JE [tifiFE (1077-1136).° In Japan,
this fazyx is one of the most renowned extant calligraphic texts produced by the
Chan or Zen school, which are often used in the tea ceremony, and known as
bokuseki Z25. The fayn addressed to Hugiu Shaolong with calligraphy by Yuanwu
is now in Japan, and has a long history. It is said to have been discovered floating
in a paulownia-wood canister and is for that reason called “flowing Yuanwu”
(nagare Engo it 7LH1E). Because such “instructions on the Law” were made to be
given to a disciple, either lay or monastic, it is not surprising that they constitute
a large part of extant calligraphic works by Chan monks.

It the Muchit mondoshi can be considered separately, the texts produced by Jap-
anese Zen monks for laypeople are very close, in their purpose as well as in their
form, to the “instructions on the Law” of their Chinese counterparts, and were
thus quite naturally also called fzyx#, which became /Adgo in Japanese pronuncia-
tion. As we will see, most of these /dgo were published after the medieval period,
making it imprudent to speak about what they were like in their original versions,
but there exists an exception that allows us to affirm that the genre was already
present eatlier. The Gettan kana higo F X5 was a compilation of “in-
structions on the Law” by Gettan Soko H #7556 (1326-1389; also pronouced
Getsuan), addressed to twenty-four people, men and women, secular and reli-
gious. Such a structure is not in itself so rare; what makes this text special is the
fact that it was published—in 1402 (Oei 57k 9). The title itself used already a
formulation that will be repeated frequently—*“4ana hogo”—and thus the expres-
sion can be dated to at least this time. The fact that these “instructions on the
Law” are in kana, or to put it more simply, in Japanese, is obviously a Japanese
specificity, but in its principle one can call it faithful to its Chinese models. Chinese
Jfayn were designed to explain things as clearly as possible, and to that end they used
a language understandable to their recipients. When a Japanese monk wanted to
explain the Law to a Japanese speaker, he did it—as was only natural—in Japanese.

3 Taishd shinshi daizokys RIEHTERIEHE, eds. Takakusu Junjiro S IHIKAR et al. (Tokyo: Taisho
Issaikyo Kankokai, 1924-1932), vol. 47, p. 776c.
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Other instructions texts addressed to religious disciples might be written in clas-
sical Chinese, but the Japanese language was a very understandable choice for
laypeople.

Kana hogo constitute thus a corpus of texts whose production began around
the 14™ century, and continued until the end of the Edo petiod. Many of them
explain Zen teachings, but not all of them, and before examining the question
of the kanna-zen found in kana hogo, a presentation and delineation of the corpus
we are considering is necessary.

Different Types of kana hogo

In modern Japanese, the term &ana higo can refer to a wide spectrum of Bud-
dhist texts, from vatious schools, written in vernacular Japanese, and the Zen
school produced only a part of this corpus. Moreover, the definition of what can
be called a Buddhist text is far from being clear, and an examination of the char-
acteristics of all the various texts today considered to be £ana higo would easily be
enough for a whole article on its own. Depending on what is meant by £aza (a text
fully written in Japanese from the beginning? a Japanese reading—jyomi-kudashi
A T L—of atext written in classical Chinese? etc.), and of course depending on
what is meant by Aggo (the Japanese reading of fay#? any text concerning Buddhist
teaching? a sermon addressed specifically to laypeople? etc.), the number of texts
potentially considered &ana hogo will be quite different. The oldest &ana hogo is said
to be the Ichimai kishomon —FUEREL by Honen 4K (1133-1212) during the
Kamakura period, but many other texts considered £ana higo were also produced
during the same period.* One collection of Japanese classical literature, the Nibon
koten bungaku taike: edited by Iwanami, includes a volume titled “Collection of &ana
hago””> Herein are compiled texts from vatious schools such as Tendai, Jodo,
Shingon, Kegon, etc., with the Rinzai school being only one among others.

Furthermore, the term kana hogo sometimes designated texts that used literary
style—mostly narrative and poetry—to present Buddhist teachings. These are,
to give only examples related to Zen teachings, texts such as the Boroboro no sishi
(EAIEADEF- 0 the Negumi no sishi RD S 2 L, the Ikkyi gaikotsu — K8,

* See Sanae Kensei -1 #E, “Hosa bunko-bon Shdichi kana higo no kenkyt (1): honmon hen”
SEN AR [B—INAEE] OWISE (—) KIUR, Zenbunka kenkyijo kiyo #SALTFEATILE 6
(1974), pp. 265-294.

5 Kana hago-shii W55, vol. 83 of Nihon koten bungakn taikei H A #ICHRFR (Tokyo:
Iwanami Shoten, 1964).

¢ See Koida Tomoko ZXH%1F, “Boroboro no sishi k67 [\ZAH\ZHDFEF] %, Chisei bungakn
Hrtk 25 49 (2004), pp. 99-109.

7 Despite the mention of a specific Zen monk, Ikkyt S6jun —fR%5%#1, this text is a literary ana
hogo. All specialists agree that it is not a text by Ikkyu. See Koida Tomoko, “Gaikotsu no monogatari-
26shi: Genchii soda-ga saiko” #48 OYFERF [XIW ST TE, in Zen kara mita Nibon chiisei no
bunka to shakai T & B 7z HARFHO AL E 443, ed. Amano Fumio KEF 3l (Tokyo: Perikansha,
2016), pp. 98-114.
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etc.® Thus, the term &ana hogo can refer to many different kinds of texts, and for
this reason, rather than trying to propose here a precise definition, we will limit
ourselves to indicating the scope of our inquiry, as well as the reasons for this
limitation.

In the first, and perhaps most important specification, we will deal only with
kana hogo from the two Zen schools, and of these two, mainly from the Rinzai
school. Among this group, moreover, we will not consider literary £ana higo,
concentrating our inquiry instead solely on texts presenting the teachings of spe-
cific—and explicitly named—Zen monks, a group of texts that for the sake of
convenience we will call accordingly “Zen-monk kana higo.”

These “Zen-monk kana hogo” can be divided into three large groups, according
to the eras of the monks whose teachings they are said to represent. As we will
see below, the mention by name of a monk does not necessarily mean that the
given text is reliably attributable to him (i.e. directly written by him or a transcrip-
tion from his oral teachings, sermons, or dialogues), and there are several cases
of texts being, without a doubt, impossible to associate with the monk whose
teachings they supposedly present. This question set aside, the corpus of &ana higo
can be divided into: (1) those texts produced (i.e. written and established as texts
that circulated in print or manuscript) during the medieval period; (2) those texts
attributable to medieval-period monks but compiled later (by, for example, edit-
ing letters that had not circulated as texts previously); and (3) those texts actually
produced during the Edo period. Below we will consider concrete examples in
each category. We will limit ourselves to texts that were published, leaving out of
our scope those texts that circulated only as manuscripts.

(a) Medieval-period kana higo

Kana hogo are often associated with the Edo period, and it is in fact mainly
during this period that most of them were produced and published, though a
few are older. The most famous is certainly the Muchit mondoshi, by Muso Soseki,
published during the lifetime of the monk in 1342. The question of whether or
not this text can be called a &ana higo is worth discussion, but as it is a transcription
of a dialogue between a Zen monk explaining to a layperson (Ashikaga Tadayoshi,
as we saw above) the principles of Buddhism and Zen in vernacular Japanese, we
will consider it to be such. Another example is the Getfan kana hogo that recorded
the teaching of Gettan Soko, and which was published as a so-called gozarn-ban
LWL (“Five-Mountains Edition”) in 1402.

(b) Medieval-period kana hogo Published Post-Medievally
Looking at the beginning of the Edo period, the most numerous type of

¥ See Koida Tomoko, “Kana hogo no kyoju to bungei” A4 EFE D F% & 3%, in Chisei no
uibitsu: seiritsu, tenkai to buntai FHEDOFEEE: 7 - JREA & UK, ed. Araki Hiroshi AR, vol. 10 of
Chiisei bungaku 1o rinsetsu shogaken "W & LR (Tokyo: Chikurinsha, 2004), pp. 435-455.
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Zen-monk kana hogo are, by far, those texts compiling materials from the medie-
val period (often from letters). Their dating and the details of their production
are difficult to determine,’ and above all, the reliability of their attributions needs
to be carefully examined. Several kana hogo are, indeed, cleatly not documents of
the teaching of the monk they pretend to be from. For example, all the &ana hogo
attributed to Ikkyu, without a single exception, starting with the 1kkys# kana hogo
— K445, are acknowledged by specialists to be pseudepigraphical. This
does not mean that they should be rejected—on the contrary, they remain im-
portant texts, as much for their contents as for the significant influence they had.
Nonetheless, they should be considered in a context apart from Ikkya himself,
from his thought, or even from his era."

(c) Kana hogo by Edo-period Monks

Lastly, there are the &ana hogo produced during the Edo period, in the same era
as the given monk himself, or soon after his passing. In these cases, naturally, the
content is more likely to reflect the teaching of the monk accurately, though also
to echo various contemporary preoccupations. The clearest example of this is
certainly the Ha-kirishitan #75 F)5ZF} by Suzuki Shosan #5ARIE= (1579-1655),
an attack against Christians from the standpoint of Zen. This is, of course, a
very particular example, but looking closely at other &ana hogo, one can see that
their teachings, and the ways they are presented, are also largely reflective of
their age, and in this way different on several points from what can be seen in
medieval-period kana higo.

2. The Place of Kanna-zen in Zen-monk kana hogo

As can be seen, the chronological origins of a given £ana higo are not easy to
grasp, and a text attributed to a medieval-period monk may in fact have been
written during the Edo period. Even if its material is ultimately authentic, the
possibility that such a text has been somehow modified, or recompiled in a way
that changes substantially the purpose of the composition’s original context,
cannot be excluded. For these reasons, especially when studying the beginning
of the Edo period, the kana hogo corpus must be treated with caution, and the
different contexts of production need to be examined with care in order to

? For example, the Daid kokushi higo RIGIE fiERH was first published duting the Edo period,
but a manuscript of the text discovered in the Reiun-in SEZEFE of Tofuku-ji Temple HAEF is
thought to have been produced at the end of the medieval period. See Sanae Kensei, “Zensha
kana hogo-shi no kenkyt (shiryo hen): Reiun-in-bon Daig kokushi hogo kaidai, honkoku” 5= 44
EREE OB CERAR) : EEBEA TRISEMEEE] FE - §150, Zenbunka kenkyijo kiyo 3L
FgEAT#L % 13 (1980), pp. 173-200.

10 For a study of the several &ana hago attributed to Ikkyd, see lizuka Hironobu S3% KR, “Ikkya
ni giserareru kana hogo ni tsuite” (1) —RIZHEE SN BWAEFFIZOWT (=), Komazawa
daigaku bukkyi bungakn kenkyi B RFALESCAMTE 1 (1998), pp. 185-212.
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undetrstand the characteristics of each individual text. Yet, for the common
reader of the early modern period, all of these texts were seen as authentic
teachings by Zen monks, and it was mainly through them that the image of
Zen teaching would spread throughout Japanese society. In other words, even
if the individual examination of each kana higo text constitutes a necessary
task, consideration strictly of the teachings they contain, regardless of other
characteristics—authenticity, period of production, etc.—remains, from a certain
perspective, a valid approach. Very roughly speaking, such an approach allows us
to take the viewpoint of a reader at the time, and thereby to gain a glimpse of
how the teaching of Zen was perceived during the Edo period.

The expression kanna-zen Fitith (Ch. kanbua-chan) describes a method that
consists of concentrating on (lit. “looking at”, &an ) an offered wats 55 (Ch.
hnaton)—the latter term being synonymous with &dan (Ch. gongan)."' This
approach was finalized by Dahui Zonggao KE "% (1089-1163) in the Song
period and became the basis of almost all forms of Chan in China, Korea, Vietnam,
and Japan. While this is somewhat simplifying things, one can say that, from the
end of the 12" century, kanbua-chan was no less than the very core of Chan
teaching everywhere the school had spread. For this reason, looking at the way
kanna-zen 1s explained in Japanese kana hogo is far from being the examination of a
minor point of detail: rather it is a way to see how accessible the fundamental basis
of Zen teaching was, during this very period when the Zen school, like most
Buddhist schools in Japan, began being expounded to social classes previously
almost ignored. In a word, we are looking at the core teaching of Zen in the core
Buddhist medium of the time.

A Few Examples

Among other important evolutions that radically changed the face of Japanese
society, the spectacular progress of printing technology at the beginning of the
17" century played a fundamental role in the tendency, within the wotld of Jap-
anese Buddhism, to spread the teachings of one’s school to a much wider audi-
ence. Many books introduced—in various ways and at various levels—the doc-
trines of the several sects, ranging from sutra commentaries to beginners’ texts,
and including, naturally, Zen-monk &ana hogo. A complete examination of the
place of kanna-zen in all kana hogo would exceed the scope of this article, but we
will look at a few representative texts.

"' In the English-speaking academic wotld, huaton is generally understood to mean something
like “head of speech,” being most often translated by expressions such as “key phrase,”
phrase,” or “key word.” To resolve the question would need a more thorough examination, but
here we follow the position of most Japanese specialists, considering the term to be fully synon-
ymous with gongan. The character 3 should be understood not as “head of” but rather as a pat-
ticle expressing “the whole,” as in the word manton 34, which is of course not the head of a
bun, but rather the bun in its totality.

critical
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Figure 1. Opening of the Bassui kana higo $RPR{% 44 (National Institute of Japanese Lit-
erature). https: i.org/10.207

(a) The Bassui hago
The Bassui hago TRI5EE (Figure 1) begins with the following:

If you want to escape the suffering of the cycle of birth and death, you must
know directly the way to Buddhahood. The way to Buddhahood consists in
realizing the [nature of] your own mind. The [nature of] your own mind is un-
changed, from the time before your own parents were born, from the time be-
fore your body itself even existed, and down to the present day. Because it is
thus the fundamental nature of all beings, it is what is called the “original face.”

WEO®ZRNA LRI | BIZBILOBEZ DL, BALDELIZ, B
ZEEDBRERD ALERSIE, KLV ELEINT, DLV IER
PHOLISENLT, SRELZITTRNELZ L2 LT, —UREDORME
AW, EERKOME £ D12

12 Zenmon hogoshi HPTEFESE, eds. Yamada Kodo IHHZ5E et al. (Tokyo: Perikansha, 1996),
vol. 1, p. 43.
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In other words, for the one who wants to escape from the cycle of rebirth,
which is the very purpose of Buddhism, the attainment of the Zen awakening is
necessary. To attain this awakening, one has to realize the true nature of one’s
own mind. That is to say, to understand that this mind is already, and was always,
awakened. The reference to the time “before your own parents were born” is a
clear reference to the famous &dan, “your original face before the birth of your
parents” (RRESRAE LI 0 AT H), yet more than just an allusion, the passage is
also a clear explanation of it.
Later in the text, one can read:

If this is the way you wish to be [i.e. awakened], you have to consider this: “A
monk asked Zhaozhou, “‘What is the meaning of the Patriarch coming from the
West?” [Zhaozhou] answered: ‘the cypress tree in the front garden.”

LA L 0)11[1< bAbkE, EEETRLL, MEINCE D o WA
ViR, BHERME T D

The one who wishes to be delivered from the cycle of eternal rebirth must focus
on a koan until arriving at awakening. Thus, from the readetr’s point of view,
the path to deliverance runs through the practice of the kdan, or kanna-zen.
The Bassui kana hogo was printed in 1643, which makes it one of the ecarlier
Zen-monk kana hogo printed in the Edo period. According to the Catalog of Zen
Texts (Zenseki mokurokn 1#5 H#%) edited by Komazawa University,'* it was
published also in 1649, 1727, and at yet another point during the course of the
Edo period (year unknown). The number of copies still surviving today allows
us to deduce that the text had a good circulation and therefore a large number
of readers.

(b) The Daito-kokushi kana hago

In 1645, two years after the first publication of the Bassui hogo, the Daito-kokushi
kana higo RITEIRA RS (Figute 2) was published. Here Daito kokushi
(“National Master Dait6”) refers to Shuho Myocho SEIEMVER (1292-1337), the
founder of Daitoku-ji Kf#i<F Temple, but the Daiti kokushi kana higo also con-
tains a kana higo of Tettdo Giko fFIFET (1295-1369). In this text, one can find
a letter titled: “Addressed to the Empress of the retired emperor Hagiwara”
(Hagiwara hid no kisaki ni shimesn FIEE R DJF127R7). Hagiwara refers here to
the Emperor Hanazono £t (1297-1348; r. 1308-1318), who was himself
close to Dait6. The letter starts as follows:

All the brethren engaged in practicing the way of Zen, while they still have a
beginner’s mind, should practice only the sitting meditation. For this sitting
meditation, having first assumed the full lotus position, or the half-lotus position,
open your eyes only halfway, and look to the original face, to the time before

3 Tbid., p. 47.

4 Now accessible online: https://zenseki.komazawa-u.ac.j
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Figure 2. Daiti kokushi kana hogo. Inner title: Daitokuji no kaizan Daiti kokushi no hogo RIE=F
B LLRAT il 5E. (Nagoya University, Okaya Bunko). https: /doi.org/10.20730/100260708

your own parents were born. By “the time before your own parents were born”
is meant: look to the time before even earth and sky were separated, before even
the “I”” had received any human form.

Lbith
NESHABEOM, HOORHT, B2 BT L, RN E L, BT
Bngeal, BB LT IRZ A HICH & T SCRERAE LT O AR O T
HEE L. CBREDE & RAHE, KRERZEST, Rlb R2Z001F,
KORPZNOWEZITEH MR R LB

Here too, in a text aimed at a lay practitioner, the practice of kanna-zen is pre-
sented as the way to awakening, even for a beginner. Later in the text one can read:

This “original face” had at the beginning no appellation. Since long ago it has
been called “the original face,” or “the master,” or “the Buddha nature,” or
again “the true Buddha.” It is just as when someone is born, he has no name,
but afterwards acquires various names over time. Likewise the subjects of a
thousand and seven hundred £daz may be a thousand and seven hundred in
number, but they all of them serve to make the same “original face” be seen.

'S Zenmon hogosha, vol. 2, p. 512.
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WOARKDOEHIZ, TTHTHER) o AROWEHE S, BITFEARE D, B,
AL S, BUIEALE b SR ED AT BRIINETINDE,
Hidmirh ey, U0 e s mML, —TEHEAOREE T, FH
DETLtEHONES, BROAROHHEZRELDOALLD

To see his true self, the self that was always awakened—that is, to reach the Bud-
dhist awakening—one must use the £dan, or to come at it from the opposite point
of view, all £oan have the same goal: allowing the practitioner to see this “original
face.” If Daito develops this point at some length it is because, for him, this is
the one and only approach, which even a layperson has to follow—as clearly
stated in the text.

Bodhidharma has explained that if you cannot see your nature (&ensho), even the
recitation of the Buddha’s name [for rebirth in the Pure Land of Amitabha] and
the reading of sutras, or indeed your keeping to the precepts—all these acts are
in vain. If you cannot see your nature, you must find a friend of virtue [a mas-
ter], and come to understand the basic principles of [the cycle of] life and death.
If you cannot see your nature, even should you read to their end the sutras of
all twelve parts [of the Buddhist canon], you would not be able to escape the
cycle of birth and death, and would still endure suffering in the Three Worlds.

A LR AL, SARRRE L TR 2R & b MER Y & ER R &
D% RIEEEH AN, BEHFEIEORED T, BROMRAZPENL, A
AT AE MO, TR ZHARD S8 . BRI Z By LT,
=HRICEEZCRL Y

As we can see, for the Daito kokushi kana hogo, as was the case for the Bassui
hago, the practice of kanna-zen is the one and only path to salvation offered to the
practitioner. Any other Buddhist approaches, such as would have been consid-
ered easier and for that reason more appropriate for the laypeople, are rejected
without any ambiguity.

(c) The Ikkys kana hogo

The Bassui hogo and Daito’s letter to the empress are two examples of &ana hogo
that invite—at the very beginning of the text—the practitioner to focus on &daz,
and by this, they allow us to see clearly the preeminent place of ganna-gen in their
presentations of Zen teaching. The Ikkyi kana hogo, another widely-read text in
the kana higo corpus,'® does not start directly with an exhortation to practice on
a koan, but instead with an explanation about the necessary motivations for en-
tering upon the way of the Buddha, and about the fundamental structure of the
mind, &okoro /L.

16 Ibid., p. 513.

7 Ibid., p. 515.

'8 It was published no fewer than nine times in the premodern petiod, the first of these being
in a year unknown during the first half of the 17% century. See Zenseki mokurokn F5E H &%,
p- 8 (note 14 above).
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First of all, what I mean by “disposition of the mind” is to be without any neg-
ligence of the Law from dawn to dusk. If you but understand that, from antiq-
uity to the present day, all this floating world is like unto a dream, then your
mind will no longer stop to linger over anything.

T > A5 b EHTIE, SISV 2 S F TR H~NEI2wie
D, FHOH R, TFOTE IZEANEH S UEANT, RIZHLEZ > A0
EE BT U Y

Waking up from a dream is a common metaphor within Buddhism as a whole,
and descriptions of awakening as understanding the vacuity of this world are an
explanation that is far from being specific to Zen teachings. Indeed, mentions of
sutras, such as the Lotus Satra and the Heart Sitra, are made in the Ikgys kana hogo
to explain the need for reaching awakening, and the text’s first part can be seen
as an introduction to Buddhism, rather than to Zen specifically. But when it
comes to practice, it is practice on kdan, the kanna-zen, that is prescribed:

In your practice, their words are vain who say you can dispense with [the prac-
tice of] doubt regarding the old cases and stories [i.e. the &dan|. As a consolation
for idle hours, I have taken some of [the &dan] that monks of the past have col-
lected and roughly rewritten them for you here in £ana [i.c. Japanese].

TS H . HRGEE, AR kX LI S, B2 &h L ol
IebBODISLENE, HOHOLPRIZTHEHE CSRIILD LEL S

Following this a series of kdan are explained, the first of them being that of
“your original face before the birth of your parents.”

As mentioned above, this text is, almost undoubtedly, not from Ikkya’s hand, and
an analysis of its doctrinal basis remains yet to be done, but what must be noticed
here is the fact that the solution offered to the practitioner is, again, the kanna-zen.

We can see, in the three examples above, that in texts presented as being, and—
in all likelihood—also in fact received by readers as being, introductions to the
teachings of the Zen school, the main (not to say the only) practice presented as valid
was that of concentrating on £dan, i.e. that of fanna-zen. The examples above were
chosen because of the clarity with which they expressed this supetiority of &anna-zen.
But such a superiority, or more precisely such an exclusivity, can be found in almost
all the Zen-monk &ana hogo produced during the first half of the Edo period.

To a modern reader, and perhaps even more so to a Western one, the signifi-
cance of such evidence may seem trivial, unworthy of any particular attention:
what wonder is there, after all, in Zen texts explicating Zen teaching? What else
should they preach? But what appears an obvious point is not, in fact, as straight-
forward as it might seem.

1 Zenmon haogoshi, vol. 1, p. 213.
 Ibid., p. 219.
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3. The Alternatives

Thus, to briefly summarize the situation, when the Zen school started to
spread widely throughout Japanese society, around the beginning of the 17®
century, most of the texts available to the average reader would have made the
claim that the school’s teachings, and therefore the path to salvation, were based
on a practice using £oan, namely kanna-zen. To appreciate the uniqueness of this
situation, we need to make some comparisons. In premodern times the Chan
school spread to Japan, Korea, and Vietnam. Here, however, we will not examine
the case of Vietnam for lack of competence, nor take up the case of Korea,
where Buddhism was, at this time, in far too weak of a position to provide a
relevant point of comparison.

(a) In China

Admittedly, in China too, kanhua-chan was the doctrinal basis for the practice of
the Chan school, which it still is today. This does not mean, however, that it was
the only recognized path to salvation. Indeed, after the end of the Song period,
the global tendency in Chinese Buddhism was instead to unify the several
schools, or at least those schools then still active. The Chan school, notably, came
gradually to integrate even the recitation of the name of the Buddha Amitabha
into its practices. This inclusion was not universally accepted, and its history re-
mains somewhat confused,” yet one can say that, in the end, reciting the name
of the Buddha Amitabha to achieve rebirth in the Pure Land became an accept-
able alternative to the practice of kanhua-chan alone.

The global idea behind this attitude is that all the teachings of the Buddha lead
ultimately to the same awakening,* and that if some believers were able to ob-
tain awakening through difficult practices like the use of gongan, for those who
lacked such capacity an easier practice, even one based on the sutras—far from
an obvious option given Chan teachings—came to be seen at first as tolerable,
then as acceptable, and in the end as normal. Therefore, even if the practice of
kanhua-chan persisted, it was not thought of as granting access to salvation exclu-
sively.

Beyond all this, the status of Chan teachings and their influence within Chi-
nese society decreased substantially after the rise of the neo-Confucianism of
Zhu Xi && (1130-1200). Consequently—such institutional setbacks having
only further weakened Chan’s already less doctrinally demanding character—
a contemporary Chinese layperson who undertook to question a Chan monk
about the teachings of his school might well be answered any number of ways,

2 See Noguchi Zenkei ¥F 1138, Gendai zenshii-shi kenkyi TCRAEFEHIFZE (Kyoto: Zenbunka
Kenkyujo, 2005).

*The conceptions of the monk Yongming Yanshou 7k BJIEZF (904-975) played a fundamental
role in this process. See Yanagi Mikiyasu #I#EE, Eimei Enju to Sugyorokn 7K IEH & 57 8i6%)
(Kyoto: Hoz6kan, 2015).
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kanhua-chan being only one of them. The insistence upon practices focused ex-
clusively around 4dan as the teaching of the Zen school is thus a Japanese pecu-
liarity. Or, to put it more precisely, this presentation to a lay public of kanna-gen
as the main—and often only—path to obtaining awakening was an approach
uniquely characteristic not only of the Japanese school of Zen, but also of that
school’s ways of interacting with lay society.

(b) So6t6 and Esotericism

The doctrinal contents of &ana higo allow us to see also an important evolution
within Japanese Zen itself. It is certainly true that at the time Chan teachings
were being introduced to Japan, the practice of kanna-zen was common in China,
and therefore naturally became the basis of Zen in Japan. However, this does
not mean that all the teachings of the Japanese school of Zen were limited to it.
To understand why the almost hegemonic place of kanna-zen in the kana hogo
corpus is a phenomenon worthy of notice, let us briefly review those practices
within the various Zen teachings of Japan that were not kanna-gen, and how
these were represented within &ana higo.

First, there is the case of the Soto sect, and more particularly that of Dogen.
As is well-known, soon after the passing of its founder, the S6t6 school turned
away from Dogen in its teachings, such that throughout the first half of the pre-
modern period, up to the “movement for restoring the school’s ancient lineage”
(shati fukko undo 58 EH)), while Dogen was respected, in terms of doc-
trine he was almost ignored. To say that the teachings of the S6to and Rinzai
sects were the same during the medieval period would be going much too far,
but kanna-zen’s place at the core of medieval Soto teaching is something hard to
dispute. We should note, however, that there is a &ana hogo attributed to Dogen,
the Eibei kana hogo 7K VIR4EFE> Tts content, being cleatly Rinzai-oriented,
shows without ambiguity that the text does not come from Dogen.* At the same
time, broadly speaking, we can say that for the average reader in the first half of
the Edo period, the teachings of Dogen were almost unknown. Equally un-
known were the doctrinal principles of the S6t6 school as we know it today,
which holds rather (to simplify things) that sitting meditation is in itself an awak-
ening, and that thus there is no need to obtain, through the practice of kanna-zen,
awakening as the Rinzai branch understands it.

Recent studies® have shown that during the Kamakuta petiod, what is called
the Shoichi B — branch was so important that it would not be an exaggeration

3 Zenmon bhagoshi, vol. 2, pp. 377-408.

# See Sakurai Hideo #3751, “Kyoke ni okeru sezokuka no mondai: Eihei kaizan no na wo
kanshita gisho wo megutte” LI BT 5 HALORTE: A FPHILOZ Z R L 72BE 2D o T,
Kydke kenkyis BALRFFE 14 (1971), pp. 13-18.

» See Sueki Fumihiko KA, “Chiisei genseki sokan to chisei zenkenkyii no shomondai”

(AT & A HEARERT SR O FERIE, in Chisei zen e no shinshikakn HWHAENOHHLA, eds.
Abe Yasurd FIERZERR et al. (Kyoto: Rinsen Shoten, 2019), pp. 7-30.
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to call it then the mainstream of Japanese Zen. This branch’s founder, Enni [
i (1202-1280), went to China and received the transmission of the Law from
the famous monk Wuzhun Shifan #EH#ERi#E (1178-1249), but his teachings also
incorporated a large amount of esoteric Buddhism. The relationship between
esoteric Buddhism and Zen is a problem far beyond the frame of the Shoichi
branch alone, and it would be impossible to understand early Japanese Zen with-
out taking it in account. However, in the later age during which the Zen school
was to spread throughout Japanese society, from the doctrinal point of view, any
such esoteric aspect had long been almost completely absent.

From the standpoint adopted in this paper, that of an average reader in the
first half of the Edo period, neither the Zen of Dogen that claimed the ineffi-
cacy of kanna-gen, nor the hybrid practice of an esoteric-oriented Zen, would
have appeared in any &ana hogo. There is, however, in the history of Japanese Zen
a third alternative, one that could in fact be found in early-modern £ana higo.

(c) Muso Soseki

If the esoteric-oriented Shoichi branch was influential at the beginning of Jap-
anese Zen history, one can say that the subsequent period was marked by what
is often called the Five Mountains branch, or Gozan-ha TLILIR. This appellation
itself raises several problems, the fact that it was not, doctrinally speaking, a ho-
mogeneous group being only one among many. For our average reader of the
Edo-period, the most representative monk was without a doubt Muso Soseki.
We have already mentioned here his most famous text, the Muchs mondosha, pub-
lished several times during the Edo petiod,* within which it is explained how he
combined Zen practice, or in other words kanna-gen, with the other teachings of
Buddhism. The thought of Muso6 is complex, and we will not try to summarize
it here”’; the point that interests us in this article is his acceptance of other ap-
proaches for the attainment of awakening. This appears of course in the Muchii
mondoshi, but also in kana hogo attributed to him. Among these is the Nzjzisan
monds T =" a kana hogo composed of twenty-three dialogues, each of
which consists in fact of a single question and its answer. The questions are
about issues such as “The necessity of raising the mind towards the Way” (doshin
okosu beki koto BB 23N EH dialogue #1), “The origin of good and evil”
(yoshiashi no minamoto no koto & L& L DIFEDOFH, in #4), “The desire for the Pure
Land” (jodo wo negan koto 1% 1a70 53, in #12), but also others like “The
absence of mind itself is being a Buddha” (&okoro no naki wo hotoke ni suru koto
LD %A MI$ 5, in #21). The text is one whose authenticity should

% Mote than eight times in all, according to the Zenseki mokurokn.

77 We have not yet had the opportunity to read it, but let us note here the recently published
work of Molly Valor, Noz Seeing Snow: Musi Soseki and Medieval Japanese Zen, Brill’s Japanese Studies
Library, vol. 64 (Leiden: Brill, 2019).

8 Zenmon hagoshi, vol. 1, pp. 15-40.
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be questioned, yet nonetheless, it can be observed here that neither the questions
nor the answers presume kanna-gen to be the only valid approach. Indeed, the
final dialogue bears the superscription “These are not anyone’s personal sayings,
but are all of them found in the satras” (watakushi no kotoba ni arazu mina kyimon
naru foto RO Z XN H & §EREL % 55, in #23). The text of its question is
as follows:

Question: “These vatrious things I hear you say, are they all the teachings of the
Buddha? Or have you added in anything personal? Becoming a Buddha requires
difficult and painful asceticism, as well as the accumulation of merit—that is
how one becomes a Buddha. All this talk about us being Buddhas already, easily
and without any raising of the mind, or about there being no Buddha outside
the mind—it seems very suspicious. Are these things really in the sutras?

MAETHL, RIS TEIFERDIF, LDz LADF > 1I2TER, XD
CERIEEANONER AT HIFHATHATL . iz oA n ST E1L
ElE b REIC, RTMOLDLBIET, bBFALIE., LOYM L L
s I, NIE, NEICHE M, EPICREUSTER?

The question seems quite natural, and despite its apparent simplicity it reflects
one of the main critiques made of the Zen school by other Buddhist sects: how
can Zen pretend to be a path to Buddhist awakening if it does not rely on the
teachings of the Buddha? The answer, for the Muso of the Nijisan mondo, is
quite clear:

All that I have said is, entirely and without doubt, the text of the sutras and the
treatises. If you suspect it all of being only one man’s personal sayings, I ought
to write out the satras and treatises for you in the original! I wrote them in kana
[i.e. Japanese] to soften them, to make them as easy to understand as possible
for your ears.

PRI, BLFERD RO EBITTE, RROSHh EHBOMmEIL > |
AOMNERDOXLENPETSELTN L, WRIZLE L OERIESL ET
AN & L7 BT,

The position expressed here is notably different from the one seen in the pre-
ceding kana hogo we quoted above. Here, the practice of kanna-zen is not explic-
itly recommended. True, it can be deduced, for example from explanations
about the necessity of not seeking the Buddha outside, which is a way of saying
that the practitioner himself is already awakened. In addition, to realize that
one’s own mind is equal to that of the Buddha requires, for the Zen school, the
practice of the &dan. Yet these are deductions, and not easily made by someone
unfamiliar with the teachings of the school, or with how far apart these injunctions
are from those of the preceding examples. Moreover, other kinds of Buddhist

» Tbid., p. 38.
0 Thid., p. 40.
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practice are not rejected, with even the recitation of the Buddha’s name being
considered a perfectly acceptable alternative. Thus, the Nijisan mondo, like other
kana hogo attributed to Muso, present an important counterpoint to the other
tendency so often encountered. The text prevents us from claiming too categor-
ically that all Zen-monk &ana higo were conveying fundamentally the same mes-
sage. The kanna-zen was, surely enough, widely considered to be the core of Zen
teachings, but there remain some nuances, and important ones, that need to be

added.

Conclusion

It goes without saying that this article is only an introduction to some of the
questions raised by a first reading of what we have called the Zen-monk &ana
hogo. The importance of kanna-zen in the way Zen teachings were spread to lay
society has, we hope, been sufficiently demonstrated by the few examples given
above. But of course this is not enough for a full understanding of all the differ-
ent issues such questions involve. As we have noted, a more complete examina-
tion of the characteristics of various types of kana higo remains to be done.
Among other tasks, a classification from the point of view of the doctrinal con-
tents of each seems to be an essential step. For now, however, let us simply say
a few words about two of the questions implied by the above considerations.

The first question is that of the origin of this situation. If, as we have said, the
insistence on kanna-gen in books read by common laypeople was something
unique to Japan, where did this come from? The answer, we believe, is to be
sought in the doctrinal history of the Rinzai branch, and in the way that Japanese
Zen came to evolve, particularly at the end of the Muromachi period. In a nut-
shell, the emergence of the Daito branch—which claimed that Zen teachings
could not tolerate other practices, and that the Zen approach (in concrete terms,
kanna-zen) must be the only one pursued’—ended up modifying progressively yet
radically the landscape of the Rinzai branch. Because, moreover, the temples of
Daitoku-ji and Myoshin-ji acquired a great influence during the Edo period, the
very period that saw this spread of &ana higo, a very large part—though not all—
of the Zen monks in Japan were affiliated with the Dait6 branch. Someone asking
a monk or reading a kana hogo would encounter with a high probability the answer
that the only way to practice was that of &anna-zen.

The second question raised is that concerning the implications of such a situ-
ation. This question is a very difficult one, and we will not try to answer it here,
but the fact that for a large part of society the teachings of Zen were considered
through the lens of kanna-gen had, certainly, many consequences. Though it

! See Didier Davin, “Datsu Kamakura Zen?: Junsuizen to Daito-ha nitsuite no ichi kosatsu”
IRESE A MR & RIBIRIC DN CTO—F L, in Chitsei gen e no shinshikatkn, eds. Abe Yasurd et al.
(Rinsen Shoten, 2019), pp. 459-478.



84 Davin

would be naive to think that thanks to &ana higo, all Japanese people knew about
the fundamental principles of the Zen school, it is nonetheless undeniable that,
in some milieus, Zen conceptions were in fact received. Understanding all the
ways in which they influenced literary theories, aesthetic discourses, etc., remains a
task for the future. For a long time, the relationship between “Zen” and “Japanese
culture” has been a monolithic and polemical topic, often centering around Suzuki
Daisetsu $i AR Al The idea that this relationship was an invention of the 20™
century, in the context of nationalism, has become now a common one. How-
ever, looking more closely at these Edo-period texts should lead us to adopt a
different point of view. The wide diffusion that £anna-zen achieved through kana
hogo implies different types of receptions—Iikely including also some misunder-
standings and unexpected connections—that deserve, we believe, to be exam-
ined more carefully.
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The March of Dancing Skeletons:
/.en Vernacular-sermon Picture Scrolls
and Their Development

Koma Tomoko

Translated by Jeffrey KnoTT

ity, found everywhere from T-shirts and rings to characters appearing in

Japanese anime. That the charm of such motifs is one felt by people
across different eras is clear from Edo-period #kiyo-¢, where one finds frequent
examples of skeleton pictures rendered with realistic detail, as in the Soma no
Sfuru-dairi TS DOHMNZE of Utagawa Kuniyoshi #JIED;, or the Hajo hakkotsu
zazen-zn W L EE MR of Maruyama Okyo ILIG%E. And while skeletons
have always been symbols of death, impermanence, or even evil, there is also no
shortage of pictures showing skeletons up and about, moving in the manner of
the living, with something of a comical or humorous air. Yet when, and how, did
such skeleton imagery, in its many guises from the loveable to the heroic, first
come into usage?

Stories featuring skeletons have existed in significant numbers from ancient
times. In the early Heian-period Buddhist tale collection Nibon rydiki H A F5L,
for example, one story has a skull taking vengeance upon the man who had killed
him. Yet for all its universal character, found beyond Japan in narratives from
every corner of the world, by and large it is a motif whose dominant elements
are negative. In Japanese texts, skeletons of a more cheerful aspect begin to ap-
pear only with the advent of the Muromachi period. One such example is found
in a work of otggi-zoshi (a Muromachi-period tale genre) bearing the title Genchii
soda-ga %I EFTTH].

In this work we find depicted a lively dinner party populated entirely by skele-
tons, whom we see beating drums, playing the flute, and dancing with abandon.
The scene occurs within the story-in-a-story of Genchsi soda-ga, the narrative
frame of which involves a travelling monk who falls asleep one day inside a tem-
ple, only to dream of long conversation with the skeleton of a woman who has
come out of her grave to meet him. The conversation narrates the woman’s life,
portrayed throughout by accompanying pictures as the life of a skeleton—all

Today, the iconography of skeleton or skull motifs enjoys a broad popular-



86 Koima

characters being drawn as skeletons—from her embraces with her husband, to
that husband’s death, to his removal to the cremation fields, to the woman’s own
taking of religious vows and, at last, to the subsequent Buddhist dialogues she
pursues. It is a playful visual expression of the principle of shdji ichinyo H5E—HN
(“life and death, one and the same”)—the idea that beneath the skin, human be-
ings are all nothing but skeletons, showing no difference between male and female,
indeed no difference between life and death. The sense of the Zen phrase used
in the title, genchi soda (“amid illusion, hit with grass [i.e. to make one wake up]”),
is that the skeleton dream-figures of the text enlighten the reader about reality’s
own true “emptiness” (k# Z). From this, as well as from the substance of the
Buddhist dialogue in the work’s latter half, the picture scroll appears to be a ver-
nacular sermon, designed to convey the teachings of the Zen school.

One of the four known extant textual witnesses of the Gencbsi soda-ga allows it to
be dated as far back as the Muromachi period: a valuable medieval picture-scroll
manuscript (now in codex form) surviving in the collections of Kakuman-ji
Temple #5iii<F in Osaka. This is the text previously introduced by Okami Masao
] 5 IE 1, bearing a transcribed colophon dated to Koryaku HEJE 2 (1380).! The
work also appears in Kanmon nikki HHHEL, the diary of imperial prince
Go-suko-in Sadafusa %536FE HIL (1372-1456), under a “Catalog of Various
Tales” (sho-monogatari mokurokn 5EWIEE H#%) found in a verso-side entry dated to
Oei a7k 27 (1420)—a corroborating indication that the work existed at least by
the early Muromachi period, and was read then among the nobility.

At a later period, this work was split in half and adapted, gaining an association
with the name of the famous Rinzai monk Ikkya Sojun —R5EHE (1394-1481).
The two resulting works were published, respectively, under the titles 1&kyz gaikotsu
— K415 (Ikkyt and the Skeleton) (Figure 1) and Ikkyi mizukagani —KIKE
(Ikkya’s Water Mirror). In these versions, however, the emphasis was less on the
teachings of Zen, and more on the abundant comic potential of the skeleton
figures themselves.

These anthropomorphized skeletons seem to have charmed people, and
helped along by the popularity of Ikkya, the texts became popular enough to see
several printings over the course of the Edo period. Yet even as such reception
though printed books with illustrations steadily increased, new copies of picture
scrolls continued to be produced as late as the Bakumatsu period, as in the case
of the picture-scroll manuscript of Ikkyi gaikotsu, copied in Koka 50 4 (1847),
that survives in the Ryukoku University Library. Probably this continued long
life in picture-scroll format is accounted for by the underlying Buddhist dialogue-
text having taken as its subject something as fantastic, and as given to striking
visuals, as an animated human skeleton.

In addition to the text’s artistic presentation of skeleton pictures, another aspect

! See Okami Masao, “‘Genchii sodaga’ honkoku” [£JHFEFTHE] #1%, ed. Nakamura Yukihiko
hakase kanreki kinen ronbunshu kankokai MR 52 2 18- AL & SCERTIAT S, in Kinsei bungakn:
sakka to safnhin FHEIF  VER EAEM (Tokyo: Chio Koronsha, 1973).



The March of Dancing Skeletons 87

Figure 1. Scene of a skeleton banquet. From [kkyi gaikotsn —KE%E, Pub. Edo period.
(Imanishi Yiichiro 4 Pi#i— R, Private Collection).
https: i.org/10.2 1002

of the Genchii soda-ga worth noting is the depiction of a Buddhist dialogue
between two nuns that occurs in the wortk’s latter half, valuable as a reflection of
actual discourse among contemporary Zen-sect nuns. This, considered alongside
the work’s fulsome use of both Muromachi-period didactic verse sermons and
terminology taken from Zen goroku #$% texts, has led the Genchi sida-ga to be
classified as a hggo-emaki F:7E#=% (a genre of vernacular-sermon picture scrolls),
and one designed, moreover, for a female readership. Later in the Edo period, this
female Buddhist dialogue was not only adapted, becoming the work Ikkys
mignkagami, but also had an influence itself on the kana-zishi work Ninin bikuni
“ At iJE (Figutre 2), penned by the S6t6 monk Suzuki Shosan $5ARIE=
(1579-1655).

In Ninin bikuni, the wife of Suda Yahei ZHH 7RI, after the death of a certain
beautiful widow, goes every seven days to see with her own eyes how the widow’s
body, left exposed in the fields, decomposes to become gradually nothing but
white bones. This leads to her enlightenment on the principle of impermanence,
and to herself becoming a nun, one who eventually, as the story portrays it,
achieves rebirth in paradise as the fruit of her devotions. Setting aside its clear
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Figure 2. Scene of a woman in dialogue with a skeleton. From Ninin biknni — NI EJE [“Two
Nuns”], Pub. early Edo period. (National Institute of Japanese Literature).
https://doi.org/10.20730/200004107

relationship to Su Dongpo’s #H¥% (1036-1101) poem on decomposition, Nine
Phases (Jinxiang shi TUHEE, ]. Kuso shi), Ninin bikuni also betrays the influence of
Genchii soda-ga, not only in its structuring concept—coming to enlightenment
about impermanence though dialogue with a skeleton—but also in its own
opening’s direct allusion to that of the earlier work. A similar process can often
be seen at work in kana-zoshi of the early Edo period, with several texts being
based on such Muromachi vernacular-sermon picture scrolls, whose content
they selectively modified and adapted, in a very concrete manifestation of con-
temporaty “interactions of knowledge” (chi no kotsi H1DZE ).

To turn, then, the question around: what was it about the Muromachi era that
felt a need for such skeleton story-illustrations? In the background to their
production there are various influences that might be adduced, in particular
Song-period skeleton illustrations from China, and the popularity of those
otogi-z0shi works now called iruimono FFEY) (“non-human” pieces)—stories cen-
tered on anthropomorphized flora and fauna. These story illustrations were of
course an expedient, used to expound Zen’s difficult teachings in ways people
could more readily understand. Nonetheless skeletons, simply through their


https://doi.org/10.20730/200004107
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association with such pictures, came to acquire a new image among people.
And so it is to the skeletons of these story illustrations, first appearing in the
Muromachi period, that we trace the roots of the modern, more humorous,
more loveable skeleton type, which continues to dance on in our own day and

age.
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Language and Representation with
ogi and uchiwa Fans: Considering

“Applied Knowledge”
in the Early Modern Period

Suzuki Ken’ichi

Translated by Jeffrey KnoTT

1. Introduction

The arrival of spring is heralded by the aroma of the plum blossom, or perhaps
by the call of the warbler, or the wind that melts the ice. The river Asukagawa
serves as symbol for the transience of things. Thus it is that elements of the nat-
ural world, and when enshrined as stock “poem-pillows” (#tamakunra) also many
place-names, are found to bear particular standardized meanings. In some cases,
such a phenomenon can also be observed with regards to items of human man-
ufacture. Let mention of a certain class of item come to recall associations with
some concrete event in particular—with repetition of the association, over time
it finds itself a fixed feature on mental maps of “knowledge” shared by large
numbers of people. In this paper I will explore the nature of this process
through the example of two kinds of traditional Japanese fan: the accordion-
folding gg7 I fan, and the flat, round-shaped #chiwa 5 fan.

First, I will summarize in brief the general understanding as regards 9g/ and wohiwa
fans. The g/ is a type of fan original to Japan, one developed during the Heian
period. At the end of the Heian period it spread to China, where in the Song era the
hedieshan A ETF (ot tangshan FE ) appeared. There atre two kinds of ¢g fan, the Ai-ogi
M (“cypress-fan”) made with slats of wood, and the &dmor-gg Si¥ER (“bat-fan”;
also kawahori-og7) made with paper. By the early modern period, it had spread in use
to the population at large, giving rise to travelling peddlers of ¢g/ fans and their
backing paper.

In contrast, the #chiwa fan can be traced back to ancient China, where indeed
the very character for “fan” designated one of the #hiwa type. What today we
would call an wchiwa is also described in the Han-dynasty “Poem on a Bamboo
Fan” (Zhushan-shi Y77%) by Ban Gu ¥t (32-82). The wchiwa type further
spread to the Korean peninsula, where it was known as a “pine-fan” (songseon ¥A ).

91
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It arrived in Japan, however, from mainland China. In the early modern period,
a variation known as the “Edo whiwa” became popular, and some people even
made their living as #chiwa-peddlers.

Such an account can also be found in Katei kidan #EEER T (pub. Tenpo Kk
5/1834) by Hara Sokei i #4E (1718-1767):

NYBroe, BFbhan, FEHE/ I TV SRKB=TH M =T/,
R =TE)IGA T E =7, WEZNJCREFRE  F 1), FREANE K
GATARIBIVE) ¥ v r 7. W2 KREUBNRITIVE) > a ~, BESY
VHZRI, KRBT EZ TR/ TN, T/ THEER ME. ME b
B MWMBMNEZR, HIEANT/ F=dkaVF) vW=7. EME, f#HME
P PANIEC 5i)-= 1/ B N a

As a rule, when it comes to fans, the word sensu Fi¥- always refers to the uchiwa
type. What today in Japan we call an dg7 was first made in this country, and did not
originally exist in China. It is said to have first crossed over from Japan to China
during the Song petiod, and from the Yongle 7k era [1403-24] of the Ming pe-
riod onwards, we certainly see it crossing over from Japan again and again. What
we now call 6g here in Japan, is over there called ghedieshan A'ETF ot tieshan Wi
ot sashan 5. Uchiwa, on the other hand, have been present over there since an-
cient times, so that words such as sha & ot bianmian {1 all refer to uchiva.!

Furthermore, in the “Clothing and Other Handheld Items” (firku gangn i3 E:
section found in vol. 26 of the encyclopedic Wakan sansai ne FHIE="F % (preface
pub. date: Shotoku 1EF# 2/1712) the image under the entry for gg shows a kamori-
ogi (Figure 1), with bi-ogi and wehiwa appearing under separate entries (Figure 2).

What both ¢g7 and #chiwa can be said to have in common is the property of ar-
tificially producing a small space of coolness, and thereby manifesting a bit of
the natural world in the midst of daily life. This property moreover shares some-
thing fundamental in common with what I have argued® is a certain “nature-
in-daily life” function, uniquely characteristic of the early modern period, to be
found in items such as insect cages (mushiko 11 5E), firefly baskets (hotarn kago HFE),
flower vases (kabin 1tHK), and goldfish bowls (kingyo-bachi 4 $a8k).

What, then, is the difference between these two types of fan? If forced to
compare, the gg/ would likely be found the more elegant, and the #chiwa the more
commonplace of the two. One might also note the dg7 fan’s broader range of us-
age, brandished now to cries of “appare” (“Bravol”), serving now as tray to pass
someone an item, and so on. By folding in various ways, ¢g/ can also change their
shape. But this is a matter I will return to in the conclusion.

2. Various Artistic Expansions

Before heading into the main argument, however, let us look at two examples

UText in Katei kidan, Od hitsugo, Kagai manrokn WEEFRCLH - W 4 S5 - ALHRLER, dai 1-k4, vol. 5
of Nibon zuibitsu taisei H ARBEEER B (Tokyo: Yoshikawa Kobunkan, 1975), p. 30.
? Suzuki Ken'ichi 85—, Edo shiika no kikan {LFFFHRO 22/ (Tokyo: Shinwasha, 1998).
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Figure 1. The dg/ Jd. Hllustration from Figure 2. Ibid. Two types of fan, side-by-
Wakan sansai zue FUE=FX%, comp. side: (L) uchiwa BT and (R) hi-og H&TH.
Terashima Ry6an 358 R %, vol. 26, pub. https:/doi.org/10.20730/200018257

Shotoku 2/1712. (National Institute of
Japanese Literature, Ukai Bunko).
https:/doi.org/10.2 2000182

of literary works that make mention of gg7 and #chiwa both.
First, a seven-character quatrain by Ishikawa Jozan £J1131L (1583-1672) on
the topic of “Mt. Fuji” & 111

iz kB ESLFE  Sage guests come to visit on peaks beyond the clouds;
AR H Blue dragons dwell and grow old in pools within the caves;
E N TR IE AR Clouds spread a sheet of silk, smoke stands for a handle;
SR RSN A white fan hung upside-down, skies of the East Sea.

— Ishikawa Jozan FJ1ISLIL, Fushoshi %% (pub. Kanbun %3¢ 11/1671)°

* Facsimile edition: Shishi Nibon kanshi 7% H 5575, eds. Fujikawa Hideo & -2JII3EHE et al.
(Tokyo: Kyuko Shoin, 1985), vol. 1, p. 9.


https://doi.org/10.20730/200018257
https://doi.org/10.20730/200018257
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Here the first (“opening” £/ i2) and second (“developing” shd 7K) verses depict
a mystery-laden natural world, while the third (“turning” #r #x) and fourth
(“concluding” kersu #) verses compare that scene to everyday objects like the gg/
and #chiwa fans. The “handle” of the “turning” verse indicates the #chiwa, while
the mountain-shape resemblance of the “concluding” verse suggests the ggz.
Some have seen in this a contradiction,” but it is equally possible to view it as
simply a witty way of describing Mt. Fuji that made free use of properties found
in commonplace objects, such as dg7 and #chiwa fans.

I will also quote the haibun HE3C piece “In Praise of the Nara uchiwa” (Nara
uchiwa san 7%= BB ), by Yokoi Yayu #iH-tWA (1702-1783), in full:

FIZXL2O0MOME, Wi 280EICHO00 T, HHORAFEE T2
Ny Ft, g7z sHABDECIZL2SIE, ZEIEIZSTEHH5T L,
I LI VAEETEINE, 722 THEEIZLT, —H—2 % ToMIZd
HIESIE, BEIC s INTARIC~ADLLABIT L L, 72 Al E
BOTTRI2EKROEELZSLG, EHEMOEOFRE LK, 0D&8THY &
DT S A, BROMIZEE LT, AOOICHKECTIE, F/RLIEEZ7-0
GELRAT, WEORBICHEELAHEL T, ROoRIZTRESsEL,
Wik2 FLONTHISL LELLIFICIEZTEN e, FRLIL2ZOALT, &
FIZHINT, B HBOELE, DML, NIhzbFH 0N,

Nara, glad of verdant earthl—it was in the reign of that Emperor also so
named, it seems, that by some royal wisdom [the #chiwa) became a local spe-
cialty. In this world, know the art of your own trade through and through, and
even a jack of very few trades gets by fine enough. That’s an wchiwa for you—for
the wind that it makes all gratitude duly granted, its lack of talent otherwise is
absolute, yet if not quite suitable for song or dance, it also doesn’t go out folded
up at the waist, with a penchant for public flattery. People despise it as a mere
slip of wood, with all the lifespan of a drifting cloud or water flowing by. But it
never demands a housing case of fine paulownia! It cools you at night by the
gourd-flowers, and stands pillow-vigil for your daytime nap. Yet even when peo-
ple’s interest chills with autumn, it places not a single hope in the summer to
come. It bunks in the back corner of the shelf with the wastebasket, and suffers
the filth of treading rats. Yet for all that, it’s better than the gg7, with its backing
paper all peeled up, so painfully exposed. I open my heart to you, and you grow
close to me, even naked and asleep . . . but no morel—it is not something to tell
others about.

— Yokoi Yayt #H-WH, Uznra-goromo 554K, vol. 1 (pub. Tenmei KH 7/1787)°

Contrasting the dg/-fan’s air of luxury with the down-to-earth Nara wchiwa, he
characterizes the former as waka-like and refined, the latter as haikai-like and
common, expressing for the latter the greater affinity.

* Suzuki Ken’ichi, “Ishikawa J6zan no Fuji-san shi wo yomu” A0 FE LILFE % 7,
Tokaids 53-tsugi wo yomn KBTI T =R % Fitr (Tokyo: Miyai Shoten, forthcoming).

> Text in Uzmra-goromo 357K, ed. Horikiri Minoru S )92, vol. 1 (Tokyo: Iwanami Shoten, 2011),
p. 21
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3. The ogi as Representing Japanese (wa) Literary “Knowledge”: Three
Cases

[A] The Tale of Genyi, “Evening Faces” Chapter: A Maidservant Offers a Perfumed
ogi-Fan

The fantastical love story that develops between Hikaru Genji and Yugao—Iit.
“Evening Faces,” named after the yigao %/ B flower (moonflower)—begins in

the following way:

A pretty little girl in long, unlined yellow trousers of raw silk came out
through a sliding door that seemed too good for the surroundings. Beckoning
to the man [sent by Genji to pluck a moonflower, unknowingly, from her mistress’
gate], she handed him a heavily scented white fan.

“Put it on this. It isn’t much of a fan, but then it isn’t much of a flower either.”

Koremitsu, coming out of the gate [next doort], passed it on [from the other
man]| to Genji.

—The Tale of Genji, “Evening Faces” (Yiigao 4/ BH)°

The appearance in this scene of the gg-fan is a literary fact of quite considerable fame.

For widespread recognition of the gg--fan as a token signifying Hikaru Genji
and Yugao’s love affair, however, the literary “knowledge” necessary to that rec-
ognition had to first widely circulate. Towards this end of broader circulation—
and creative application—there was need for a variety of channels beyond read-
ing the above original text alone. There was need also for commentaries and
digests, for manuals of haikai poetic associations—r#sukeaisho 11573 after the
technical term for such associations, #sukeai {1} F—and other written genres, as
well as for treatments in painting and other forms of art. With repetition of this
circulation and application, moreover, such literary “knowledge” gained in ge-
neric breadth, spanning a range of registers from the popular to the refined, a
phenomenon particularly noticeable in poetry and #&syo-e. Nor was this a one-way
movement, going first from circulation to application later, for creative application
of literary “knowledge” was itself an aid to the latter’s circulation, leading to a
bi-directional dynamic in which both efforts mutually would reinforce each other.

To name a number of such circulation channels concretely, outside all printing
and hand-copying of the original text, for commentaries, it goes without saying
that Kitamura Kigin’s 4bF§3=15 (1624-1705) Kogetsusho i A (pub. Enpo HEE
1/1673) circulated particulatly extensively. Among digests there was the Osana
Genji 1 S 721K (pub. Kanbun 6/1666) of Hinaya Ryaho /2 1Z.[# (1595-1669),
wherein the above scene, for example, is succinctly explained: “[Genji] was pre-
sented with a white, perfumed fan with a flower resting on it.””

S The Tale of Genyi, tr. Edwatrd G. Seidensticker New York: Knopf, 1976), p. 58.

THEHSAZEDOINL125146% % & T2 58721 . Facsimile edition: Osana Genji, Genji monggatari
taii B SRR - FRMWEERE, vol. 10 of Genji monggatari shirye eiin shiisei IR EE AV I IK,
ed. Nakano Koichi H1#5%— (Tokyo: Waseda Daigaku Shuppanbu, 1990), p. 29.
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As for tsukeaisho, we find in the collection Haikai ruisenshi HEsE AR (preface
pub. date: Enpo 5/1677)° record of an association between “ggi-fan” and
“plucked yzgao”—in this case referring to the “evening faces” flower, and not
Hikaru Genji’s lady whose name is taken from it. Among the educational genre
of teikinmono VEINY) texts, the Onna teikin Go-sho bunko WIEINHFT L (pub.
Meiwa HHH1 4/1767) contains a diagram titled “Chart of Genji Petfumes” (Genji-ko
no zu PR 9 4), within which an gg-fan is pictured with a yzgao flower upon it.
One can also find the same visual composition in any of the series of illustrated
Genji texts (introduced by Prof. Komachiya Teruhiko /NMIT4HZ?) whose pic-
tures are said to be by Keisai Eisen @775 4% (1790-1848): Genji monogatari 54-jo
exnfkenshi IFENEE LA DUMGAE R (pub. Bunka X 9/1812), Gunka hyakunin isshu
waka-en FEALE N—EHIHE (pub. Tenpo 7/18306), Shigyokn hyakunin isshu Ogura
shiori 75 E A N—HE/NEHE (pub. Tenpo 7/1836), ot Genji monogatari exnkushi taiishi
IR aEA= RO TS (pub. Tenpo 8/1837; Figure 3). By contrast, in the section
on “Lady Yugao” (Yigao no ue 7 L) in Kurosawa Okinamaro’s S
(1795-1859) work Genji hyakunin isshu JEIKEH N—1H (pub. Tenpd 10/1839), her
pose is instead that of using an gg-fan to hide her face (Figure 4). Through all
these various conduits, the close relationship between Yugao’ love story and the
ogi-fan came to be one that more and more people recognized.

Yet how was this link put to use in application? In poetry (Japanese and Chinese)
we see the following:

4B
(1) BD )N L AR THEL SFFRICOE LW 5SDIIDIE%R
Topic: Evening Faces

Out of the wind it almost seems to blossom—Ah, the coolness
Served up in the fan-borne face of an evening flower!
—Matsunaga Teitoku #A7k Hf# (1571-1653),
Shayiishi 8% (pub. Enpo 5/1677)

BERMFEOIPED S T2 & 12512
Q) IPEOEPTTOLIEDIZTOMIHALEDODT LR DD
Topic: Writing on the Tale of Genji’s “Evening Faces” Chapter

The evening flower’s words, that once did drop like dew-stains catching on the leat—
At last alighting, married, be it but to the edge of a fan.

—Motooti Notinaga A& E & (1730-1801), Suzunoya-shi $iJE 4%

(pub. Kansei % B 10/1798)

8 Facsimile edition: Haikai ruisenshi HEFESHARSE, vol. 1 of Kinsei Bungei Sikan ¥ttt SLEEFET)
(Osaka: Han’an Noma Koshin-Sensei Kako Kinenkai, 1969), p. 400.

? Komachiya Teruhiko /NTGHEZ, E 20 arasuji de yonn Genji monogatari: Keisai Eisen Genji monogatari
ezuknshi taiisho %5 & @ 53 U TRt WER « Smdn [RRWFRAERRETD] (Tokyo: Shintensha,
2007).
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Figure 3. Yigao ##H, depicted holding an
ogi-fan bearing the eponymous “evening faces”
(yigao) flower. lustration from Genji monogatari
exuknshi taiisho IRERP)FEARIRRIESD, illus. attr.
Keisai Eisen #5737, pub. Tenpo 8/1837. (Na-
tional Institute of Japanese Literature, Hatsukari
Bunko). https://doi.org/10.20730/200003499

(3) IMERERIEIE  Through a gourd-flower deep in the alleys I met a
maiden fair;
— AR A single fan, love mutual, the bond between two lives.

TR 2R Smoked with perfume, though scent be vain, the root
itself breaks not;

XIFE A But putting forth another vine soft, tighter it winds
ever still.


https://doi.org/10.20730/200003499
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Figure 4. Lady Yugao # A I, here portrayed
using a fan to hide her face. Illustration from
Genji - hyakunin isshn JEIKA N—H, Kurosawa
Okinamaro FHREii, pub. Tenpo 10/1839. (Nara
Women’s University Academic Information
Center). https: iorg/10.2 100241

— Ema Saiko {LIE#IF (1787-1861), “On Reading the Geri”
(Gengo wo yomu FElFRE)""

@) HEPHEOT BT A

The hour of dusk—when the fan is the one borne, by a white peony.
—Sonome F L (1664-1726), Soga monogatari '&EFWiE
(pub. Kyoho & 15/1730)

' Composed in Bunsei SCEL 12/1829. Text in Shomu ik HE A, vol. 2 (pub. Meiji 4/1871).
Facsimile edition: Shishi Nihon kanshi (op. cit.), vol. 15, p. 162. Annotated edition: Ema Saiko shishu:
Shomn ik’ (ge) ILIMEFE [WIE#EME] T, ed. Kado Reiko M%T (Kyiko Shoin, 1992),
pp. 257-258. Sce also Breege through Bamboo: Kanshi of Ema Saike, tr. Hiroaki Sato (New York:
Columbia University Press, 1998), pp. 117, 215-216.


https://doi.org/10.20730/100241606
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45
(5) I HNIDIEICH % 8 T B IX72Z D NIEDIHD Z Z 7z
Topic: Evening Faces

Why did Yugao have her fan there exactly where the flowers were?
Could it be that at twilight, she was having a hedge-peek herself?
—Ishida Mitoku f1 KA (15872-1669), Gogin wagashi 1535
(pub. c. Keian BE% 2/1649?)

HE T2 & DU FRET 5
6) LOVTHZENERLAZZILDHSEEINAOLDLEWELENIIDTE
Topic: Written on a White Fan

Furtive as you please, obvious as daylight a white fan held out like that;
How could Koremitsu—of course he would see her “evening flower.”
—Nakarai Bokuyo 3 M3 (1607-1678), Bokuyi kyika shii b 3B
(pub. Kanbun 9/1669)

And these are but a sample of the various works produced."

The examples begin with two pieces of waka, the second of which contains a
play on words around the homonyms “wife” (tsuma 3£) and “edge” (tsuma #) for
a double-entendre difficult to translate (reproduced here in part with “married,
be it but to the edge of a fan”). The third example, a poem in Chinese, draws
more broadly upon the story of the Tal of Genji. The “single fan” is a sign of
the marital bond, and even if that “perfume” proves to “be vain,” still “the root
itself breaks not,” and yet “another vine” will be “put[] forth,” all of which is to
convey that though Yugao herself quickly dies, Hikaru Genji will later care for
her orphaned child Tamakazura % (partially homophonous with &azura
“vine”)—and in time feel romantically for her as well. The shorter fourth poem,
in contrast, is a haikai-sequence hokkn FEH) (“starting verse” of a linked-verse
sequence), in which the yzgao flower has become a white peony. The fifth and
sixth poems are both &yika £k, the latter of which contains an additional pun
relevant to the story, playing on the phrase &ore mitsurame, which means both lit-
erally “he [=Hikaru Genjis servant Koremitsu| must have seen it [=Yugao’s
flower],” while also containing concealed that servant’s own name: gore mitsu(rame).
To summarize in more generic terms, the “refined” (g #f) register of the first
three examples—traditional waka and a poem in Chinese—is thus matched by
the more “common” (z0ku 1Y) register of the latter three—~haikai and kyika, sig-
naling the literary breadth of the link’s reception.

' Suzuki Ken’ichi, “Edo shiika ni okeru ‘Yigao’ no maki sesshu” VLA #FKIZ 81T 5 [ 4]
BRI, in Genji monogatari to sono kydju kenkyi to shiryo IR & & DEZWISE & %08}, ed. Murasaki
Shikibu Gakkai #6Xi“74% (Tokyo: Musashino Shoin, 2005).
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This breadth extends even beyond the written word. In the field of painting,
Suzuki Harunobu’s $iREAE (17257-1770) ukiyo-¢ rendering of the scene is
well-known, and in the collections of Tokyo National Museum there survives
an Edo-period kimono treating the motif: an ornate karaori I robe bearing
the images of Lady Yugao and her fan."? Even in the fictional Hyakka-cho mitate
honzd: fudetsu mushikoe no toridori AAUBEHEFEATL : BN EE (pub. Kansei
10/1798), a kibyishi wotk by Santoé Kyoden I EUZ (1761-1816) with illustra-
tions by Kitao Shigemasa JtEE I (1739-1820), one can find a phrase like the
following: “Hi-gg/ fans go with the yzgao flowers over on Fifth Avenue.”" As
such examples make clear, reception of the original association, as found in
other forms of art and different styles of writing, was as varied as it was broad.

[B] The Tale of the Heike, “The Death of Atsumori”: Kumagai Naozane Taunts

Atsumori with an gg/

Found in volume 9 of The Tale of the Heike (Heike monogatari “V-ZZW)5E), the mo-
ment in the “The Death of Atsumorti” episode where Kumagai Naozane RE4HH 5
taunts his enemy, Taira no Atsumori *F-EU#, to halt his seaward flight and instead
turn and fight him—“[Naozane| beckoned to [Atsumori] with his fan. ... The
wartior came back”!*—is a justly famous literary scene of gg/ usage.

Alongside readings of the passage itself, through visual arts like painting and
various other such channels, the single action of Naozane taunting Atsumori
with an ggi-fan came to be accepted as symbolizing the “Death of Atsumori”
scene as a whole. Based on that common understanding it was taken up as
material, as much in poetic allusions as in the playful punning of humor collec-
tions.

In painting, among the oldest treatments of the scene, as introduced by Prof.
Kitamura Masayuki JbAH &3 are (1) the late-Muromachi illustrated scroll
Ko-Atsumori emaki /NERERZ: in the Waseda University Library,'® and (2) the
catly modern-period Tosa-school KR folding screen Ichinotani kassen-zu
byobu — DG EJE at the Tokyo Fuji Art Museum.!” Both works are agreed

"> Known under the title: 7Rk Be 75 MR &7 BRI . See Genji no isho RO T, eds.
Akiyama Ken FKILEE et al. (Tokyo: Shogakukan, 1998), p. 116.

BiERIE TGS ) OFEOIITHL.

"“The Tale of the Heike, tr. Helen McCullough (Stanford: Stanford University Press, 1988),
p. 316.

15 Kitamura Masayuki A 232, “Feike monogatari no teisho”  [SEZRWIEE] DT, in Hamabe no
bungakushi B DOILFER, ed. Suzuki Ken’ichi (Miyai Shoten, 2017).

10 Ko-Atsumori emaki /W8U#E#z%, 2 rolls (Waseda University Library). Images made publically
available: https:/wwwwul.waseda.ac.jp/kotenseki/html/chi04/chi04_02084/index.html. Also.
360°, 3D images available: https: /www.waseda.jp/library/news/2016/08/31/1890/.

' Ichinotani kassen-zu byobn — DG, pair of screens, 6 panels each (Tokyo Fuji Art
Museum). Images made publically available: https:/www.fujibi.or.jp/our-collection/profile-of-
works.htmlPwork_id=3559.



https://www.wul.waseda.ac.jp/kotenseki/html/chi04/chi04_02084/index.html
https://www.waseda.jp/library/news/2016/08/31/1890/
https://www.fujibi.or.jp/our-collection/profile-of-works.html?work_id=3559
https://www.fujibi.or.jp/our-collection/profile-of-works.html?work_id=3559

Language and Representation with gg/ and wchiwa 101

Figure 5. Right, background: Kumagai Naozane FEAHEHE raises an qgi-fan
in challenge. llustration from Genpei seisuiki e 5-VFREHFLA %, Akisato Ritd
FRELEE 5, pub. Kansei 6/1794, vol. 5, “Kumagai Atsumori wo utsu narabi ni
Heike no kindachi uchi-jini” A&&FTHUEIF T2 2#FTIE. (National Institute
of Japanese Literature). https:/doi.org/10.20730/200016986

in depicting Naozane on the shore, a fan in one hand, and Atsumori on horse-
back in the midst of the surf. The same is the case with the corresponding sec-
tion in volume 5 (“Kumagai Atsumori wo utsu narabi ni Heike no kindachi
uchi-jini” REEFTBEF PR REFIIE) of the Genpei seisuiki zue 15~V HEFERLIA &
(pub. Kansei 6/1794), by Akisato Rito £k L &, with illustrations by Nishimura
Chawa Pt Hfl and Oku Sadaakira B EHE (?—1813) (Figure 5). In wkiyo-e,
there exist at least three treatments of the scene, in works by Suzuki Harunobu,
Utagawa Sadahide #JIIHF5 (1807-1879), and Tsukioka Yoshitoshi F il J5 4
(1839-1892), among which Yoshitoshi’s stands out in particular, for its boldness in
visual composition. From an early-modern standpoint, works such as Ko-Atsumwri
emaki and Ichinotani kassen-3u byobu are examples of literary “knowledge” as cir-
culated, while the Genpei seisuiki ue, or paintings in the #kzyo-¢ genre, constitute
examples of knowledge applied. Yet as discussed above, applications of “knowl-
edge” also themselves circulate, and ultimately feed back into the new wave of
applications to follow.


https://doi.org/10.20730/200016986
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Let us look now at a late eatly-modern humor collection, the Fukukitaru &\
4% (preface pub. date: Bunka 11/1814) by Tachikawa Ginba 37JIIEE,
where under a section on puns (jiguchi #il'T), he recounts a case of word-play
involving the Genpei War being used to hawk soba noodles. Here I quote only
the first half, underlining the puns:

BEREOE—O/IE, WIZLA, TTCEOE, FPESOH & T, SFRORE,
EEORNKEHBEOZEL T, MADPETITA. AHOAMENLY . 4137 DR
WAROHIZ, HBOHE REES LA, HEE2BSED D T, ERkolA
EFHONDBIZTHED 2T, [ZIE0H2ob ), HD5 AN, HAIZVFELRE]
EWVs, HIOEOIFb D, INeMETEY., [z r] Ln
X, TH2L ) FAFOR] &vs,

In Ichinotani in Settsu one finds a five-step stone pagoda, built by who knows
who, some say in memory of the ancient battlefield there from the Genpei War
in the Genryaku JU& era [1184-85], some say as a grave for the fallen lords of
the Taira clan, or for the Rankless Official Atsumori. Nowadays, by the line of
trees fronting that marker, at a spot with a good view on the sea, there is a man
who sells soba noodles. As people pass by, this fellow beckons them with a
rising-sun fan, shouting, “Atsumori sobal Come and get it! Specially cooked
Yoshitsune-style!” People from Edo—great lovers of such puns—are just de-
lighted to hear this, and when they ask how much it costs, the man replies,

“When Atsumori was only sixteen . ..”

As we can see from this, the gg7 was itself a token used to recall the scene, even
when that purpose was as fodder for humor.

For examples in poetry, from the collection Haifii yanagidarn FEMZE we
have the senrya )1 “With the very fan that taunted, Kumagai now catches his
falling hait” (maneida ogi Kumagai wa ke-ufe ni shi)."® And from a Bakumatsu-period
kanshi collection we have the following by Arai Gyomin FRHZER, in his Honchi
Jinbutsu hyakunei E NP E WK (preface pub. date: Ansei % 2/1855):

PN TR Lightly made-up, a lord’s son, he was of the Taira clan;
HESISESHEE A lone rider, wielding the whip, he galloped into the surf.
FilMaJE5E 5 1 The fan opened, calling him back, that of the brave wartior;
TR ECETE . Mourn, have pity, when tempest’s might scatters the flow-
ers of spring!
—Arai Gyomin JeHZER, “Taira no Atsumori” “F-HUE

Here the warrior Naozane is represented by “tempest’s might,” and Atsumori
himself by “flowers of spring” By putting the fan at its expressive center, how-
ever, the poem acts nonetheless to further that token’s development in reception
of the Naozane/Atsumori episode as literary “knowledge.”

S RIHRERITERE L. Hadfii yanagidarn SKBMIZE, vol. 97 (preface pub. date: Bunsei
10/1827). Text in Haifi yanagidarn zenshi AL 4%, ed. Okada Hajime [fHH
(Tokyo: Sanseido, 1976-1984), vol. 7, p. 282.
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[C] The Tale of the Heike, “Nasu no Yoichi”: Wherein Yoichi Shoots the Target
on an gg-Fan
There is one more scene in The Tale of the Heike for which a fan serves as an
important token. The episode in question:

.. . there emerged from the cabin an elegant beautiful lady eighteen or nineteen
years old, attired in a red divided skirt and five willow-combination white robes
with green linings. She produced a pole surmounted by a red fan with a golden
sun design, wedged it between the prow and the planking, and beckoned, facing
the land. . ..
... [Yoichi] closed his eyes in silent prayer. “Hail, Great Bodhisattva Hachiman
and ye gods of my province of Nikko, Utsu-no-miya and Nasu Yuzen! Vouch-
safe that I may hit the center of that fan....” When he opened his eyes, the
wind seemed somewhat gentler, and the fan looked easier to hit.

—The Tale of the Heike, vol. 11, “Nasu no Yoichi” (JFH5-—)"

This is the scene where (the Minamoto warrior) Nasu no Yoichi shoots and hits
the target on an gg/-fan.

Beyond reading the original text, recognition of the fan as a token signifying
the “Nasu no Yoichi” episode was spread through a variety of channels, in-
cluding commentaries and haikai tsukeaisho, as well as other forms of art like
painting. Based on this shared understanding, it became material for writing
poetry, in Chinese and in Japanese.

For commentaties, Nonomiya Sadamoto ¥F 5 E# (1669-1711) in his Heike
monagatari kishi “FFEYFEFHFE (vol. 11) had this to say on the scene: “A ‘bat-fan’
with vermillion coloring added. This corresponds to the red of the rising sun.
Nonetheless, depicting an image of the sun rising was doubtless not their pur-
pose.”? Haikai ruisenshi also draws a connection between the “ggi-fan” and the
“boats of the Taira clan” (Heike no fune *V-Z D).

There are many visual representations of the scene as well. In addition to an
illustration from the Hezke monggatari text published in Meireki BHIE 2/1656
(Figure 6), there is another in the Ehon kojidan #=AMER#E (pub. Shotoku
4/1714) illustrated by Tachibana Morikuni #%5F [l (1679-1748), and also a picture
in the Genpei seisuiki Zue. Among ukiyo-e paintings there exists a mitate presentation
of the scene by Suzuki Harunobu.

How does the scene fare in poetry? The Bakumatsu-period collection Yamato
nishiki X F £ 12 L & by Takahashi Zanmu @1&¥% (1775-1851) contains the
following verse:

20T OFOT LT LHONTOFIE® EEIZL A0 7k

'The Tale of the Heike (op. cit.), pp. 366, 368.

X Text in Heike monggatari hyichi, Heike monggatari koshd “V-ZRYFEEGE - *FRMWFEETE, Nibon
bungaku kochiishakn taisei, Heike monogatari kochishaku taisei B RS FERKIL - “FRWFE A FER
K (Tokyo: Nihon Tosho Senta, 1978), p. 680.

' Haikai ruisenshi (op. cit.), p. 400.
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Figure 6. After (L) Nasu no Yoichi’s shot, (R) the fan tumbles into the waves.
lustration from Heike monggatari V73, vol. 11, “Nasu no Yoichi no koto”
% D5-—DH, pub. Meireki 2/1656. (National Institute of Japanese Litera-
ture). https://doi.org/10.11501/2567341

The truly-shot fan-target marked by the sun—how blinding-bright
The shadow that was cast by the glory of that deed!
—Takahashi Zanmu Et&FEE, Yamato nishiki R % L 12 L &
(preface pub. date: Kaei 57k 2/1849)

The poem seeks to commemorate Yoichi’s feat, praising his skill as something
that shines, indeed with the light of that very sun painted to be the fan’s target.
Likewise in his Honcho jinbutsu hyakunei, Arai Gyomin writes:

FAEEINEE  On the war-boat, court maidservant, far off a blossom she
seemed.

EHGHEEAZE Enemy mocking, their plans and ploys turned now them-
selves to hinder,

— Wi IE Y A single shot the bowstring shrieked, and the fan’s target
tumbled;

BZRBLHRALL  Minamoto in clan the hero, flower among men of war.

—Arai Gyomin, “Nasu no Munetaka” #2575


https://doi.org/10.11501/2567341
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I end this section in quoting a famous passage from the Nibon gaishi H A5+
(orig. preface date: Bunsei 3CE 10/1827) of Rai Sanyo 1L (1781-1832),
which can be said to have contributed to the episode’s circulation as a work of
history, and to its literary application by expressing that same history in such ex-
quisite language:

MO — TR, 3R T, R, ERERLLAR, EMRES.  (hmg) 5%
— SR WM,

The enemy bore a comely maiden midships and she, setting atop a rod a fan
full-splayed, planted this now in the bow, and with the ship fifty paces offshore,
issued a challenge to shoot it. . . . Munetaka rent the fan’s very hub with a single
shot, and the fan tumbled and fell.”

[D] Other Representations Connected to ¢g7

Above, examining one case from the Tl of Genji, and two cases from The Tale
of the Heike, we saw the ggi-fan functioning as token within Japanese literary
works of the highest rank, observing many examples also of it being circulated
and creatively put to use as an item of Japanese (wa) literary “knowledge.”
From these, it can be concluded that the gg/-fan has in general a character of
elevated refinement. As an aside, I briefly note below two further examples of
ogi thus functioning as a literary token.

First, in the work Shingaku hayazomegusa 055G (pub. Kansei 2/1790), by
Santd Kyoden with illustrations by Kitao Masayoshi JLJBEEE, there is a scene por-
traying a battle between the proverbial “good side” (endama #7) and “bad side”
(akndama FE), wherein it is figures on the “bad side” who ate seen brandishing the
ogi-fan, with the purpose of rousing evil thoughts. This iconography of the “bad
side” wielding the gg7 was moreover passed down afterwards as something of a
stock portrayal.”

Another example is a pictorial representation featuring Taira no Kiyomori
P using the gg-fan to beckon the very sunset to stop, for construction put-
poses related to Itsukushima Shrine it B il #L—an image which begins to appear
more frequently from the later early-modern period onward.

[E] The gg-Fan in Early-Modern Life

As discussed above, the basis upon which all representations of literary
“knowledge” linked to the dg/-fan rested was the universal quotidian use of that
object in early-modern domestic environments.

Already early on in the early modern period, with this haikai—

2 Text in Rai Sanyo ¥AILF, Kikokn Nibon gaishi FZIHAHVHE (preface pub. date: Tenpo
15/1844), vol. 3.

» Sekihara Aya BJR¥Z2, “Shingaku hayazomegnsa zendama/akudama no eikyo: Kansei kara
Bunka/Bunsei made” [OFFIE] BEEEOKLE  SH» O XL - XBE T, Gakushiin
daigakn Kokugo kokubun gakkaishi 8 b K7 EFRE L2258 58 (2015).
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HLILKROAITH DR

Coolness—another thing that unfolds round and outwards, just like its fan.
—Matsunaga Teitoku, Enoko shi K15 (pub. Kan’ei #7k 10/1633)

being the earliest example, the gg/-fan begins to feature as a very frequent subject
of early-modern poetry, both in Japanese and in Chinese. Combining eclectically
as it did the more vulgar aspects of a presence always close to hand, together
with its own more refined and elegant aspects, the fan was thus not merely a simple
class of object, but a cultural entity unto itself.

4. The uchiwa as Representing Chinese (kan) Literary “Knowledge”: Two
Cases

Next, I want to expand this examination to consider also the wchiwa-fan. I have
not been able to discover for the #chiwa any examples of associated Japanese lit-
erary “knowledge” like those found with the dg/-fan. What stands out instead are
Chinese literary associations, of which the story of Lady Ban’s autumn fan can
serve as a paradigmatic case. We begin by reviewing its details.

[A] Tady Ban’s Autumn Fan
In the Former Han period, during the reign of Emperor Cheng B (51-7

B.C.), a female poet known as Ban Jieyu JEEERF (c. 48—c. 6 B.C.) (Jp. Han Shoyo)
composed the poem “Yuange xing” Z&#1T (Song of Regret), later collected in
volume 27 of the Wen xuan 3Ci%:

WEFTHE  EERNES
Bl aaos  FEEHA
HAH R BhfhiR %
HKETE A B
SEHpES T BEEE

If newly sheared, silk from the land of Qi
Is purest fresh, no less than frost or the snow.
Cut it to fit the pair-matched sides of a fan,
And round as round, it mirrors the full-bright moon.
Always in and out of my lord’s own garments’ arms,
It moves and sways to send up the slightest breeze.
Yet ever it fears, when days of autumn arrive,
Should the chill gales steal off all its heat and warmth,
Abandonment, in some box to lie away,
With tender love’s cord at midpoint for all time snapped.
Above all, she expresses here her fear of losing the emperor’s favor, comparing
it to a fan being cast away into some box with the arrival of autumn. This truly

# Text in Mongen L% (pub. Kan’ei 2/1625), vol. 27. Annotated edition: Monzen shiben SEFER,
eds. Kawai K626 JI[GHE= et al. (Iwanami Shoten, 2018), vol. 4, pp. 370-373.
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famous story came to be widely recognized, not only through readings of the
original text, but also through various other channels such as haikai tsukeaisho.
Based on this shared understanding, it became material for writing poetry in
Chinese and Japanese, or even prose gesakn BIE.

Already in this poem from the £anshi collection Chiika jakubokn shishd R R
FFP—

TR RRET  Expert cut, the silk of Qi renews the palace prospect;

il
ch

maE AN HFEEA Tall towers in the Sixth Month, my lord’s kindnesses fre-

quent.

—HIIKEFEEWT  Then one morning autumn comes, and his favor stops
cold;

IREPRATEN  Still my anger is with the west wind, and not with the man
himself.

—Saiin PiJil (1358—1422), “Autumn Fan” (Shisen )%

we see reception of the trope, here moreover with a new interpretation, attrib-
uting the lady’s loss of the emperor’s love to the appearance of a new beauty.

Entering the early modern period, the association between “gg/-fan” and
“Lady Ban” (Hanjo) is recorded in the Haikai ruisenshi. To take a specific exam-
ple in haikai poetry:

e 6 ARFIRE DRI L
ZA5H5EOLIILBR ST

In autumn things fade, yesterday’s fresh-cut promise today’s Uji tea: Seasorns Past—
As of a fan cast aside, kindness, just for a while!

—Soin 5RH (1605-1682), Soin dokngin koi haikai hyakuin 55 KRG 28 HE 35 1 #8,

“Hana de s6r6” fE T2

Here the connection is used to convey: “Being like a fan cast aside in autumn
myself, give me at least a little while’s kindness!””” There ate also poems such as—

2L oK gk RAKDOREBL

How much more closely one looks over the painting of an autumn fan!
— Shoshun /IN&, Arano FI5EE (preface pub. date: Genroku To#k 2/1689)

among many others, attesting to the frequency with which cases of this autumn
fan concept are encountered.

% Textin RIS NFEY Chitka jakubokn shisho (pub. Kan’ei 10/1633), vol. 1. Annotated edition:
Chitkea jakubokn shishi, Yunoyama renfensho PIELARFEY - WIS, vol. 53 of Shin Nibon koten
bungaku taike: ¥t H AT W ILF KR (Iwanami Shoten, 1995), pp. 4-5.

% For text see: Fukasawa Shinji #IUE . and Fukasawa Notiko %R T, “Soin dokugin koi
haikai hyakuin ‘Hana de s6r6’ no maki chiishaku” 57 ARG 28 PR B R [AE T B, Kamigata
bungei kenfeysi 75 SCEERFSE 15 (2018).

7 This interpretation follows the commentary in Fukasawa and Fukasawa 2018 (v. s.).
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A picture under the title “Lady Ban’s Fan” (Hanjo no 6gi (A D) is in-
cluded in Kydbun takara-awase no ki 32 3L EEFC (pub. Tenmei 3/1783). The fan as
depicted there, however, is clearly an gg7, betraying an interpretation in Japanese
terms. Indeed, quite likely in the story’s haikai reception as well, it was not the
uchiwa being envisioned, but again the dgi—a reflection, in a sense, of just how
far the story itself had been “Japanified.”

[B] “Little Fan Swats Firefly”

To better understand such representations of uchiwa-borne Chinese literary
“knowledge,” let us look at one more example, this time one considerably less
famous than Lady Ban’s fan in autumn. We will consider the development of the
poetic tag “Little Fan Swats Firefly” (Ch. xiaoshan pu ying /Ne#£H). (Having
already discussed this case in depth elsewhere,”® here I will limit myself to the
argument’s main points).

We begin with a quatrain-stanza “Palace Poem” (Ch. gongei & 5) by Wang Jian
2 (847-918), anthologized in Santishi —1&7F (Jp. Santaishi or Santeishi):

HUBPOLWMmBE  Silver candle, autumn light, cold against the painted screens;

B/ NREEE.  Lightly silk-paned, her little fan swats a passing firefly.

TR MK Stairs of cut jade, night’s tableau, like the watet’s touch icy-

chill;
PAE# /MR Lying she looks at Cowherd above, and at Weaver, always
waiting.29

The explanation here for the little fan’s firefly-swatting would seem to lie in the
palace maiden taking out on the firefly her own anger at failing to gain the
emperor’s favor (the interpretation of the commentary Santaishi Soin sho =157
FIEAP). As a poetic tag, recognition of “Little Fan Swats Firefly” gradually
expanded, not only through readings of this original text, but also thus
through vernacular commentaries (shomono ¥94¥)), or though collections of
verse in Chinese such as Lianghu shige WiBkei#s and Shiren yuxie 7 NEJH,
among a number of other channels. By the middle of the early modern period, in
non-court-style waka the tag saw itself reframed to fit a type of scene far closer to
actual life in Japan: the popular pastime of “firefly hunting.” Such reframing is
an excellent example of what this article means by “application” of literary
“knowledge.”

% Suzuki Ken'ichi, Kinsei toshi kadan no kenkyi it FHIEOWIFE (Kytiko Shoin, 1996),
pp. 211-215.

? Text in Zachi Token ekkn santaishibo YL BZAEA =7 (pub. Meireki 3/1657), part 1
(j0) of vol. 1.

3 Facsimile edition: Santaishi Soin sho =K7Y, 2 vols., ed. Nakada Norio HTHHLE (Tokyo:
Benseisha, 1977).
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To illustrate I quote below waka by the poets Ozawa Roan /NUEE (1723-1801),
Ban Kokei £ (1733-1806), and Kamo no Suetaka HXFE (1754-1841):

N
VBRIV ELEF RO TCHN LI %ML ETHD
Topic: Little Fan Swats Firefly

All the children, trying to outswat each other, stopped and held their fans—
Watching now with bitterness as the firefly escaped.
—Ozawa Roan /NRERE, Rokuji eiso ~MEFKE (pub. Bunka 8/1811)*

Ay

H
VBTN ERCRICEIPS5NTZE CHEHMIZE TR
Topic: Fireflies

The child had him—persuaded down with her fan—so thoroughly tricked,
The sky-going firefly parked himself right on her sleeve.
—Ban Kokei B, Kanden eiso FIHFKE (pub. Bunsei 1/1818)

72 RO b TH % B ST
PRTHROBIBES D> e/ N @& ATUI72 B D7
Topic: Maiden Chasing Firefly with an ¢g-Fan

The little maiden with her fan sends up a wind that quite entices,
Yet how remarkably high the firefly steers his course!
—Kamo no Suetaka B RFE Unkin's kashi ESHHHRE
(pub. Tenpo 2/1831)

Here we have examined two cases of Chinese literary “knowledge,” this time
revolving instead around the wchiwa-fan. To put the matter differently, as regards
Japanese literary “knowledge” the #chiwa seems not to possess any function. In
such a light, compared to the gg/i-fan, the #chiwa can be characterized more clearly
as low and “vulgar.”

By artistic practices of the medieval period, stereotype painting-topics of Chi-
nese (kan) association were to be painted on wchiwa-shaped fan-paper. In this
sense too, the uehiwa is, culturally-speaking, “Chinese.” This Chinese character in
turn connects the uchiwa to the sphere of £yd (i.e. as of kyoka, or “mad” poetry).
This then leads back again to the “vulgar” realm, the world to which it seems,
ultimately, the #chiwa firmly belongs.

[C] The Acceptance of Chinese Flements within Flements Japanese

The everyday familiarity providing the necessary basis for such a reception of

' Poem 477. Annotated edition: Rokwjg eiss 73Mizk %, ed. Suzuki Jun 7K, in vol. 70 of
Waka bungaku taikei FURICE R (Tokyo: Meiji Shoin, 2013), p. 99.
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the wchiwa along Chinese lines was derived, without doubt, from the place of the
uchiwa fan in quotidian usage. In summertime scenes of enjoying a moment’s
cool, the figures depicted are shown holding #chiwa in their hands. The image of
the fan-seller in Suzuki Harunobu’s “Kasamori O-sen to uchiwa-uri” #3511l &
HIR5E 1), for instance, is particulatly well-known. Poems such as the following—

HLSZELHTH5EIhR

Ah, for the fan, so humbly does it offer up the gift of coolness!
—Ryuho L[, Sora-tsubute 222 5T (pub. Keian 2/1649)

FETHTOERDH < Hb

Sleeping or awake, the fan never fails to move—a parent’s love.
—Haifii yanagidarn #FRMIZ 4

DRCY P
EDEDIZHACHED ) LI FIRLAL SR 72721
Topic: uchiwa-fan

From time to time, looking up the fan finds me in dreamland again—
Its breeze hitting the body like a sudden gust of nap.
—Okuma Kotomichi KB E# (1798-1868),
Sikeishi HAES (pub. Bunkya SCA 4/1864)

also give evidence of this.

This is not to say, however, that cases of #chiwa alluding to “knowledge” of a
“Japanese” pedigree are entirely lacking. Let us note a few such examples.

First, there is the case of the battle-uhiva used in the wars of medieval Japan.
One particularly famous episode involving such a fan took place at the Battle of
Kawanakajima JIIH1, where Takeda Shingen HH/E% (1521-1573) used his
battle-fan to stop the blade of Uesugi Kenshin FAZH#AE (1530-1578). This scene
was among those included in the collection Ehon kgjidan, llustrated by Tachibana
Morikuni. As Nihon gaishi records it, “|Kenshin| raised his sword and struck.
Shingen, with no time to draw his own sword, blocked this using the signal fan
(kisen FEFH) he had been holding, The fan broke.” Nonetheless, such battle-use
uchiwa should probably be distinguished from the #chiwa used in everyday life.

Also, in novels of the early modern period, the #chiwa was famously what the
God of Poverty (Binbogami 2 4) held in his hand. Being a god of the winds,
perhaps the wchiwa was for stirring up the air. Figure 7 is an illustration from
Thara Saikaku’s FIEVIES (1642-1693) Nippon eitaignra H A AU (pub. Jokyo H
£ 5/1688), chapter 1 of volume 4, captioned “Tray from the Gods as a Sign of
Prayet” (inoru shirushi no kami no oshiki 91 % EIO M DY),

%2 Haifit yanagidarn, vol. 1 (pub. Meiwa 2/1765). Text in Haifit yanagidarn zenshi (op. cit.), vol. 1, p. 18.
3 BT NG LANRIT) LR EE R ¥ 2 =i AT, Kokokn Nihon gaishi (op. cit.), vol. 11.
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Figure 7. Upper Left: The God of Poverty holds an #chiwa in the right hand.

Hlustration from Thara Saikaku HIEPUES, Nippon citaignra H AT, pub.

Jokyd 5/1688, ch. 1 of vol. 4, “Inoru shirushi no kami no oshiki” #7 % El

DH9,. (National Institute of Japanese Literature, K6jo Isao Bunko). https:
doi.org/10.20730/200015843

All the same, such connections between the uchiwa-fan and the God of Poverty
or Tengu Demons are admittedly somewhat insubstantial as story-frames when
compared to other examples like Yugao’s ggz, or the dg7 used by Naozane to taunt
Atsumori, or the ¢g/ bullseye of Nasu no Yoichi, or Lady Ban seeing herself in
the discarded fan of autumn.

5. Conclusion

As I explained at the beginning, not limited to an aesthetics of nature and
named landscapes alone, unique literary resonances could also attach themselves
to specific categories of object. Through the structure inherent to such literary
“knowledge,” moreover, as these resonances circulated and spread in society,
they became available for creative application.

By the early modern period, the conduits for such a process had attained a daz-
zling variety. Through the triumph of print culture, for example, not only could
such “knowledge” be circulated more easily and widely than ever before, it was


https://doi.org/10.20730/200015843
https://doi.org/10.20730/200015843
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also simply encountered more frequently. And with the rise also of a mass culture,
one can observe a broadening in the traditional dyad-values of “refinement” (gz)
and “vulgarity” (z0k#). In contrast, ages up through the medieval period knew
only a limited circulation based on manuscripts, and conduits for knowledge
were far less dazzling in their variety. The refined and the vulgar, too, were as
concepts more narrowly defined.

In this article, I have explored such phenomena through a concrete focus on
specific objects: ggz and #chiwa fans. Here at the end, I want to consider the issue
more broadly from the standpoint of Sino-Japanese comparison.

As we have seen, despite the 9g7s Japanese origins, and the contrastingly greater au-
thority we expect the whiwa to derive from its origins in China, we find that while
resonances with Japanese literary “knowledge” exist for the gg/, for the uchiva such
associations are rare. As a result, within Japan it is the ¢g/ that enjoys the greater air of
refinement and luxury. The #ohiwa, in contrast, is the more vulgar and commonplace.
Yet what is responsible for causing this inversion of the usual hierarchy?

To begin with, the 9g/is found actually used in works like the Ta/e of Genyi, acquit-
ing thus a connection of historical depth to courtly aesthetics. And indeed, some
reason for the inversion may lie merely in this: that before the #chiwa had a chance
to make inroads aesthetically, the beauty of the g had already taken root as a fixed
idea.

It is also the case that as a matter of sheer functionality, the gg7 outdid the #chima.
Not limited to mere unfolding and fanning, the dg7 also had a number of potential
uses when folded up. The impression of freedom this gave, it is not unreasonable
to imagine, might well have contributed to its association with the beautiful.**

One might also see it this way: Alongside the traditional Japanese habit of im-
puting greater value to productions of Chinese origin, there has also existed
among Japanese people a contrary impulse, attaching as much value to things
from Japan as from China—if not indeed greater value—precisely because of
their Japanese origin, attempting thereby to feel their own country supetior.”
Perhaps it is for this that people came to say that, compared to the wchiwa, the og/
had the greater grace.

The reasons are in any case surely multiple, with no single one standing out.
Because it is more than possible, moreover, to discover ample grace in the wehiwa
as well, no clear-cut decisive difference between the two exists to be found. In-
deed, especially as the people of early modern Japan steadily incorporated both
types of fans into their everyday lives, the border between the two itself lost clarity.

As something, then, that characterizes the dg7 and the wchiwa both, one might
say that the sense of an item for creating coolness in summer has ultimately pre-
vailed all around.

1 am indebted to Prof. Matthias Hayek for this suggestion.
% Suzuki Ken’ichi, Edo shitka-shi no kizo 117 7KL OMEAE (Iwanami Shoten, 2004), pp. 9-29.
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Medieval Buddhism and Music:;
Musical Notation and the Recordability
of the Voice

INoOsE Chihiro

Translated by Jeffrey KnoTT

Music, which in the very moment of its making must vanish, is ultimately a
poignant pursuit. The singing voices of people in ancient times, and the sounds of
their instruments, are themselves forever beyond our ability to hear. In the latter
12" century, retired emperor Go-Shirakawa-in # e (1127-1192; r. 1155~
1158), himself a passionate devotee of the musical art known as wzays 1%, left
the following famous saying in his collection of z#ayo musical lore, the Rygjin

hishé kudenshii FEEEFMS T LS.
CEADLEDELEZ LIL, BB FENLLDOL, LEFAZEDORERD !

Tragic are the works of the voice, for after the body itself perishes, nothing of
them remains behind.

He laments here that after he himself has passed away “the works of the
voice”—in this particular instance the sounds and melodies of zzays—will not
be able to survive. Yet in fact there were those working actively, and in the same
period, to pass on this intangible inheritance of music to later generations,
through various methods such as musical notation, or the written records of oral
teachings known as kuden | 1{z.

In this article, I examine the attempts made by such figures to thus record and
express the human voice, with a particular focus on the Buddhist chanting genre

" For text see: Kaguranta, Saibara, Rydjin hishi, Kanginshii fHHH - MeIS4E - REMTS - PINGEE,
vol. 42 of Shinpen Nihon koten bungakn enshi Frifg H AL #0424 (Tokyo: Shogakukan, 2000),
p. 380.

Note: In quotations from original sources here and below, where voicing marks and punctuation
marks were lacking in the cited text, I have undertaken to supply them.
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known as shamys 75 W] and its notation in writing, tracing the course of these ef-
forts from the latter 12" to the early 14" century.”

1. Collections of the Voice: Fujiwara no Moronaga

The first of these figures to examine for his achievements in making such writ-
ten records of the intangible voice is Fujiwara no Moronaga FEJEliE (1138
1192). As explained below, Moronaga is credited for his attempts to preserve the
human voice and the sound of instruments in the form of musical notation.’

KEKEME, BEOHEICHESL L THY LIZEIZ, OLIZITEVT, K
M ORIE A7 ) 7213 _304

When the Chancellor Moronaga would make transcripts [of imayd] in biwa-
notation, people later followed these, and the great songs (faikyoku KHfT) could
be sung in all their fullness.

—Rygjin hisho kudenshin

WEBEID > 2WA U EHEE ) ITRIE 50T Loy LEEBEOT
L, BOMSAZ I 220 InEd, ZxHEOREZHFTRLSIH, O
7;< DBEOIEHRS REOLCOEIHRTICE LIS, > bW - & - |5

SRR B RV ETv - FEHREETH, N/ \FADHED
<L%>kébé$’¢ﬁ’=%£a05

Lord My6on-in ## & [=Moronaga] was heir to these august [biwa] traditions.
And because [his teacher| was [Fujiwara no] Takahiro Z1#, he was in that art
without defect. Yet he also explored various other arts broadly and deeply, secking
instruction far and wide. To say nothing of music on string or wind instru-
ments, he made exhaustive study of many traditions and lineages concerning, for
example, instruments of percussion, ongyoku Tl song, saibara % song,
Juzokn M song, riei [BFK] chanting, zage/ [#E=] song, shimyi 75 W] chanting, and
O on.

—Bunkidan SCHLEE, vol. 2

Moronaga is known as the author of the biwa-notation collection Sango yoroku
=94k (12 vols., with also a supplemental volume—sometimes counted as the
13" —of notation for fuzokn JAMT songs), as well as of the Jinchi yoroku 1= 8 Z5%

2 This article draws heavily on the following research of Shimizu Masumi {E7K &, who has
already considered the question of the Lozus Sutra hymns, noted connections with the Kanazawa
Bunko-bon 4R E 4 manuscript, and so on. See Shimizu Masumi, “Hoe to ka’ei: Minamoto
no Tsunenobu kara Fujiwara no Toshinari ¢” ¥R & HGK + AR 2> SEEERIEA, in Se/ naru
koe: waka ni hisomu chikara B7% %75 1 FIHKIZ O €7 (Tokyo: Miyai Shoten, 2011).

* Abe Yasuro FIERZRER, Seija no suisan: chitsei no koe to woko narn mono B DS+ itk &
F 27 % b O (Nagoya Daigaku Shuppankai, 2001), pp. 14-16. Okimoto Yukiko WASE T, Imayo
no jidai 5T DOFHL (Tokyo Daigaku Shuppankai, 2006), pp. 189-193.

* Kaguranta, Saibara, Rydjin hisho, Kanginshi (op. cit.), p. 380.

> For text see: Bunkidan: genchiishakn SCHLF © AR, ed. Twasa Miyoko ‘G1EFAF (Tokyo:
Kasama Shoin, 2007), p. 114.
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Figure 1. A comparison of notation systems. While in
(left) hakase-notation H+:3 the fuzoku-song lytic “nari
takashi?’ F1) ¥ 71> is centered with interlinear notation,

in (right) biwa-notation FEEFE the lyric itself is interlinear

and instead the notation is centered. (Prepared by author).

(12 vols.), a collection of musical notation for the 53 Z%. Yet the research of re-
cent years has shown that various examples of musical notation found in texts
like Bunkidan SCHLEX were also scored by Moronaga originally.

Moronaga’s scoring method made use of biwa-notation (biwa-fu FETEFE). At the
time, the two main systems of notation used to record the voice were biwa-
notation and what is called “academic” or hakase-notation (hakase-fu 1H1:75, after
hakase, or “‘academician”). The biwa system was based on a set of specialized
characters for indicating notation, with these being centered in the line while the
music’s lyrics themselves were written to their left and right. Each character in
this set pointed to a specific arpeggio, and given a sequence of such characters,
taking in succession the highest note of each arpeggio thus indicated would pro-
duce the underlying melody. In contrast to this, in the case of Jakase-notation, as
seen in Figure 1, the lyrics themselves were centered, with instead the notation
being written to either side. Here the notation consisted of lines, whose starting
points and angles served to indicate the melody. One feature of the hakase sys-
tem is that embellishing these notational lines with oscillations or other curves
allowed them to additionally express pitch-changes of a more subtle nature. As
a general rule, biwa-notation was used in scores prepared by the nobility, while
hakase-notation was used in scores prepared by monks, though this was not always
the case.

A list of the various scores Moronaga transcribed into biwa-notation would
include the following:
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satbara IS %E Sango yorokn =135k (biwa scores),
Jinchi yorokn {38 %§% (so scores)
Jfuzokn JAM Sango yoroku, supplemental volume (also as vol. 13)
waka TV (ami-uta WH)  Koma-kyoku nado no fu v e 55550
imayi Sk Sho-chishi hon kakiawase no fu FEI0T Sh¥E AL
shomya 7] Shimyofu 75 FHFES
In this grouping, waka signifies something like the following:
K

Y O TII~x/ N TFANN Ty I
Y 743y <HIVIVEIN TFER /) ax

Song to the Gods (kami-uta)

Oh! When rough gem-renewed / yet again the year turns round, /
from the break of dawn—

Oh! From the break of dawn / one waits, in longing already, /
for the warbler’s song,

This is based on Monk Sosei’s Z £l poem, found in the imperial anthology
Shiii wakashi 6 EANHE as:

HoOIFOHIEPNLH LI L V25 b DIEHOR’

When rough gem-renewed
yet again the year turns round,
from the break of dawn

one waits, in longing already,
for the warbler’s song;

In this context, however, it was not as waka that it was included in Moronaga’s col-
lection, but rather as kawzi-uta, or “song to the gods.” Accordingly, £anzi-uta being as
a rule composed of an even number of verses, the poem has been modified from
its original waka structure in five verses to produce a structure of six. In other
words, by repeating the third verse ashita yori (“from the break of dawn”), the

¢ Koma-kyoku nado no fu i@ M5E3E (Imperial Household Archives), MS fR-978. From the col-
ophon: SUK-EAE [1270] +—H =1+ HEGZ [+ A+ HAHET- 5 R A Z BTk
B &t ABAMHE W B KBOKE [=Fujiwara no Moronaga] H /4, K7 &M A A KAIL
RAKMEREE L.

7 Sho-chashi hon kakiawase no fu FHIF- S 7% (Imperial Household Archives), MS 1R-1083.

8 Shomyo-fu 75 WFE (Imperial Household Archives), MS £K-980. From the colophon: B&FICAE
[1211) WA+ HEE T A RERRERE K —8 1. In other words, the manuscript was
copied out by someone unidentified in Kenryaku &% 1/1211, then later collated by Hamuro
Mitsutoshi 2255672 (1203-1276). Fujiwara no Moronaga’s original authorship of the text is in-
ferred solely on the basis of an outer title (gedas #1#) inscribed directly on a front cover itself of
later date, which reads: “Shomyo-fu (by Myoon-in)” # B (W EHBE#E) . Nonetheless, the attri-
bution is a reasonable one, and not inconsistent with Moronaga’s other work as a whole.

O Shiti wakashi T EFIKEE, vol. 7 of Shin Nihon koten bungakn taikei Hr H A7 3% K5 (Tokyo:
Iwanami Shoten, 1990), poem 5.
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whole has been reformatted to fit a six-verse rhythm. Coming next in the list
above, the zzayo pieces in biwa-notation are a discovery of recent years, and consist
of three ashigara JEIA pieces identified as “great songs” (faikyokn KIlH)—the most
secret and venerated rank of song—and one zzayo piece identified as being of the
mono-no-ya Wk genre.

Having thus briefly summarized biwa-notation scores by Moronaga in other
genres, below I turn to consider his collection the Shomyo-fu 7WIFE in greater
depth. Starting with a group of pieces in the ba/ I gente, the Shomyo-fu com-
prises biwa-notation scores across ten genres all told, several pieces within which
betray later additions by Saionji Sanekane P4 FISFFEHE (1249-1322). The collec-
tion’s scores are atypical for pieces of biva-notation in various ways, e.g, with some
lyrics being recorded in Chinese characters, but in this article I want to highlight
three of its songs in particular. The first of these is what can be called a “hymn

to Mafijusti” SCFkH,"" having the following lyrics:
SCHE

SCRRERHE Y (LI Al S BT
£ % TR T OO

Fer A (R ML

A SRR A J7 R B A A TE
BV A A W EER
B A A B ER

Hymn to Manjussi

Manjusri comes forth, pure, his godly power answers the call;
Riding gold-coated lion, jewel-radiant, he casts his glow.

Living souls his canopy attend, with incenses sublime.

Now I pray, sincere on life, to seek not wealth, to love not fame—
Longing for future birth in the Pure Land, in Dharma-King’s home,
Longing for future birth in the Pure Land, in Dharma-King’s home.

The poem itself is said to be the work of Bai Juyi HIE 5. According to Kien’s
U (b. 1254) wotk Ongyoku siji shidai 5 HIHHZRIK S, having eatlier been brought

12 See Inose Chihiro # i T#, “Shinshutsu imay6 biwa-fu ashigara san-shu mononoyo isshu:

Seki no fani, Taki no mizu, Koiseba, oyobi Gongen ni tsuite” I SHEEERE EIH="1 WH—15
(B TR (7283 ] B L0 [HEBL 12D\, Kokngo to kokubungakn EIRE & B SCF 96-10 (2019).

" For research on such hymns to Mafjusti, see the following: Nakata YGjiré H'H 5 KHL,
Tokushi soki FEF#% (Tokyo: Sobunsha, 1998; 1% ed. 1949); Kawaguchi Hisao JIIFIAZE,
“Tonko henbun ni okeru shofu to ongyoku e no tenkai: Nihon bungaku to no kakawari ni oite”
HUEZE BT B & EMANDRR © HASS: EOhhb DB T, Chigokn koten kenkyi
T LT 2E 13 (1965).

12 Shomya-fu (op. cit.).

3 Text from Hagi (1): Shonyo hyobyakn rujn F:4% 1 @ WAL, in Zokn Tendai-shii gensho
KR a®E (Tokyo: Shunjisha, 1996).
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over from Wutai Mountain 7.731 in China by the Tendai K73 monk Kaien
M, the poem was transmitted in the year Kytan A% 4/1148 to Gyounbo
Rairya SEZEFHME. The line-breaks in the above excerpt, it is worth noting,
follow punctuation marks given in the manuscript, yet these are not the breaks
one would expect from the poem’s actual rthyme scheme." This indicates that,
despite being based upon a Chinese poem, it was ultimately as a piece of shomyo
chant that it was performed.
The second song involves what is called a “firewood hymn” (takigi-san #ig):

FEERREE O RIE1E/EAHR)
FIERT TH T ko
FER¥Fay FvIIVII
I H XTIy
VAT

Hymn on the Lotus Sutra (by Empress Komyo J6H, in fugicho JAFFH key)

The Lotus Sutra / T came to receive only /

by cutting firewood, / by gathering herbs and water—
only by serving I received,

only by serving I received.

The genre of “firewood hymns” or “firewood verses” (takigi-ku ¥17) repre-
sented by this poem were chanted primarily in the course of a Hokke hakka iF:3E
J\ifi—a performance of the canonical “Eight Lectures of the Lotus [Sutra).”
These “Eight Lectures” events involved holding, over four days, a series of eight
meetings for lectures on the Lotus Sutra’s eight volumes (comprising twenty-eight
chapters). Of particular importance was the “fifth-volume day” on which the
lecture sequence reached the “Devadatta” chapter (Jp. Daibadatta-bon %%
mn), contained within the sutra’s fifth volume. It was on this day that such “fire-
wood” hymns and verses were chanted, as commemorations of the story told in
that chapter, of how in a previous life Sakyamuni had served Devadatta’s own
previous incarnation, the seer Asita (Ashi-sen FIFMI), performing vatious menial
tasks for the sage, among them the gathering of firewood. As a poem, the above
verse is included in the imperial anthology Shu: wakashi, yet through credited
there to Gyoki 174 (668-749), a tradition attributing its authorship to Empress
Komy6 J6H (701-760) gained widespread currency in the medieval petiod, as can
be seen in the excerpt from Moronaga’s Shimyo-fu above.' Here too, a five-verse

4 Cf. Nakata 1998 (note 11 above).

15 Shomyo-fu (op. cit.).

" B.g., in Sanbi-e =545, “This poem is said by some to have been composed by Empress
Komyd, while others say it was transmitted by Gyoki Bodhisattva 172585, See Sanbi-e,
Chitkdsen —F 4z - VEIFE, vol. 31 of Shin Nihon koten bungakn taike: ¥ H AT M 3CF IR (Iwanami

Shoten, 1997), p. 130.
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waka poem has been given a six-verse structure through repetition, this time of
the original fifth and final verse. Similar to the case of Chinese poetry above, its
shape as assumed here is not that of a waka poem, but rather that of a shomyo
chant.

Thus could the borrowed lyrics of waka and Chinese poetry be repurposed,
through musical performance, to function as paeans to Buddhism. In the third
example to be considered, the following ge 1% verse, music is used to demon-
strate the Buddhistic merits of music itself.

SRR IEEEN [ ]
LUPRY VS NE S VN EI

Reed-pipe and flute, the £z then and harp, /
the biwa, the gong, and the cym|bal]:

Thus shall myriad marvels of sound /
all serve as offerings sacred.

This ge versicle is based on the ge of the “Expedients” (Skt. #paya) chapter (Jp.
Hoben-bon F71#t) in the Lotus Sutra that runs: M5 280 FEESEHHK  WER
W REFLMEFE. The reed-pipe (shd #i, Ch. xiao) and the flute are wind instru-
ments, while the £in % (Ch. gin), the harp (kugo %64, Ch. konghon), and the biwa
are string instruments, and the gong (n7yd #%, Ch. na0) and cymbal (dobatsu $H3K,
Ch. tongbo) instruments of percussion. In other words, all the musical instru-
ments used to make instrumental music can, the ge shows, become sources
themselves of Buddhistic merit. Moreover, as a verse arguing the merits of musical
horakn F:5 offerings, this ge would have broad ripple effects, its influence span-
ning across many different fields of art.'®

As we have seen above, therefore, whether in the domains of Chinese poetry,
waka, ot string and wind music—three central elements in the tapestry of court
culture—there were, within each genre, works for which hymnal sbomyo chants
on Buddhism both existed, and were later also scored by Moronaga using musi-
cal notation. As to the ultimate reason for his attempts using biwa-notation to
record all these various pieces, the explanation may lie in some uniqueness of
their melodies, or it may lie, alternatively, in the frequent chanting of these shomzyo
at many scenes of Buddhist ceremonial.

2. Inheriting and Rearranging the Voice: Saionji Sanekane and Enjubo
Kien

In the previous section I examined Moronaga’s attempts to record voice in

musical notation, with a particular focus on scores for the genre of shomys chant.

17 Shomyo-fu (op. cit.).
'8 Cf. Inose Chihiro, Chiisei dken no ongakn to girei "F1tt FAEDFE 4 & Fexl (Kasama Shoin, 2018),
Ch. 13.
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Here I will consider how notation was used to record the voice in periods after
Moronaga, focusing on two individuals: Saionji Sanekane and Kien.

Consideration of Saionji Sanekane begins with reference to the post-Moronaga
inheritance of biwa musical expertise itself. The three major schools of biwa lore
that inherited Moronaga’s own biwa lineage were (1) that of the imperial house-
hold, (2) that of the Saionji clan, and (3) the Nishi school (INishi-rys Viiit) of the
Fujiwara clan. Among these it was the Saionji clan that continued the practice
begun by Moronaga himself of ceremonially transmitting certain “secret’” songs
(hikyokn F:HT). Moronaga, who had made his dwelling at Myoon-in Temple
1B, had a great hall constructed there and installed therein an image of
Myo6onten ## K (Benzaiten 71 K), using that same room as the setting for
transmissions of those secret songs. Following suit, the Saionji clan erected their
own Myo6on Hall at the mansion in Kitayama Jt1l1 where they themselves re-
sided, thereby inheriting the practice of conducting such ceremonies before an
image of My6onten.

Among his clan, Saionji Sanekane worked more than any other towards the
prosperity of his house, attempting rearrangements of music and the produc-
tion of manuals of ceremony. There are several musical scores that were either
supplemented by him, or which he himself had composed anew. Of these, the
Sango chiroku —TLHFk deserves attention as a score collection Sanekane copied
out personally."” Though originally a collection of musical notation by Fuijwara
no Takatoki HEJEZIF, from the Fujiwara Nishi school mentioned above,
throughout Sanekane’s copying of the Sango chirokn, he made notational addi-
tions of his own. The following song is one of those thought to belong among
such added material:

ST ()

HOLREIL MRS R RR
AL EIFER ] EEE

biwa in hydjo “V-il key (Aute in banshikicho #057R key)

Honor and reverence for all buddhas and the Law’s treasure,
To bodhisattvas, lone buddhas, and disciple buddhas;
Honor too for Myoon|ten] and all the many devas,

Worthy all of showing heartfelt esteem and piled honors

A ge-verse based on the Most Victorious Kings Sutra (Saishoo-kyo 1l £54F), it is
also the concluding generalized paean to the ceremonial manual Mydon koshik:
e, As mentioned, the Saionji clan had constructed a Myoon Hall at the
Kitayama mansion where they themselves lived. In that Myoon Hall, a Myoonten

1 Sango chitrofen Z=T.H§% (Imperial Household Archives), MS 1R-2009.
20 Thid.
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veneration was held the 18" of every month in commemoration of Moronaga’s
death anniversary, as a manual for which the Mydon kdshiki had been composed.
From this it can be understood that Sanekane also made use of siwa-notation to
record the music of ceremonies important to his clan.

Here I will move on to discuss the figure of Kien, who was a monk of the
Ohara KJi branch of the Tendai sect. In the late 12% century, the monk Ry6nin
EZ (1073-1132) established the school of chant known as Ohara shanys K&
7 W, or Gyozan 1Ll shomyo. After failing for a period, the school was revived in
the Kamakura era by the monk Sokai 5%k, Kien was the student of this Sokai.
He moreover, partly with the purpose of increasing exchanges with monks at
Mt. Koya, was active in copying and producing large numbers of shomyi texts.
Regarding Kien’s own origins, the late 14™-century text Shoketsusho 7 2 by the
monk Jikyo %4t records him as being “the child of Lord Kitayama” (Kitayama-dono
[no] on-ko ALILIEAHF-). This “Lord Kitayama” has been identified with Saionji
Kinsuke PHEISFAM (1223-1267), which if accurate would make Sanekane
and Kien brothers by different mothers. The following £ada fillFE-verse is one
of Sanekane’s additions to the Shomyo-fu text discussed in the article’s previous
section:

tE (MHEREFEVEL)

FEFRAE A SLEEAL AL A
TEEAGREREST  BeAEME BRI

seven-character meter (composed as shizzyi by Enjubo FEkEE [=Kien))

Life after life may I meet all the many buddhas,

In buddhic wotld after wortld ever hear the Law’s flower;
Practice ever without fail the bodhisattva’s way,

With quickness to realize the great awakening supreme.

As one can see, this ge, a verse read on occasions of “ten-kind offerings” (isshu
kuys +FEAEFE) for the Lotus Sutra, had been adapted for shomyi chant by Kien
himself. In other words, after Kien (=Enjubo) had composed the music,
Sanekane must have gone back and set it into biwa-notation.

Another aspect of Kien’s activity can be seen in his Gokurakn shika 154
7K. In this work, Kien extracted all sung passages from Shoshinbo Shingen’s
IR 7 ELR ceremonial manual Junyi gjo kdshiki NIRAEAE RS (manual for a “Sub-
sequent Rebirth in the Pure Land” ceremony), and scored them using hakase-
notation. The songs found in the Junji gjo koshiki had essentially taken shika "E7HK-
chanted versions of saibara pieces and supplied them with lyrics on Buddhist
themes. Regarding the fate of these songs, in Fujiwara no Takamichi’s 5 #8
work of music lore Chikokn hisho FEFLES (late 13™ century), we read:

Y Shomyo-fu (op. cit.).
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G ITH, MFICELERIC, )L EBAZIILITY, ZidBOBAN (E
) EHIFAA, ) TOREHELEDOHE R, TRTEKDVLTEAICE
LD MEREA#RE T, BEoRIC, BOBTKIELEZOL), #E
WL 2O N R ERBNDL, TOTHLTHEARHLELEL, AT AH
FTIE, REFEMARED, ZOBEBRKLITLE2R, WEITWETILAL
LOZZ

In the not-too-distant past, in Yamazaki I, in Jodo-dani #1-4¥, there lived
a venerable sage. Called Sho[ | the Sage B[ 182 A [=Shingen], he was a great
adept at the art of the flute, and a lover of string and wind music of all kinds.
In a work called Junji 6jo kishiki, in a seven-stage ceremony, he made Buddhist
Iyrics for shoka-chant versions of [court] music, producing pieces like saibara
songs. Is there anyone today who does such things? Until even recently one
heard rumors that monks around Tenno-ji Temple KFSF were also doing such
shoka chanting. Now, however, there is no one who does.

It was a genre that had, as we see, faded already by the early 13™ century.

Scoring these songs with hakase-notation, and recording them in his Gokurakn
shika, in other words, was Kien’s attempt at retrieving their music from just such
an oblivion.

3. Development of the Voice: The Shomyo-ji Religious Documents

Thus it is that the sounds captured in biwa-notation by Moronaga would come
to be reutilized, in the latter part of the 13" century, in a number of different
ways. Representing part of this legacy, one of the larger accumulations of
late-Kamakura musical-notation materials is to be found within the Shomyo-ji
Temple ¥ %4 5F archives of “religious documents” (shagys #2#X), currently stored
at Kanazawa Bunko {3, Among the Shomyo-ii religious documents are
various shimyo chanting texts, a collection centered on manuscripts personally
used by Kenna #l[, the second abbot of Shomyo-ji Temple.

Kenna is notable for his industry as a copyist, his output in complete works
alone consisting of the following:

Sango yoroku gakn mokurokn =T F5%%E B (location unknown)
Inritsu zassho FHHESD (location unknown)

Ongatkn kongen sho T HMEFFY (Tenri Central Library)

Kangen ongi 7€ (ibid.)

Bugakn yirokn FEH TG (Sonkeikaku Bunko)

Onritsu gokyokn shi BHEHIFY (ibid.)

Inritsu kanjin shi VHENFU4 (Imperial Household Archives)

Eclectic as a group, the documents span both exoteric and esoteric traditions,
and with the inclusion of texts like Sango yoroku gaku mokuroku—a work of

2 For text see: Fushiminomiya kyizo gakusho shiisei IR E IHEKEEFH 4K, vol. 3 (Tokyo: Toshoryd
Sokan, 1998), p. 116.
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Moronaga’s own selection—they demonstrate that music catalogues compiled
by court nobles were sometimes copied by monks.

This following document, too—copied by a monk belonging to Shomyo-ji
Temple, though not Kenna—is particularly valuable for considering the relation-
ship between secular and sacred music:

s (W) FiZz=Ac, (k)

BIERET AT abN FyEFIY FYUIIVII VATV
VANT LY

To the tune of baifro] F5[lli] (secret), also a song used in “firewood” music
(takigi-gakn F3E) . . .

The Lotus Sutra / 1 came to receive only / by cutting firewood, /
by gathering herbs and water— / only by serving I received, /
only by serving I received.
—““Secret of secrets” (hichuhi B ), Shomyo-ji Religious Documents
(Lotus hymns/“firewood verses”)*

This is the hymnal verse on the Lozus Sutra we saw in our discussion of the
Shomyo-fu above. Here, as in the Shimyo-fu, the originally final verse fsukaete 0 eshi
has been repeated, showing that this was sung not as a five-verse waka poem, but
as a six-verse shimyi chant. Of interest is the supersctription “baifro] f& [Bi]
(secret)”, which indicates that the string- and wind-music mode of bairo HillE
could be used for the chanting of hymns to the Lozus Sutra such as this one. The
bairo, a string- and wind-music piece in the Aydgjo “F-il key,* was also included in
various collections of scores like the Sango yiroku. However, the melody of the
bairo as indicated in these, and the melody found for it in the Shdzmyo-fu collection
we discussed in this article’s first section, do not in fact match one another.

On this subject, the comment found in Saien’s 521 wotk Dangi hishin sho 54%
FEEY (Kenji BEHG 1/1275) is petfectly correct: “Also, it is said that within the
traditions of the Rengai # 5 school, there are “firewood”-verses that have been
adapted to the bairo tune. This too requires further study.”” One must conclude
that a new Lous Sutra hymnal piece had been created, based on the music of the
bairo mode.

The following document is also one of particular interest, not least with respect
to its visual imagery:

» Text from Kanazawa bunko shiryg zensho & FSCR ERH4E (Yokohama: Kanazawa-kenritsu
Kanazawa Bunko), vol. 7, p. 179.

** Bairo W&l was originally a piece of dance music (bugakn #E3E), but in the medieval period
came largely to be performed as a string- and wind-music piece. Cf. in the court diary Gyokuyo
F2 the example of the “small [string and wind] music gathering” (ko gyo-yii /MHIEE) in the entry
for Angen 7T 2/1176.2.14; or in the diary Sanemi-kyo ki FE55IE, the example of Amida ven-
erations (Awida-ké FI5RFERE) in the entry of Kengen #JT 1/1302.3.8.
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Figure 2. Myoon Benzaiten as a woman Figure 3. Wang Zhaojun playing the bina
playing the bawa. Seiryit Myoon Benzaiten gazo on horseback. O Shokun zu EWHEM,
FHE Y KB (Demachi Mysondd Kusumi Morikage AR5, 17c. (Tokyo
Temple tHHT A5 ). National Museum).

https: //webarchives.tnm.jp/imgsearch

show/C0042808

=G LU  BRREERLETT R WUEK
IS 4% K Al e

— “Hymn to My6onten” ## K7, Shomyo-ji Religious Documents™

This is a phonetic realization in Chinese characters of a Sanskrit hymnal versi-
cle to Myoonten, read out in Japanese as: nomakn-sanmanda-bodanan sorasobatei-e
sowaka (ultimately reflecting Skt. namalh samanta-buddbanans, Sarasvati aim, svaha). The
sequence sorasobatei-ei WRFERREETT ™ renders the name of the goddess Sarasvati,
in other words Myoonten & K /Benzaiten 54 K. Here, however, I want to
focus on the annotation beneath, which would translate as:

» Text from Kanazawa bunko shiryo gensho, vol. 8, p. 177.


https://webarchives.tnm.jp/imgsearch/show/C0042808
https://webarchives.tnm.jp/imgsearch/show/C0042808
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The title of this piece is: “Song on Horseback aboard a Boat” (bajo senchi kyoku
F5 L Aif v ).

Given a lack of parallel examples, this title likely represents a miscopying of
B Il (bajo kochii kyokn). Meaning “Song on Horseback in Barbarian
Lands,” it would be a song sung on horseback by Wang Zhaojun 7, while
being sent on her way from Han China to the barbarian country—by tradition
the first song ever composed for the biwa.*

This, then, would represent a convergence of the image of Myoonten with
that of Wang Zhaojun. And indeed, while Myoconten can be found depicted in
the Boddhisatva manner, she can also be found depicted much along the lines of
modern images of Benzaiten, in the guise of a woman strumming her bzwa. As is
clear from the above side-by-side comparison between images of (Figure 2) a
two-armed female Myoonten and (Figure 3) Wang Zhaojun, by the time of the
Kamakura period, at least on an iconographic level, the two had already become
linked.

Conclusion

In the latter 12" century, what Fujiwara no Moronaga did with biva-notation was
to make the formlessness of the voice recordable. In his work we also recognize
the music-mediated expression of court music and court poetry’s intrinsically
Buddhist character. With the beginning of the Kamakura period, Moronaga’s biwa
music was inherited by the Saionji clan, among whom Saionji Sanekane also made
use of biwa-notation, to record the voice of court ceremonial after Moronaga’s
time. Later Kien—Iikely Sanekane’s brother by a different mother—used
hakase-notation for both the composition of new music and for the recension of
ceremonial then in danger of being lost. After various such attempts to record
the voice in writing, we find in the Shomy6-ji collection of religious documents
something like the pinnacle these developments eventually reached.

In addition to their function in capturing the fleeting formlessness of the
voice, however, biwa-notation and hakase-notation should also be seen as a con-
duit for knowledge: shuttling back and forth, between the sacred and the secular,
as they sought to convey forth music. Moreover, even as ceremonial and imagery
were conveyed by means of such a conduit, they came also to be shaped by it
themselves.

% See, e.g,, Yamamoto Toshio LA, “O Shokun setsuwa to biwa” FIRE i & I, Aichi
kydiken daigakn kenkyii hokoku: jinbun, shakai-ka FERFERFIRFEHE © A3 - H&FE 53 (2004).

Note: This article represents research results obtained with the support of an Early-Career
Grant-in-Aid for Scientific Research, for the project “The Establishment and Exercise of ‘Music-
Ceremonial Lore” in Medieval Japanese Literature” (Chusei bungaku ni okeru “ongaku girei

gaku” no kochiku to jissen FHESCFAIT BT 2 [EHEILTY] ORESE L FER).
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